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PREFACE

This curricalam anide emerges out of three vesrs of collaborative et fort
Svoteachers, researchers, students, and sraff tfrom nine colleges and aniver-
stties in the Deep South.  tinder 1 geries of grants awarded bv the .S, De-
partment of Educiation, Fund for the Improvement of Postsccondary Education
(FIPSEY to the Archive of American Minority Cultures and Women Studies Proaram
at The University of Alabama, scholars of black studies, women's studies,
southern srudies, and folklore came together to develop, pilot-teach, and
evaluirte materials and methods for teaching about the traditional culture of
southern hlack women. The Culture of Southern Black Women: Approaches and
Materials documents this work.,

T This Prajcet had its beginnings in a series of activities initiated by
Monica Walker, JoJo Caple Ludgood, Stella Shade, and Carolvn Cobb. Active on
The thaiversity of Alabama campus as the Afro—American Performine Artlists,
these women, parforming works bv Ntozake Shange, Billie Jean Young, and
others, hecame more and iore conscious of and committed to their identity ag
southern black women, bearers of an African heritage. But nowhere at The

Uil rsitv of Alabama, neither in the well-established Women Studies Program,
nor iun rae handful of courses focusing on the black experience, nor even in
the extra-curricular events offered bv the student Afro-American Association,
was there an avenue for continued exploration of their own, southern black
frmale experience.

Their commitment, however, was so strong that they decided to explore

cother routes. With the issistance of the Archive of American Minority Cul-
tures, Women Studies Program, and NDr. Margaret Rose Gladnev from the Amgrican
Stndies Prozgram, the students sought and received a grant from The Hniégrsity
to hold a public conference, "Black Women in the South: Retrospects and
Prospects.”™ This day-long series of workshops and lectures teok place in
Tuscaloosa in the spring of 1930,

The conferees' response mirrored the students! enthusiasm. Those at-
tending perceived a pressing need for continued research and curriculum de-
velopment on the topic of the southern hlack female experience and uarged that
The Eniversitv seck further support for such work.

As a result, the Archive of American Minoritv Cuitures and the Women
Studies Provram undertook to secure funding for a4 regional effort tn review
nd svnthesize resource materials on thoe topic and were awarded a Compre-
hansive Grant by the Fund for the Improvement of Postsecondary Fducation
(FIPSE) of the 11.S, Department of EducAatinn besinnins in September, 1981, The
Comprehensive Grant was renewed in 1981, and in 1982 further successful appli-
cation to the Fund made possibhle the dissemination of this curricualum suide,

The Project sou:ht tn addrass the following problems, in The Imiversity
curriculum and in tne resion, as cited ia the initial proposal to FIPSE:

e The increased enrollment of black female students has not bheen met
bv a parallel increase in courses desigzned to explore the history
aad culture of black women in America;
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2. There are currently no courses on black calture which are ot fered
at the freshman—-sophomore level so that, carlv in their post-
secondarv experience within a predominantlv white institution
students might form their cwn intellecoual support aroups;

3. Courses do not encourave either the study of non-traditional ethnic
materiil or the use of non-tradirional mades of inguirv, where
through a collaborative et fort, students could share in the process
of creating the historv of black women and in the aroup pride that
that results from their discoveries and prodacts;

4. Few advances have been made in the investigation of the unwritten,
unrecorded historv and experience ot southern black women in this
countrv,

)
.

There 1s no specific network to provide o base tfor the dissemination
of cultural resources and pedapgovical materials in order to ensure
the perpetuation and development of courses ond research in this
area.

Principle staff of the Project were the directors of the Universitv's
Archive of American Minorityv Cultures and Women Studies Program, white women
who had dedicated several years to the studv of southern folklife and women's
literature. The first Project vear was devoted to consultation, rescarch, and
interdisciplinarv literature review. FPFroject statf compiled extensive print
and non-print resource lists and cceated a collection of secondarv materials
on southern hlack women now housed in the Archive of American Minority Cul-
tures. A beoard of consultants, prominent black women artists and scholars,
was assembled to assist the staff throughout the Project. At the advi-e of
the consulting board a southern black woman was added to the Project staff as
course instructor to assure that the pilot course to be offered through the
Women Studies Program would be taught in a culturallyv-appropriate manner. The
consultants correctly reasoned that a proper synthesis of scholarly research,
academic pedagogies, sensitivity to the material, and culturally-based teach-
ing approaches could be created only bv having a bi-racial staff. The first
“"Culture of Southern Black Women" course was offered through The University
Women Studies Program in Spring 1981 and, based on teacher and student eval-
uations of that material, curriculum guides were prepared for the larger—scale
teaching experiment planned for the coming Project year.

In the second Project year the assembhled resource materials were dissem-
irated to 12 instructors from nine colleges and universities in Alabama, Flor-
ida, Georgia, and Mississippi. Fach had contracted with her institution to
of fer materials from the Project in an existing or experimental course on her
home campus. 1In October, 1981 participating teachers and consultants met at
The University of Alabama to study these materials. 1In a two-d.y seminar
highlighted by consultant Dr. Bertha Maxwell's lecture, "Teaching about Black
Women: The Afrocentric Perspective,” the previous year's pedagogical research
was evaluated, revised, and prepared for distribution,

The courses in which the southern black women material was incorporated
were taught in Winter and Spring 1982, and included a survey of black women fir
America, an introductory women's studies course, a history of the South, an
upper-level black literature course, and several courses exclusively on the
topic. . They represented a variety of disciplinary backgrounds, institutional
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settincs, pedasoagical approachbes, and gt adont populations. The Projocr ro-
search associate ) iastractor of The Doiversity of ALl va's HppPer=Love
course, Crhe Culture of southern Blac™ Women " visited coch teachiag site to
consalt with her eolloavmues,  Additicaallv, the Project provided ovtonsive
orinc resouarce materials, hlank tapes and Cile, oand made andiovisual cquinment
wiilahle o loan for student fi-ldwors projects,

v the spring of 1932 the Project <taft met in Atlanta with scveral in-
StretoHrs to assess the resalts of the teaching experimeats, based on their
fatividar! cxperiences and the replies to an eviluation guestionaiire devised
Sy e, Maxwel D oand distributed to )l Proiect toachers,  Their responscs o
the carriculam materials and to the ped oo oql approaches derived theroironm
fora the hasis for manv of the recommendations i this curricalum oaido,

v the thivd and final vear the Project staft has worked to dovise a
Jocuament that coald he dissemianted to 1 wideor audience of curricualum devel-
apecs and teachers in oacadeaic and commmity settines.  The Culture of Soath-

ern Blacky Women: Approaches and Materials is not intended to suvvest anv sin-

sloconrse, or oven a sequence of course sedmente,  Rather, it 5 a4 evnthesis
Y the Project staff's review of resource materials, refined to reflect he
actaal classroom experiences of the participating instructors. We hope that
thronsh this carricalun guide, the study of Southern black women's cultare
will find 1ts wav {00 the carrvicula at institutions of higher cducatiog
throrhoat the South and throudhout the nited Stiates.
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PART T. THH CULTURE OF SOUTHERN BLACK WOMEN: INTRODUCTION TO A CURRICULUM

Disciplinary and Pedagogical Approaches

s

From the Project's inception in the activities of the Afro—American
Perrorning Artists at The Universityv of alabama, throush the development of
this carriculum quide, its purpose has been to studv and to teach about the
Hite and history of southern black women from a humanistic and cultural per-
spective.s  We have adopted a dvnamic and holistic concept of culture as those
fieas, beliefs, behaviors, and activities that are learned and practiced in a
small group or communitv context. While we recognize that the South, as a re-
sion, contains manv different black subcultures (such as Afro-Caribbean, Afro-
Cuban, Afro-Hispanic, and Creole), the development of Afro-American culture in
the Deep South and its diaspora throughout the United States has provided the
frameworx for our research., Further, our focus has been on traditional creat-
ive expressions--art and crafts, music, oral traditions, and spiritual and re-
lizious heliefs and customs--as thev relate to broader social and historical
phenamena.  Through the Project we have assembled and reviewed mategials about
triditional Afro-American culture and examined the forms of creative expres-
sion which women preserved and developed {n the community context.

The three directors brought to the Project backs o-1ds in humanistic
scholarship (in folklore, literature, cultural lingu.-.::s, and women's stud-
ies); training in community-based fieldwork; and conti..wing commitments to
multicultural research and education. Project research staff and consultants
complemented the directors' specialities with backgrounds in black studies,
American studies, and in other arts and humanities disciplines.

Thus the Project has drawn from a variety of perspectives to address the
complex svncretism between African and Euro-Americmn cultures that character-
izes southern black women's creative expression. While the essays below take
as their topics the traditional arts of Afro-American women, the approaches
and materials through which they are studied derive not from the fine arts,
but from schnlarship and pedagogy developed in black studies, women's studies,
and anthropology/folklore. We have drawn freely from these disciplines in our
attempt to approach the subject matter in a pedagogically sound and cultur-
allv appropriate manner. ¢

Briefly, the following assumptions have informed this Project's research
and teaching:

o Women are primary transmitters and sustainers of culture and tradition.
Their art embhodies their expressions, values, and beliefs,

N
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o The culture of southern black women merits study as a topic in its own
right. 1Tt is a cencral, not a peripheral part of American life. While
aspects of southern black women'’s history and culture can and should be
integrated into arts and humanities courses, the totality of the culture
is best understood when studied as a whole, in a course devoted to the
topic.

o The actual creative expressions of these women themselves, and their
representations in diverse media, should form the core of the curricu-
lar materials,

o Because black women have -traditionally expressed themselves in genres not
encompassed by scholarlv definitions of art, a non-elite, folkloristic
approach must be employed to identifv southern black women artists and to
appreciate their art.

o Afro—American art is a continuation from West African culture, and can-
not be understood without a historical developmental approach. This
heritage manifests itself in its most intact forms in traditional com-
munities in tne Deep South.

o Artistic expressions in the southern black community are an integral part
of dailv life, rather than a separate, exclusive domain nf a few practi-
tioners, and therefore must be studied within the context of their nat-
ural community setting.

o The studv of southern black women's culture cannot be understood separate
from broader social and historical phenomena and the politics of race,
class, and gender in the South,

Throughout the Project, student-centered experiential learning and the
discovery of new information through direct interaction with black women in or
from southern communities has been emphasized. The community is viewed as the
major research site and female community members themselves as the primary re-
source. Thus, the Projcct adopted the folkloristic emphasis on student-dir-
ected community fieldwork, to add to the store of knowledge about southern
black women. Alternatively, Project courses brought community women them-
selves into the classroom as teachers, creating an interscctive model of learn-
ing that honors the southern black woman as both the subject of study and
source of information.

Related Curricular Materials

While the current Project differs from previous works in its regional
focus and its cultural and folkloristic approach, readers may wish to consult
related pedagogically-oriented works on black women in America. From the var-
iety of materials that are cited in "Resources,” at the conclusion of this
volume, three major publications directed at teachers and students will be
described here. Each i1s a highly valuable companion and source book for those
making use of this curriculum guide.

12
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In 1979 Joanna Allman, Patricia Bell Scott, Marian Hardin, and Sharon B.
Lord of the Educational Psychologv and Guidance Program at the Universitv of
Tennessee produced a "self-teaching/learning handbook,” The Black Female Ex-
perience in America (Allman, et al. 1979), The volume is intended to inform
readers about “the experiences of Black females in America, and particularly
about psychosocial issues in black female development.” The authors them-
selves note some limitations in their path-breaking work, particularly in
attempting to represent the diversity of black women's lives in the United
Statese. Curriculum developers making use of The Culture of Southern Black
Women: Approaches and Materials will find manv of the topics in The Black
Female Experience in America excellent supplements, and may also make use of
the "suggested learning activities” that Allman, et al. have created for their
students. Because the Allman, et al. volume was designed as a complete, self-
contained home studv course, it also contains introductory essays on a number
nf topics which can serve as complements to the review essays contained here-
ins The lesson on "Role Models”, for instance, offers brief biographical
sketches of several eminent black women which might stimulate class historical
studve Each lesson aleo includes an annotated bibliographv, to which readers
ot the current gsuide can be profitably referred.

Throughout this guide readers will find reference to Lorraine Bethel's
exceilent essav "Black Women's Culture” (1982). 1In what is actually an ex-
panded course syllabus, Bethel outlines a thought-provoking and pedagogical-
lv sound series of topics that she has desisned in order to teach workshops
for hlack women in alternative educational settings. Her stated course goals
address questions posed by this Project as well:

o To make students familiar with the existence of Black female cul-
ture « « o

o To explore the elements of Black female culture in their everyday
manifestations , . ,

o To introduce organizing tools and concepts that will enable students to
discover the richness and variety of Black women's culture and, in doing
$0, to develop their analytic skills,

o To examine and understand the racial/séxual politics of Black women's
lives « + « and to develop in the course a Black feminist cultural
criticism . . .

Following an introductory session, Bethel leads her students through the
full range of black women's cultural expression, from culinary arts to fashion
and music. Curriculum developers may want to adapt some of her classroom
activities and student assignments for their own courses. Bethel also offers
valuable suggestions .for organizing and leading workshops, taking great care
that they are structured around students' 1ife experiences outside the
classroom.,

Another major publication of black women's studies materials also
appeared in 1982, The anthology . . . But Some of Us Are Brave, edited by
Gloria T. Hull, Patricia Bell Scott, and Barbara Smith (Hull, et al., 1982) is
a diverse collection of materials with a pedagogical bent. It ranges from
descriptions of research, to essays about teaching, to tonical bibliographies,
and to syllabi which have been used at schools across the country. Several
highly influenti1al essays in black women's studies have been reprinted here,
for example Michele Russell's "Slave Codes aud Liner Notes" and Barbara

’ 13



Smith's “"Towarl a Black Feminist Criticism.” These and several articles pah-
lished here for the first time are suited for stadent use, while other essavs
and the sections contailning syllabi and bibliographies are clearly direct 1 at
teachers who are developing courses of their own, The volume s particalarly
strong in its explorations of the relations between black studics and women's
studies and between black women and feminism. 1t suggests wavs in which bar-
riers between the two disciplines can be broken down-—how the student cons-
tituencies of each can be brought into a constructive common learnim? environ-
ment. Several pieces present the cise for a non-traditional, interactive, and
feminist classroom process., Hull, et al. is a highly recommended companion
to The Culture of Southern Black Women: Approaches and Materials, providing
as it does both an overview of black women's experience in other regions of
the United States and a sampling of approaches to black women's studies from
the humanities and social sciences.

Structurally this curriculum guide stands between Allman, et al. and
Bethel, on the one hand, and Hull, et al. on the other. The former are or-
vanized as outlires for specific courses, the latter is a collection of wide~
ranging teaching materials. The current volume synthesizes three vears' re-—
search into topics abecut the culture of southern black women, offering lists
of activities and readings among which curriculum developers can choose,
either adopting individual sections as they stand or re-forming them to fit
their own preferred pedagogical structures.

Organization and Use of
The Culture of Southern Black Women: Approaches and Materials

This curriculum guide i{s directed toward teachers and curriculum devel-
opers in postsecondary education and is intended to fulfill the following ob-
jectives:

5 To document the three-year interdisciplinary literature and media search
of relevant topical materials.

o To select those bhest sulted for teacher preparation and student use in
undergraduate classes, with respect to scholarship, pedagogy, and acces-
sibility,

o To suggest pedagogical approaches and student activities that can be
adapted in a variety of institutional settings, student hodies, and
academic disciplines,

The Culture of Southern Black Women: Approaches and Materials consists of
six distinct parts: this introduction; three prose sections of varying
lengths; a compilation of materials relevant to community-based student re-
search; and a listing of resources assembled by the Project, many of which do
not appear elsewhere in the volume.

Parts I1, 111, and IV constitute the main body of the text. They present
selecred topical resource materials assembled through Project research as well
as suggested teaching methods and student projects derived from Project teach-
ers' courses. These topics are not intended to suggest arn outline for a
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specitic conrses Rather, readers mav find in anv section rescurces from which
to draw in creating courses on o southern hlack women's culture or in inteora-
i o material o on o southern black women's calture into courses in their own Jdi s—
iplines. Becaase the resources on the topic are seattered and often scant v,
the topical essavs represeont the diftforing states of scholarlv research and
S0 are mare tallv o developed than others,  Manv topics beg further research,
hiltoh we hope this currviculum cuide will inspire.

The tonical ormmization foallowed here is favored by manv malticultaral

clicators hecause it Tallows for a maltitude of materials, experionces, and
technigues to he interwoven™ (Gav 1977),  Such an approach is avowedlv inter-
tisciplinarv, sddressing cach topic from several perspectives, and applving an
intesrated methodolovv to widely Jiverse materials.  This lends the snbject
marter an integrity often lacking in traditional study and oftfers a more com-
nrefensive and holistic perspective from which to analvze dirferine but in-
terrelated aspects of cultures  This approach is particularly suited to studv
wothe hivhlyv sviaceretic creative expressions of southern black women.

[n the maia text, Parts ID and TII address topics that are important as
preparation for the study of southern black women's art, discussed 1t lenagth
in the six sections of Part [V, Part I[, "Southern Black Female Identity,”
presents hasic concepts and terms that are essential to the Project materials!
conmunitv=centered emphasis and explores the -xperiences that shap. southern
Slack women's coming~of-age, Part [11, "Women's Roles in Afro-American Cul-
tuare and Communitv,” traces the roots of the culture, from West Africa through
the Middle Passage to the American South, and thence throughout the United
States.  This historical evolution is crucial to understanding and apprecia-
tinz the context in which the creativityv of these women has developed and
flourished.,

The essavs in Part IV, "Continuity and Creativity: Cultural Expressions
of Southern Black Women,” take up genres of creative expression and draw even
more heavilv than the preceding sections on the art works of the women them-
selves,s  Each genre is examined foi its West African precedents, for cultural
continuities, for connection with women's life situations within the black
communitv, and tor individual creativity by the artists themselves.

Fach section in this volume is composed of two distinct parts—--Approach-
es:  sugdestions for class discussion and student activities and a set of ped-
avouical objectives, and Materials: review essays describing the most appro-
priate multidisciplinary scholarship and resource materials. The essavys draw
npon secondarv literature and documentary and creative writings that represent
southern black women in their own terms. Scholars and artists are quoted ex-
tensivelv to offer teachers a direct impression of the material and its suit-
ihility for their own courses, Suggestions for community-classroom interac-
tion are included for each topic.

Part V, "Student Fieldwork: Documentation Methods and Techniques,” is an
introduction to the skills required for interviewing, tape recording, and
photongraphic documgntation., With these guidelines, student should he able to
undertake small~gEroup or individual field research projects and create pro-
duects suitable for classroom or community presentation. This scction also in-
cludes sample documentation and archival forms that teachers mav wish to dup-
licate for distribution to their students.

Part VI is a four-part alphabetical listing of resource materials assem-—
bled by the Project. Tt contains the full citations for all references men-
tioned in the text of the guide. Part VI-A lists print materials--works of
fiction and poetry by southern black women, and exhibition catalogs, as well
as scholarlv books and articles. Because so many works are applicable to
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several curriculum topics, no attempt has been made to subdivide them bv sub-~
ject. Parts VI-B and VI-C list visual and audic resources. respectivelv, tol-
lowed by a directory of distributors in Part VI-D.

Dissemination of The Culture of Southern Black Women: Approaches and
Materials has been made possible through federal funding and the entire con-

teats of this curriculum guide #sre in the public domain. Tt may bhe reprinted

in whole or in part for non-profit educational purposes without permission of
the authors, Tt is our hope that readers will make use of these materials in
any wav which might further their dissemination.
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PART [1. SOUTHERN BLACK FEMALE IDENTITY

Approaches

Must Project courses bewan with the studv of southern hlack fJ%nle iden-
titv to set the stage for further work in three important wavs. First, the
topic of identitv raises guostions about the lives of southern black women
from girlhootl to old age, from rhe past to the pfcsent, thus previewing the
2ntire subject matter. Students are oriented to course materials and course
A01ls. Project teachers particularlv emphasized the environment--family, com-
mmitv, and the larger society-—which shaped girls' and young women's expari-
cace 1md self-concernts, Particularly for colleges in which the majority of
the student population is young adults, discussion of the transition from
childhood to adulthood is a critical point of entry to a discussion of the
entire female life cycle. Students learn to move from thinking about them-
selves (a primarv preoccupation of adolescent years) to extending their know-
ledge to other women. Curriculum materials can move from self-examination to
examination of mothers, grandmothers, and other female role models.

An overvicw of life situations for southern black women leads directly to
questioning the reasons these conditions, and attitudes toward them, exist,
The explanation will lie in the subsequent study of the history of women's
roles in the southern hlack commenity., Thinking about lives and life condi-
tions stimulates appreciation of tha2 extraordinary accomplishments produced
under extremely adverse circumstances.

The second motivation for beginning courses with southern black female
identity was pedagogical, rather than structural. Issues surrounding identity
riise very intimate questions. They touch each student personally and direct-
ly, opening up ideas and feelings that are too often submerged in academic
syllabi. For students who are themselves southern black women, discussion of
identity asks them not only to examine who they are and why they feel about
themselves and their sisters as they do, but to reveal those ideas and feel-
ings to their classmates. For men and aon-black women, even non-southern
hlack women, the topic requires questioning their own, differing, opreconcep-
tions and prejudices.

These may well be issues some students have never consciously considered
befora. They are very likely issues they have never discussed across gender
and race boundaries., 1If students are to have an authentic learning experi-
ence, interpersonal honesty and mutual respect must be established in the
classroom at the outset. Bringing these attitudes about race and sex--and
alsn class, region, and occupation--into the open as legitimate subject matter
1s a necessary first step to open-minded teaching and learning.
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Thiri, beginning with southern bl: & Vemale {dentity +il1 inititate the
process of recentering students' atte :ion to the yroup ol people who forn t he
topic of the .ourse. Students, like ti 1 teachers, have been trained that
the important matters for study are the achievemeats of white men of the
rialing class. Discussion of identity serves to legitimize an Alternative
subject matter in their minds, helping the class as a Jgroup to get "inside”
the minds of southern black women and to sece historv, culture, and life ns
southern hlack women do. The topic of identity thus aids in shifting from
“fact” to experience. TImmediacy of understanding is a critical component for
comprehendingg curricular materials by and about sonthern hlack women.

Specifiec pedagogical objectives for tiw scction on southera black female
identity, then, irclude:

*Eatablishing an open and comfortable classroom atmosphere in which
students feel support from their teacher and classmates for honestv,
criticism, and self-criticism and where "taboo” topics, especiallv racism
and secism, can be discussed in personal as well as nolitical and cul-
tural terms,

*Refocnsing students intellectnally and emotionally from a view of
southern black women as a marginal, exotic, unimportant subgroup in
American culture, toward a perspective in which these lives are an
important, legitimate, centrial part of the national experience that all
Americans should study, just as they now study "great white men.”

*Working with students to break down artifical barriers between personal
experience and academic subject matter, leading them toward a community/
classroom integration that is crucial to analysis and appreciation of
this largely uniocur ~ted culture.

*Analyzing the live§ of the southern black women who are presented in the
material, comparing and contrasting those characterizations with the
womnen students personallv,

*Beginning training in technicues of family and community history, start-
ing with autobiographical exercises.

To facilitate the reorientation and self-examination process, Project
teachers asked their students to think about a variety of terms that are used
to describe southern black women and to discuss the associations they have
with each of them., The terms raise the three dimensions of race, Sex, and
region. Some that provoked productive classroom discussion are: black,
minority, colored, woman of color/colored woman, octaroon, quadroon, creole,
mulatto, “country”, girl, broad, mammy, Aunt Jemimah. What are the origins of
these terms (e.g. mulatto from the Spanish for 'young mule', i.e. one who
cannot reproduce herself)? What are their positive and negative connotations?
Who uses which? What aspects of Afro-American history do they evoke? 1Is it
all right for some people to use a term but not for others to do so? Have
their meanings changed over time? Terms for color, e.g. high yellow, and for
physical features, e.g. nappy hair, can be listed by class members and
discussed. (Many are terms which non-black students really do not understand
and which may occur in course readings.) Why are certain physical character-
istics positively or negatively valued? How can black standards of female
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beautv be established separate from white medina hvpe?  How do black men foel?
Has black awareness really altered the situation for hlack Jirls?  Have now
nnattainable standards been substituted for the old?  How does the extreme
American emphasis on vouth a/fect older women? This discussion should direes
students to ifdentifv, analvze, and discredit mvths and stereotvpes associted
with southern hlack women and help them formulate roals for redirecting these
imires,

An assivnment that some Project teachers used in association with the
discussion of terms for southern black females was an informal surveyv among
the students’ friends and families. FEach student was required to solicit
reactions to a certain set of terms from five or ten people. Often this led
to interesting differences in respondents’ definitions of the terms and their
1s3sociations with them, according to race, gender, and age.

The three dimensions of race, gender, and rezion ar: interwoven in the
Project materials. Tt is important before moving on to their comnections to
Look at each of these parameters defining southern black female life as a
separate dvnamic. To use just one example, what is southern? What is the
region? How are the lives of blacks within the South similar and different
(rural/urban, agricultural/industrial occupations, working/middle class, under
segregation/integration)? Students should become familiar with the concept of
diaspora and cultural diffusion. Enslavement brought ahout the forced migra-

tion from Africa and social and economic conditions have led Blacks to settle
all over the United States. That exodus from the South is a diaspora as well,
a migration from the Afro-American cultural heartland. What are students'
connections with the South, if they are from outside the region? Have family
members left the region? Whv? Have they returned? Why? Do their families
return to the South for visits, reunions, or homecomings? How 1is the southern
past discussed in the family? How do Southerners feel about non-Southerners
and vice-versa? Where is the center of contemporary Afro—American culture--
urban/rural, southern/northern? Who are the spokespeople for black Americans?
Connecting race and sex to region, what are the conditions for Blacks, for
hlack females in the South vs. elsewhere? In occupation, family roles, family
structure, standards for female appearance and bhehavior? How is the southern
black woman portrayed in the national media? In the national black media?
Parallel questions can be generated for discussion of race and gender,

These materials, as well as those that follow (see Part IV), also require
that students share a definition of the concept of culture, Just as races are
dichotomized in the United States, so have we falsely dichotomized the notion
of culture. Tt has come to mean "art," as in “"high culture,"” limited to forms
of expression favored by the Euro-American ruling class such as “classical"”
music, certaln forms of painting and sculpture, and forms of dance such as
ballet. Subject matter as well as medium of expression is restricted. Cul-

ture as employed herein is a far broader term encompassing all forms of learn-

ed behavior. It is used in the holistic anthropological sense to include con-
cepts, heliefs, values, skills, expressions, and behaviors, as well as the {n-
stitutions and artifacts of the specific people whose lives we are examining,
Try to define culture with the class in terms that are appropriate for the
study of southern black women. How would they characterize Afro-American cui-
ture? How is culture related to class, race, region, and gender? JWhat is a
subrulture, a minority culture? What is meant by enculturation? What is the

difference between enculturation and socialization? What is acculturation?
How is acculturation detrimental, how beneficial? 1Is it inevitable in a
multi-ethnic society? How do you account for the differences, as well as the
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sinilarities, among monmbhers of 4 single . cultur ] group? Is Afro-american cul-
ture the same throughout the country; does it diffev by the Jdegree to yhich it
is Afrocentric ot in other wavs? [Is there a subculture Hr culrtaral realm pee-
uliar to women within Afro-America?

Several Project teachers introduced the tieldwork component at the vory
outset of their courses, reorienting students to scek resources from their own
experieaces and communities as well as i1 their textbhooks. Livelv awarencesse
of tho richaess of dailv life and re.pect for iadividual experience is tio
first step towarl a successtul family or community research project.  Students
were asxed to write an autobiographicai essav in which the issues of race,
gender, and region were addressed and in which they assessed the caltural con-
text of their own coming of age., These essavs, shared with the class, served
as a first step toward acquisition of history skitls and as a preparation for
the study of a foremother to be undertaken while studving women's roles in Af-
re-Amarican life (see Part I11).

In sum, A balance of personal reflection/reaction and introduction of
abstract, sometimes difficult concepts, set the stage for a learning experi-
ence that was both meaningful and challenging, The Project curricalum mater-
iils and the activities derived from them attempted to maintain this balance
throughout the courses on southern black women's culture,

Materials

Project materials relating to this topic fall into two Zeneral cat-
egories. First are essays that provide background information on the concepts
of race, gender, region, and culture that are fundamental to the topic.
Second are different accounts of the experiences of being a southern black
woman, esnecially first-hand descriptions in the forms of autobiographies,
atnobiographical fiction, and poetry written by black women of the Sonth,

Documents and Essays., There are many sources of demopraphic information
on black women in the United States, but few that focus specifically on south-
ern women. Barbara Tavlor, Cliff Kuhn, and Ma.c Miller's "Research Report
after Twenty-five Years"” {(1981) summarizes economic, socinlogical, and pol-
itical statistics about southern blacks in the 25 years following the Montgom-
ery bus bovcott, raising the question of whether the lives of southern Blacks
have chanved substantially. John Florin's "Varieties of Southern Women"
(1977) o: ‘ers a serfies of county m:ns from southern states showing fertility,
infant mortality, sex ratio, marriage, divorce, female employment, and family
income, with some differentiation by race,

Few sociological or psychological stndias about black women take region
into considerations Srill, a number of them are extremely useful for orient-
ing students to the black female experience. An early and valuahle collection
is Toni Cade's The Black Women: An Anthology (1970). Project students and
teachers found two essays particularly helpful as starting points for class
discussion. Kay Lindsey's "The B8lack Woman as woman" (1970) addresses the
differences between treatment of and attitudes toward black women and black
men, She notes that gender awareness precedes racial awareness:

Tu be a black woman, therefore, is not just to he a Black who
happens to be a woman, for one discovers one's sex sometime be-
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AT onae i seovers oS racial classitication, For it is in-
e it o le St the hosom oY ane's fanily thit one learns to he
Eoremate ol bl othat the torm dmplics., . . . e discovers what
P s s e 8lacky oad bl that Lhe pors fnplies, usuilly

voused as a Ssoriagboard tor Jdiscoussion of nilo/temale
soeciabioton aenttararion, the bhlaek Family, and the hlack commmity within
Chi l saciotyy, Vosecond essav ia Cade s Frances Bealo's "'Double
Ceapas v T e 3k and Female™ (1979) wnicn focises on Storeotvpes s
AT et i et e Situntions tor American black women,

o et ot calture Is owell preseated in Lorraine Bothel ' deseription
DT S rie s ar gt o comaanity workshops on black women's onlture (19%2),
S taves s il Afrocentric onltaral annroachs

Virieey ealrare nlaces a nriaary value on integrating are into
crervd ey Tite anl o worky the artist's suceoss is dependoent on how
Trne meonle she s o he can iavolve ia hor or s music  dance, Hr
stoarv o relliaa, ITn this particimatore cultaral vicw, evervone is
Seet s o bhelas canable of arec, and of beineg cultured. Consider the
Conthict between Yestern and non=Western cultural values axper—
foneed whon African slaves and their African-American decendant s
tried oy express African cultaral principles in this society
throush their art, and discuss the wavs that sueh conflict has re-
sultel in second=class treatment and a yeneral derision of 3lack
women's cualture,

Bethel also susaests wavs to communicate the critical point that "'Black
wonen's culture' does not refer onlv to famous black women.” With this
perspective clearlv in mind students can 2o bevond seeking role models among
famous and snccessful hlack women and begin looking closer to home, at their
fanilies, in local conmmunities, and in themselves and their classmates.

Gloria Hull and Barbara Smith's "The Politics of Black Women's Studies™,
the iatroductory essav to the pedogogical anthology . . . But Some of Us Are
Brave (1982), is a provocative position paper on the intersection of gender
and race. Thev suggest:

As 8lack women we bhelong to two groups that have been defined

As congenitally inferior in intellect, that is, Black people and
women, The paradox of Black women's position is well illustrited

bv the fact that white-male academics, like Schockley and Jensin

-~in the very same academy--are tryins to prove "scientifically"”

our racial and sexual inferiority. Their overt or tacit question

is. « . . "How can somenne who looks like mv maid (or my fantasy of a
maid) teach me anything?'" )

lecause their essay is directed at the potential for an academic field of
study on black women, it raises important issues for students to consider
about their own intellectual self-images and their attitudes about their
teachers and "proper” academic subject matter., Discussion of this essay might
Introduce the importance of black women's roles as educators, particularly in
>stablishing schonls and colleces in the segregated South,
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Fllen Pence's “"Racism——A White Issue” and Doris Davenport's "The
pathology of Racism: A Conversation with Third World Wimmin™ in the antholoday
This Bridze Called My Back: Writings bv Radical Women of Colo: (Moraga and
Anzaldua 1981) can be icebreakers for the difficult topics of cacism and
racial attitudes. The Pence essav—-written by a white--would be a particu-
larlv appropriate bezinning for a biracial Hr white class. Tt is 4 fairly
rontle approach. The Davenport article addresses dislike of white women by
hlack women and its causes, as well as racism in 2eneral. Parts of ir ar:
humorously overstated in ways that make it possible to hear harl truths. [t
was used verv successfully by some of the Project teachers, enabling black
woman fo articulate in the classroom sctting their own frustrations, sterec-
tvpes, and attitudes for the first time. Tt should be read by white students
as well,

Two other essays in This Bridge Called MMy Back provel to he especially
nseful. Andrea Canaan's "Rrownness” is a thoughtful, nersonal chronicle of

ner developing consciousness as a brown person. Shoe addresses hatred of white
women and distrust of men, brown and white, and her personal transcendence to
racial liberation and feminism. Canaan's essay raises a challenge: "The buck
stops here as it did with a brown woman in Montgomery, Alabama.” That is,
racism and sexism can be overcome, brown women can Achieve conridence and
self-esteem and act brave' = and creatively,

Mary Hepe Lee's poem In not bein” (also in Moraga and Anzaldua 1931)
offers a seldom-raised point of view: the negative side of being light-
skinned., This supposedly enviable girl was ostracized, "prayed for choco-
late/semi/sweet/ bitter/sweet/dark choconlate nipples” and married a man who
chose her because she was “the next best thing to white.” Several black cul-
ture words in the poem (dechty, hinky, saditty) make interesting discussion in
a racially mixed group, revealing to white students how little they really
wnow about the world of black people and how much they have to learn.

A great deal has been written about $fe South as a region, much of which
is exclusively about white culture and is highly racist in perspective. As
I. A. Newby observes in The South: A History (1978), historians have helped
nerpetuate “"the tradition of regarding whites alone as southerners.,” One
essay that offers information ahout the region and its (white) conception of
itself from the establishment point of view is Francis Butler Simkins' "The
South” (1965). It describes the development of the notion of the nNld South as
a unique culture and regional attitudes toward the North, asserting that fed-
eral policies continued to adversely affect the area. Simkins goes on to
sutline the “truth” about southern blacks, an explanation which denies the
lonz history of resistance, noncooperation, and revolt against slavery and
segregation., The essay does serve as an overview of traditional information
for teachers less familiar with the region and can also be used to provoke
reaction among students while informing them of the white establishment per=
spective. Using a "know your enemy” approach, teachers can lead students to
read critically, determining where legitimate history becomes slanted and pro-
pagandistic.

Some southern writers are now bringing to their work an awareness of
race, class, and gender as vital forces in southern culture. Dolores Janiew=-
ski (1979), among others, has described the ways in which these dynamics have
interacted in shaping the region. Janiewski's work documents the urban migra=
tion of black and white rural North Carolina women in the early 20th century,
from the tobacco farms to the textile mills, and their resulting decline in
status--a trend that is strikingly similar to that experienced by women in
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present=dav Africa (see Part [{1).

Fiftv years ago anti-racist activist Lillian Smith articulated a4 con-
sciousness of the interdactive aature of racism and sexism, particularlsy in
Killers of the Dream (seeond edition 19671; rept. 1978), noting:

Tt is not easy to pick out . . . those strands of southern culture

that have to do oniv with color, onlv with Negro-white relationships,

onlv with velizion or sex, for thev are knit of the same fabric, woven
into its basic design.

Autobiographical writing, upon which Project courses drew heavilv in their
studv of southorn Slack female identity, of fer some of the most intimate and
thus most honest ylimpses into southern life. Two white southern perspectives
which complement those of the black women discussed herein are Smith's_&il—
lers of the Dream and Shirley Abbott's class-consciocus Womenfolks: Growing Up
Down South (1983). Smith analvzes the contradictions which riddle white
southern life as manifested in her own childhood, detecting the damage of “the
warped, distorted frame” of racism on its perpetrators as well as its victims,
Abbott recounts an oft-averlooked consequence of life In a strictly segregated
soclety:

With one exception, the only people 1 ever knew were white. 1T had

no little black buddy to go fishing with me under the raiiroad bridge
in the summertime. My copnious black nurse had no wide-eyed, pigtailed
offspring hanging around the kitchen wanting to play jacks: I had no
Slack nurse.

The South where she grew up "didn't mean bourbon and hoop skirts, it meant red
dirt and poor people.” Teachers might wish to assizn chapters from these
works for contrastive regional analysis.

Personal Views. The most direct introduction to the identity of
southern hlack women is through the voices of the women themselves. A wide
range of autobliographical writing that addresses the coming-of-age of southern
black women is becoming available as regional, women's, and black literature
collections finally come into print.

One of the first and most important of these works is Maya Angelou's
initial volume of autobiography, I Know Why The Caged Bird Sings (1970). 1t
describes, in a highly personal, informal 3tyle, a rural southern girlheood
under strict segregation, Including scenes of family and community life and
infrequent contacts with the white world. It is tol. ..om the point of view
of the growing girl herself, directly confronting the reader with the world as
she experienced it. The book raises many questions for discussion. For in-
stance, students can evaluate the ways in which the behavior of the author's
store-owner grandmother and crippled uncle were forms of resistance necessary
for survival. Contrast these characters with the stereotypes of "Aunt Jemi-
mah” and "Uncle Tom". How do the stereotypes reflect ideas about sex roles as
well as about race? The actions of the storyteiler and her brother can also
be compared and contrasted. How do they illustrate coming-of-age for southern
black uirls ard boys? How does racism act differently upon each of them?

Angelou relates in vivid, moving words her experience as an eight-year-
old rape victim. She raises the issues of the power of men and powerlessnesg
of women, a vital aspect of male/female relations that students should ex—
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plore. This passage can function as an introduction to a topic which shoulid
he raised in the studv of the history of black wonen under slaverv and seg-
rezation: the relations between the violernce perpetrated out of vacial motiva-
tion and the violence experienced by women (see Part [[1).

Angelon explicitly directs readers to study their nasts. This can serve
as .1 starting point for students' autobiographical and biowraphical efforta:

What sots one Southern town apart trom another, or from a Nor-
thera town or namlet, or city high-rise? The answer mnust bhe the
experience shared between the unknowing majoritv (it) and the
knowing minority (you). All of childhood's questions must fin-
allv be passed back to the town and answered there., Heroes and
bogv men, values and dislikes, are first encountered and labeled
in the earlv environment,

In several Project courses this autobiographv/novel bhegan the studv of the
southern environment in which black women lead their lives. It nrovoked

students' curiosity about their own backgrounds. Just as Angelou picks out
only a few details from her 27 -'hpood that serve to illustrate the whole ex-

perience, students can bezin ink about crucial experiences in their own
P75 whic demonstrate how cperienced racial prejudice, gender rela-
t. .3, ang cheir seun-~c of ti 1 place. Thev can tell their own drcam, as

Angeloun does:

Wouldn't they be surprised when 'ne day 1 woke nut of my black
ugly dream and myv real hair, which was long and blond, would take
the place of the kinky mass Momma wouldn't let me straighten?. . .
they would understand why I had never picked up a1 Southern accent,
or spoke the common slang, and why I had to bhe forced to eat pigs'
tails and snouts . . .

The pain of being a black girl is so powerful that she tries to deny her
culture--from personal appearance to soul food--but reality cannot be kept
away, even for the young: "If growing up is painful for the Southern Black
virl, being aware of her displacement is the rust on the razor that threatens
the throat.”

Project teachers made extensive use of southern bhlack women's poetry
hbecause of its direct evocation of intimate thoughts and feelings., The
anthology Black Sister (Stetson 1981) is a particularly fine collection of
poems, many of which stimulate class discussion of identity. Among the
earlier poets, Alice Dunbar~-Nelson's 1920 "I Sit and Sew” articulates the
difficulty of women's too familiar role on the sidelines of great events,
Margaret Walker's 1942 "Lineage" offers an alternative view of her foremuihers
as powerful, active characters: "My grandmothers were strong/They followed
plows and bent to toil. . . . /Why am I not as they?"” Walker's ballads point
to a history full of strong role models and suggest positive, humorous wavs to
see oneself. Gwendolyn Brooks' "The Bean Eaters” is particularly appropriate
in a discussion of black women's culture and the female life cycle:

Thev eat heans mostly, this old yellow pair

Dinner is a casual affair . . .

As they lean over the beans in their rented back room that is full of
beads and receipts and dolls and clothes, tobacco crumb, vases and
fringes.
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Naomi Madgott's "New Dav," Mari Evans' “And the Old Women Gathered,"” Carole C.
Greworv's "The Greater Friendship Baptist Church,” and Lucille Clifton's “Missg
Rosie”™ also evoke respect for black women's diversity and variety »f expres-
sion (all in Stetson 1981), Nikki Giovanni's “Nikki Rosa' (in Stetson 1981
and in Cade 1970) is a moving portrait of wvrowing up with a wealth of love and
community despice poverty and problems:

« « « DT really hope no white person ever has cause to write about me
hecause they never understad that Black love is Black wealth and
thev'll probably talk about my hard childhood and never understand
that all the while T was quite happy.

Giovanmi's "Knoxville, Tennessee” and Pinkie Gordon Lane's "Migration”
recall the Sonth as a home, a center for Afro-Americans, while Mava Angelou's
"My oArkansas” offers the negative side of the southern dualism: “01ld hates
and/antebellun lace, are rent/but not discarded.” These three poems (all 1n
stetson 1981) can be used together to discuss the love/hate relationship which
American black people feel for the South--as the cradle of Afro-American
culture and also of racism and cultural suppression. This dynamic proved a
critical issue for some students tu resolve within themselves as they moved
through Project course materials. Their experience of the South, their
feelings ahout {t, may he similar to the process young women go through to
accept pride in their womanhood--rejecting it and despising womanly weakness
at first, then glorying in women's achievements, and finally coming to an
integrated, mature sclf-esteem. The brief quote from T Know Why the Caged
Bird Sings above {llustrates this self-hate stage in Angelou's childhood
rejection of her hlackness. Many other poems in Black Sister (Stetson 1981)
also speak of the victory in physical and cultural survival. Angelou's “Still
1 Rise™ shows students where her childhood pain eventually led her: “Lringing
gifts that my ancestors gava/1 am the dream and the hope of the slave/t
rise/ + o« "

Some Project teachers chose other coming-of-age books. While Toni
Morrison's The Bluest Eye (1970) and Sula (1973) do not have southern set-
tings, thev are powerful, moving, and highly teachable descriptions of black
girlthood and are very appropriate to a course on southern black women. They
represent the continuity of black female experience in the American diaspora,
Ntozake Shange's Nappy Edges (1980) draws on the author's segregated girlhood
in St. Louis, depicting family life and growing up from a humorous, moving
point of view. A few excerpts are included in Black Sister. Shange's for
colored girls who have considered suicide when the rainbow 18 enuf (1977) can
also be used. This, her first choreopoem--a prose poem for dramatic
presentation--takes the reader through critical 1life experiences ftor black
girls and women, from adolescence to adulthood, marviage and loss. Both books
are extremely popular with students. for colored girls. « . has wonderful
passages about female/male relations which set the story straight from the
girls' point of view.

Beauty in the Bricks is an excellent film for classroom use in exploring
coming-of-age. Focusing on teenage girls growing up in a housing project, the
film weaves girlish flirtation and gossip with the shadowy presence of rape,
murder, and violence in a compelling and sensitive way.

Two recent books which explore the sexual politics of black women's
coming-of-age are Rosa Guy's novel A Measure of Time (1983) and Marita
Golden's autobiography Migrations of the Heart: A Personal Odyssey (1983).

A Measure of Time tells the story of Dorine Davis, who in the 1920s leaves her
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Montgomery, Alabama, home for New York City. The harsh realities of her youth
in the South--rape by a white employer, the birth of a child out of wedlock--
continue in the North, The lover she has migrated to join has become a hust-
ler who disappears from her life when she refuses to let him pimp for her.
Dorine supports herself by shoplifting, eventually spending five vears in
prison. Through all her struggles, including a series of unhappy love af-
fairs, it is her female friendships that sustain her, and her recognition of
this fact that marks a turning point in her understanding of herself and her
life.

The central focus of Golden's book is her marriage to a Niverian and
their years together in Africa. A provocative look at the discontinuities in
contemporary African and Afro-American cultures, Migrations of the Heart
chronicles Golden's increasing restlessness with the limitations of women's
lives in West Africa. Finding her life in Africa stifling to her own auto-
nomy, she leaves her husband and returns to the United States:

After a season of fitful migration T had come home. To rest against
the bedrock inside myself. 1 have wandered. Will wander still . . .
and take home with me wherever 1 go.

Finally, Project teachers highly recommended Zora Neale Hurston's short
essay “How it Feaels to be Colored Me" (in Hurston 1979). Hurston puts the
questions of iace--and by implication gender and region--into perspective:

At certain times I have no race, I amme . . . T do not always feel

colored. [ feei most colored when 1 am thrown against a sharp

white background.

2
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PART III. WOMEN'S KOLES IN AFRO-AMERICAN CULTURE AND COMMUNITY

Aggroaches

Once a framework for study--terms, concepts, and attitudes, and a
southern black female-centered frame of reference--has been establigshed and
the life patterns of southern black women examined, students are ready to
explore the sources of that culture and that consciousness. Most Project
teachers next turned to historical accounts and analysis to trace the
evolution of Afro-American culture and the roles of women in traditional
southern communities coday. Part III is intended to offer suggestions for
informing students about a history of which they have been kept woefully
ignorant and re-forming perceptions and opinions based on fragmentary and
inaccurate knowledge;

Here too Project courses sought to integrate academic analysis with
personal reflection and student-centered research. Project students were
challenged to consider the nature of “objective truth" in research created in
a race- and gender-biased environment. Because the history of black women in
the rural South {s largely undocumented, Project students were asked to add to
that store of knowledge by their own study. Much of the little that has been
written is from a white and male perspective; students had to learn to read
between the lines of existing accounts, inferring the truth embedded there,
Critical, inductive, and analytic reading skills became essential tools for
this work. : :

Thus study of southern black women's history requires careful reading,
evaluation, and a critical interpretation of text excerpts, documents, and
historical essays. Some Project teachers used the approach of parallel study
of 1) traditional racist and sexist descriptions of the antebellum slave
woman's 1ife, 2) northern white abolitionists' accounts of the horrors of
enslavement, 3) female slaves' own narratives, and 4) receut scholarship by
Afro~American historians on the antebellum South. This practice honed com-
parative and critical skills and continued the process of re-orienting stu-
dents' perspective to an internal rather than external view of southern black
women's experience.

Project teachers also emphasized that women's lives are "hidden ©
history.” We know of women's lives primarily through male eyes, but t.
aspects of women's lives that men can describe are only those that inters- -
with their own. For accounts of the experiences of childbirth and motherhuod,
of menstruation, menopause, abortion, victimization in rape and assault, and
female love and friendship, we must look to descriptions by women themselves.
Similarly, whites can only write about bHiack lives as they see them, failing
to know family 1ife, personal feelings, religious experience, and other
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asnocts internal to the black communitv., Women tend to lead particularly
priviate lives. Thev have rarely heen public fisures, so we know less of them
throuyh public documents., Women's writing--when done at all--is often in pri-
vite modes such as letters to familv, diaries, and personal prose and verse,
For black women, whose culture is highlv developed in the oral mode, writings
are especially scarce. (See the essay on oral traditions in Part IV for fur-
ther discussion of verbal art forms of southern black women.) The Project ap-
proach to the sources and growth of Afro-American women's culture began with
this perspective of discovery, uncovering private lives.

Some Project teachers introduced historical research technigues to their
student.. together with study of historical documents and oral testimonies and
narratives. Others separated oral history rescarch and the collection of oral
testimonies from folklore research and the documentation of oral traditions
snuch as stories and narratives abont persenal experiences. Many':teachers un-
dertook to coach their students in the fundamentals of field research and
documentation in family and community history at various points throughout
their courses. Both archival skills, e.g., how to find basic community docu-
ments Iin local libraries and i{n private hands, and interviewing and recording
techniques were taught in most Project classrooms. Students learned to look
for history in their own communities, how to substantiate it with other
sources, how to interview, and how to record the accounts they gathered.
Teachers found the technical skills outlines and sample documentation forms
for pre-field background research and preparation; fieldwork, including in-
terviewing, tape-recording, and photography; and Eost-tield interpretation and
presentation that are assembled in Part V of this curriculum guide to be use-
ful at various points throughout their courses. Class assignments in which
students themselves undertook field rescarch were required on various topics.

While in their study of identity, Project students wrote autobiographies
assessing their own lives in terms of race, gender, and region, for their
study of women's roles, these analyses were expanded to include others in the
southern black community--ancestors, family members, friends, community figu-
res. Interviews were conducted with these subjects. Students wrote essays or
presented their research findings in the form of photograph collections,
slide-tape programs, ediced field tape recordings, or combhinations of these
forms. UUsing questions such as those posed in Part V of this curriculum
guide, they asked how the 1life they studied was a product of the forces of
race, gender, and region and how the woman who was their subject hoth reflec-
ted and transcended these cultural categories.

Project teachers then used these materiuls in the classroom. 1In some
cases they were shared only with the other students, but often community mem-
bers, interview respondents, and friends were invited to special class events
at which the products of student field research were presented--viewing of
slides and films, readings from interview transcripts. Some Project classes
decided on joint, rather than individual, efforts--looking at women in one
family or at women in a selected organization, such as a club or a church
group. The class at one university decided to produce a group slide-tape
program cn the history of black women at the institution and the quality of
their lives, getting a first-hand look at southern black women in a changing
cultural context.

Whereas in studying identity white students wrote about their own experi-
ences with racism, and men wrote about sexism from a male point of view, in
the study of roles all students were required to prepare hiographies of south-
ern black women. After examining southern black women from the standpoint of
their own lives and coming to grips with their preconceptions and misconcep-
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tions, students should he ready to apprehend the first-hand experience.
Nbjectives for teachlnsg the evolution of southern black women's cultural
rales include:

*Ofrering a basic introduction to the history of southern black women's
lives from Africa through slavery and segregation and the civil rights
movemnent to today, counteving racial and sexual stereotypes which
have heen the basis for much of the public's views of these women.

*Tracing continuity in familial and community roles for women from the
African tradition, polnting out ways in which Afro-American women have
evolved a new culture in North America in response to social conditions
ind as expressions of thelr own creativity and selfhood.

*Examining the notion of "historical importance” to focus on the lives
of "ordinary" women and those outside the mainstream of public life,"

*lLearning the techniques of oral histor and women's community history
through a project in family/community documentation, serving the com-
munity by bringing its own history and sense of self to life.

The re-examination of southern black women's culture must begin with the
traditional West African context out of which their foremothers were wrenched.
A critical concept in recent black studies is the Afrocentric perspective.

The term connotes awareness of the role of personal agency and consciousness,
of retention, maintenance, and active orientation toward the African past--
rather than a perception of the enslaved Black as passively accomodating to
the New World and assimilating into Euro-American culture., What does the term
imply about how we should analyze historical sources? Students should come to
view African culture as a source for much of southern black culture, a base
upon which further layers--experiences in the Caribbean, with American In-
dlans, with Furo-Americans, and in non-southern and urban environments--have
heen superimposed, Emphasis must be on the historic and muylti-leveled process
of cultural change, if these linkages are to be understood.

Afrocentrism precipitates many valuable questions for class discussion:
Where, and in what ways, have blacks assimilated into or adapted Euro-American
cultural patterns? What African cultural vestiges have survived/been retained
{ntact in southern black culture? What retentions have been reinterpreted in
new ways? What has been the role of women in the process of cultural main-
tenance? Women are generally thought of as the culture-bearers among American
immigrant ygroups; have they played this same role in cultural transmission for
the hlack family? 1Is black life in the South, particularly the rural South,
more African or Afrocentric than Afro-American life elsewhere? 1In what ways?
Is there a southern black culture? Are women the principal tradition bearers?
Is there a black female culture? What is the evidence for this? How are
these differences reflected in the daily lives of southern black women, 1in
their plans and aspirations?

Students should also become familiar with political concepts such as
colonialism and imperialism, with the distinctions between slavery and inden-
ture, segregation and apartheid, with the meaning of Jim/Jane Crow laws., For
the study of the earlier period, they should know the definitions of maroon,
freedman, abolitionism, sharecropping; for the civil rights movement such
terms as nonviolence and black consciousness as they were used at the time.
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Several Project teachers constructed a timeline as a framework for
students' study of historical material. Because their studies had “heen so
exclusively limited to the "great white men” school of history, the students
hal no general context into which they could place African events or even the
history of black women in America. The students compared well-known events in
Judeo-Christian and European history and in conventional American history with
African and afro~American history. Standard Afro-American history texts such
as those by John W. Blassingame (1972; rept. 1979), John Hope Franklin (1947;
rept. 198)), E. Franklin Frazier (1963), Herbert 5. Gutman (1976), August
Meier (1976), Alphonso Pinknev (1969), and Elliott Rudwick (1976) are good
sources for contextual information.

The hlack community holds untapped resources to which Project classes
reached out. Local club women were invited to address classes on the history
and mission of their organizations, offering lessons on women's community ser-—
vice, the anti-lynching struggle, voter registration drives, and women's roles
in education. One college class invited the first black woman graduate of
their formerly white institution to address their :lass and to celebhrate her
achizvement and their heritage. Another held a luncheon honoring prominent
local leaders in the struggle against segregation. Students' research pro-
jects turned up many speakers and honorees who had never heen asked to tell
their stories before.

Materials: African Traditions

Southern black women's attitudes about women's roles, men's roles, family
1ife and c¢hild-rearing, and general social behavior have their origins in the
WYest African cultures from which their foremothers came. Any one of several
essays that ygives an overview of American black women's history can be a be-
ainning point for class discussion of continuity and change in Afro-American
women's lives. La Frances Rodgers—-Rose's brief introduction to her anthology
The Black Woman (1980) is a well-written, thoughtful selection. She asks:

Africans were able to retain parts of their cultures, although over
the years the culture has heen modified to fit the environment. What,
then, were some of the values, ideas, belief-, and behavioral patterns
of African women in traditional African socleties?

This is the central question to address in this section of a course. An al-
ternative for introductory purposes is “Racism and Tradition: Black Womanhood
in Historical Perspective” (1976) in which Joyce Ladner speaks to some of the
scholarship, both accurate and inaccurate, that has shaped the contemporary
view of Afro-American women. Both essays were successfully assigned to
students. FEach takes the reader up to the present day in just a few pages,
with suggestions for further reading.

In the past decade scholarly study of West African anthropology, history,
and sociology has greatly expanded our knowledge of these cultures. Work is
beginninzg to appear by African as well as American and European scholars.

And, very recently, attention has finally turned toward the West African wo-
man, linfortunately no synthetic work has yet been published that would offer
the sort of overview most helpful to teachers in other fields.
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Several anthologies were useful to Project teachers, including Filomena
Chioma Steady's The Black Woman Cross-Culturally (1981), Alice Schlegel's
Sexual Stratification: A Cross-Cultural View (1977), and Nancy J. Hafkin and
Edna G. Bay's Women in Africa: Studies in Social and Economic Change (1976).
In the introductory essay to her anthology, Steady observes that black women
in both Africa and the Inited States--indeed, throughout the entire diaspo-
ra--have been affected in similarly adverse ways by FKuro-American imoerialism.
Margaret Strobel points out in her review essay (1982) that African women's
historical productive role (as agricultural laborers) has enhanced their re-
productive role, for throughout the precolonial period agricultural expansion
was limited more by a shortage of labor than of land. This fact afforded wo-
men considerable power and prestige.

Inequities in the sexual division of labor in traditional African socie-
ties were exacerbated by coloirialism. Women lost status in a number of im-
portant ways (Steady 1981), West African women have a long tradition of prow-
ess as traders, and developed out of this role institutions of political auth-
ority such as the Iyalode among the Yoruba (Bolanle Awe, "The Iyalode in the
Traditional Yoruba Political System,” 1in Schlegel 1977). The Obu provided a
similar function among the Igho. Responsible for women's affairs in the com-
munity, she "regulated prices and competition, used ritual and magic to pro-
tect the market's prosperity, and generally was in charge of women's matters."
(Xamena nkonjo, "The Nual-Sex Political System in Operation: Igho Women and
.Community Politics in Midwest Nigeria," in Hafkin and Bay 1976). As Strobel
explains, "Below-subsistence wages paid to men [have been] predicated upon the
existence of female labor in rural areas supplying the rest of the family's
needs,” Further, she reports that introduction of capital-intensive agricul-
ture has continued to subvert women's economic security, intensifying their
dependence upon men.

West African women remain today a small proportion of the wage labor
force, "concentrated in semi-skilled jobs in secondary industries and in ser-
vice industries.” The migration of rural women to the cities in search of al-
ternatives to their declining status is an increasingly widespread phenomenon
throughout the continent. The changing role of traditional female secret so-
cieties, such as the Bundu and Sande among the Kono of Nigeria, are an example
of another type of response., The rite de passage ceremonies, when young girls
are recruited and intiated, which dominate community 1ife during the fall har-
vest, have in the last decade become occasions for "broad attack upon local
and regional economic arrangements” (Rosen 1983). The women began wearing,
instead of the traditional ritual costumes, symbols of their agricultural
authority, and using the occasion to denounce male authority and demand more
land for their own production. As David Rosen remarks (1983), women in the
countryside:

nave dug in their heels to defend spheres of independent production aad
exchange which have afforded them widescale independence and personal
autonomy throughout much of the history of West Africa.

Students in Project courses were also introduced ‘o famous African
feremothers as a continuation of the rethinking and re-ippreciation exercise
hegun while studying identity and roles., Using mai.erial such as John Henrik
Clarke's "The Black Woman in History" (1975), a review of Cheikh Anta Diop's
The Cultural Unity of Negro Africa (1959; rept. 1978), “roject teachers de-
monstrated how black woman heroes can, and must, be reclaimed from the fal-
sifications of white men's writing of history. The essay places figures
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such as the Queen of Sheba and Hupatia into African context, Teachers noted,
however, Clarke's highly traditional view of geuder roles, for example his
assertion that the Nzingha, a 17th-century queen, "possessed both masculine
hardness and feminine charm . . .,"

In her collection of autobiographical essays, Generations: A Memoir, poet
Lucille Clifton (1976) seeks and discovers an African foremother as a model
for her 1ife and creative work--her great-great-grandmother “Caroline Donald
Sale/bern free in Afrika in 1822/died free in America in 1910." Anecdotes and
stories about "Mammy Ca'line”--from her past as "a Dahomey woman” to her
enslavement in Virginia from age eight to young wemauhood--are presented by
Clifton as she heard them throughout her childhood from her father:

« « + sometime when I was a boy I woild sit with her and Aunt
Margaret Brown, who was her sister, while they rocked on the porch
and I would hear them talking about do you remember different things.
And they would say about Do you remember Nat Turner's [orays when we
just got here and Do you remember John Brown and the war between the
States? + .+ + And they would just rock and rock . . .

Later I would ask my father for proof. Where are the r-cor’s, Daddy?
I would ask « « « it may just be a family legend or sometn:ig. Some-
body somewhere knows, he would say. And I would be dissatisfied and
fuss . . . about fact and proof and history until he told me one day not
to worry, that even the lies are true. In history, even the lies are
true.

Years later, after the birtn of Clifton's first child, and the death of her
mother, she comes to truly understand and appreciate the importance of her
father's family stories:

Things don't fall apart. Things hold. Lines connect in thin ways

that last and last and lives become generations made out of pictures
and words just kept « . . our lives are more than the days in themn,

our lives are our line and we go on. 1 type that and 1 swear I can see
Ca'line standing in the green of Virginia, in the green of Africa, and
I swear she makes no sound but she nnds her head and smiles.

Geraldine Wilson's "The Self/Group Actulizatioa of Black Women" in the
Rodgers-Rose anthology (1980) challenged Euro-American-derived standards for
women and men, also looking to African models after whom American black women
can pattern themselves:

Perhaps it is the very vitality and strength of [African] ideas and
systems of femininity and womanhood that are re:jonsible.for their
continued suppression by European colonial administrators, mission-
aries, and educational administrators in Africa, the Caribbean, and

in the United States. For, having suppressed their own women, what
white men don't need is another group around with a womanhood system
that has some different, workable criteria in it . . . there is evidence
that women of Africa had the care, love, protection, and institutional
and societal support of men as they--the women--carried out major
military, governmental, and family responsibilities.

Drawing on W. E. B. DuBois, Wilson asks a provocative series of questions

about how black women (and, as the Project stresses, black women in tradition-
al southern communities) think about family, children, men, work, and politi-
cal structure. These questions can be used to lead students into contrastive
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analvsis of African caitare ant' the dominant Zuro-American culture., And fin-
allv, drawing on Lucille Clitton, Wilson (re)-introduces 1 series of African
women whom students aipht use as role models when rethinking and rewriting
their own personai histories.

Project teachers used the poetrv of black American women inspired by the
A\frican heritage. TIn Black Sister (Stetson 1931) fGwendolvn Burnett's "Heri-
tase” expresses longing and need for conuection to Africa. Thadinus M. Davis'
"Asante Sana, Te Te” rejoices in 2 family custom preserved from Africa: ear
piercing for voung girls, Colleen J. McElroy's prose poem "A Woman's Sonug”
creates 1 Ienealogy through space and time, tying her person to her entire
naople.

Contempordary southera black women novelists, too, are reachinrg bhack to
Africa. Alice Walker's The Color Purple (1982a), discussed in more detail in
Part—IV F, below, is an excellent text to use in relating Afro-American and
African won~n's lives, Walker makes explicit the connection between southern
hlack enlture and West African culture by placing one of her sister-heroines
in a rraditional rural southern setting and the other in a mission village in
West Africa. Their correspondence compares and contrasts women's lives on the
two continents,

Film is a good melium for introducing students to African women. A wide
variety of anthopological films are available, including Malawi: The Women,
Women of the Toubou, West Africa: Two Lifestyles, and Boran Women. Alex
Halev's Roots, as scen on national television, Ls also avallable on videotape
for rental. The first segments of Roots focus on his reconstruction of Afri-
can ancestors, though women do not feature prominently. Haley's work, how—
ever, is inspiring to beginning family historians and creates enthusiasm among
students to go out and do their own community and family research.

Materials: Cultural Continuity In Slavery And Segregation

Slavery. O0Our knowledge of the experiences of enslaved black women has
been corrected and expanded in the past few years. Historical scholarship by
southera bhlack women themselves has contributed greatly to this work. As
elsewheres in western scholarship, even in Afro-American studies of the 1960s
and early 1970s, the male case was taken to be the standard experience of all
peoples Angela Davis' "Reflections on the Black Women's Role in the Community
of Slaves” (1971) dispelled this myth along with that of the black matriarch,
which she labels a "cruel misnomer.” 1In this essay Davis documents the unique
--sexual--violence perpetrated on enslaved women, and analyzes its effects on
the slave community and its continuing impact in the Afro-American community
today. Rape of black women was not a simple response to the dichotomization
of black and white women as whores and virgins, Davis argues, but a ca.iculated
component in the suppression of rebellion. Polarization of black and white
women into super-sexual and asexual beings was an effect, vather than the
cause of this particular abuse: "The American brand o{ slavery strove toward
a rigidified disorganization of family life.” Because exploitation of labor
was the purpose of slavery, black women had at the same time to be "masculin-
ized,” so that they could be regarded as fit for the extreme physical brutal-
ities of field work while kept in their "feminine” place. Rape by the master
expropriated their reproductive labor, denying an intact family and:
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the white master could endcavor to - 2establish her femaleness by re-
ducing her to the level of her biological being. Aspiring with his
sexual assaults to-establish her as a female animal, he would be
striving to destroy her proclivities towards resistance. . « . Indirect
ly, its target was also the slave community as a whole . . . Clearly the
master hoped that once the black man was struck by his manifest in-
ability to rescue his women from sexual assaults of the master, he

would begin to experience deep-seated doubts ahout his ability to

resist at all.

NDavis establishes the importance of the caretaking work for their families
that enslaved women were able to carry out. Domestic labor was “the only
labor of the slave community which could not be directly and immediately
claimed by the oppressor.” This labor, then, would be highly valued by the
community, and by women--a partial explanation for the resistance of Afro-
Anerican women to white feminists' call for rejection of housework as unim-
portant and demeaning.

The first chapter of Davis' book, Women, Race and Class (1981), addresses
some of these same questions, placing them in the context of recent scholar-
ship on American slavery. She expands her analysis of domestic labor to en-
slaved men, finding that they, too, performed acts such as hunting, gardening,
and housework that were of value to the slave community itséTf:

The salient theme emerging from dcmestic 1ife in the slave quarters

is one of sexual equality. . . . Within the confines of their family ~n!
community life, therefore, #lack people managed to accomplish a
magnificent feat. They transformed that negative equality which
emanated from the equal oppression they suffered as slaves into a
positive quality: thae egalitarianism characterizing their social
relatioans.

Davis' work, together with that of Jacaueline .Jones (1980, 1981a, and 1981b),
who has re-assessed the importance of black women, work, and the family during
clavery and reconstruction, formed the core of analysis of women's roles under
slavery for the Project courses.

Descriptive material was drawn from first and second-hand accounts by
slave women themselves. These slave narratives constitute the oldest genre of
Afro-American literature, John W. Blassingame's collection, Slave Testimony:
Two Centuries of Letters, Speeches, Interviews and Autobiographies (1977),
of fers many selections from which to choose. Project teacliers used, among
others, estate manager Lucy Skipwith's letters to her master, John Cocke;
Betsy Crissman's story of the purchase of herself and her family; the account
of Ellen Craft's daring and brilliant escape from slavery; the horrifying tale
of Lavinia Bell; Sarah Fitzpatrick's account of the transition from slavery to
segregation; Ella Shepard's escape to life in the North; Charity Bowery's
story of the separation of mother and child; and the Alabama former slave,
"Granny's"”, narrative. Blassingame's collection illustrates the variety of
experience among slave women, from unspeakable cruzlty, both physical and emo-
tional, to successful escape and purchase of freedom, It was important for
students to apply their critical reading skills to these selections. They vary
from actual first-hand documents (e.g., Lucy Skipworth) to newspaper reports
written for abolitionist journals and late 19th-century oral histories, done
long after the the events actually occurred. Students discussed the perspec-
tive of the chronicler and its effect on what was written,
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Project teachers also used documents from Gerda Lerner's Black Women in
White America: A Documentary History (1972) in this and other sections on the
Afro-American female heritage. Lerner includes a number of slave narratives
and documents such as slave dealers' receipts that help to make the history
real. Lerner's selections are much more abridsged than those in Blassingame;
students can read more cases, but gain a less full impression of particula-
rized individual experience. Her book is a good supplement to the Blass-
ingame accounts, broadening students' exposure without adding a much larger
reading assignment.

The cultural account which formed the center for the study of the slavery
period in Project courses was Margaret Walker Alexander's novel Jubiiee
(1966). 1In this book Walker Alexander offers a unique opportunity for anal-
ysis of the creative use of personal heritage because she has provided us with
a hooklet that tells How I Wrote Jubilee (1972). It is hard to imagine a more
moving and inspirational model for students exploring the southern black fe-
male heritage than Walker Alexander's account of the 30-year research and wri-
ting project that started at her grandmother's knee:

Minna {n my story was my maternal grandmother, Elvira Ware Dozier.
When my great-grandmother--Vyry in the story--died a month before

I was horn in 1915, grandmother was already in Birmingham waiting

with my mother for my b}rth. Since my grandmother lived with us un-
til T was an adult, it was natural throughout my formative years for
m to hear stories ofvslave life in Georgia . . . My father would add,
“Telling her all those harrowing tales, just nothing but tal} tales."
Grandma grew indignant then, saying, “I'm not telling her tales; I'm
telling her the naked truth,”

And so it was, as Walker Alexander discovered through decades of research.

She studied at libraries and archives, and used private document collections
all over the South and in other warts of the country. She interviewed family
members and visited the sites of her family's sojourns in Alabama and Georgia.
And she was able to trace her family history from slavery into freedom.
Jubilee {s that history:

« « o+ I had enough material to fill ten books. My family story could
cover five generations of Negroes living in the South. I had a super-
structure of facts assembled from word-of-mouth accounts, slave nar-
ratives, history books, documents, newpapers; and now I had only to

Zive my material the feel of a fabric of 1ife . . . the basic skeleton of
the story is factually true and authentic. Imagination has worked with
this factual material, however, for a very long time., The entire story
follows a plot line of historical incidents from the first chapter to

the last . . , I had very little to go on, however with my white
characters and many of them are composites.

Vyry's 1ife story moves from slavery into love with a free black, then
post=war emancipation and the family's search for a place to build an indepen-
dent life for themselves and their offspring. Not only are the characters ri-
veting and engaging, but Walker Alexander has embedded the story in the con-
text of Afro-American culture which evolved under slavery, Jubilee features
preachers and the traditional black church, with its vision of emancipation;
folk healers and African-derived attitudes about spirituality and nature; dom-
estic folkways, such as cooking, housekeeping, and childraising, This, too,
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she rescarched and carefully composed to reflect her cultural heritage:

I always intended Jubilee to be a folk novel based on folk material:
folk sayings, folk belief, folkways. As early as 1948 T was conceiving
the story in terms of this folklore. I also wanted the book to he
realistic and humanistic. 1 intended this twin standard to prevail,

and T wanted as well to press the leit-motif of the biblical analogy

of Hebrews in Fgypt with black folk in America. . + « Vyry echoes this
then when she says she knows people must wander 3 while in the wilder-
ness. Like all freed slaves they helieved they were on their way to the
Promised Land.,

Jsed in combination with other slave narratives and the Angela Davis es-
says, Jubilee and How 1 Wrote Jubilee offered Project students a varied, in-
depth, and immediate exposure to the lives of enslaved women and introduced
them to the ways in which the slave community developed the culture from which
contemporary Afro-American life i{s descended. Using Walker Alexander's meth-
ods, students went on to collect their own family stories of slavery time, and
to study survivals of that culture in southern communities,

Pauli Murray's poem, "Dark Testament” (in Stetson 1981) was used by some
Project teachers as a counterpoint to Jubilee. 1t recalls the history of sla-
very and the longing for freedom, using the same Exodus metapho. that Walker
AlexandeY empioyed in the aspirations of her characters. Also in the Stetson
volume, Alice Walker's "Early Losses: A Requiem” {s a successful plece for
classroom use. 1Its two volces are A woman whose child is sold away from her
and the child who cannot remember its mother,

Segregation, A central text for the post-Civil War period and early
20th-century in Project courses was Pauli Murray's Proud Shoes: The Story of
An American Family (1956; rept. 1978). Of her "family memoir"” Murray says:

Originally, 1 intended Proud Shoes for my small nieces and nephews,

who had never known their Fitzgerald ancestors and were curious about
their family., It was to be a children's story. « . « What changed my di-
rection . . . was the political and social climate of the 1950's. The
civil rights movement was gathering momentum . « . The fear of communism
was rampant , , . As a civil rights activist fighting against a racial
segregation when challengers of segregation policy were few and de-

feats were customary, I found it imperative to declare my American
heritage.

Murray reaches back to her grandparents, Robert and Cornelia Fitzgerald, as
Walker Alexander centered her family history on her great—-grandparents.
Murray tells the story of a North Carolina family in the latter half of the
19th and early 20th centuries, describing the transition from enslavement to
an autonomous black commun -y, under even stricter racial segregation than in
the period of enforced ser i1de.

Whereas Walker Alexander has constructed a novel based on her knowledge
of family history, Murray restricts herself to historical fact: "“Proud Shoes
is not fiction, although in a few instances 1 took liberties and drew con-
clusions which the facts seem to justify.” She, too, found that the histor-
ical record corroborated family stories and provides us, in her introduction
to the 1978 edition, with an essay about her research that is useful for
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students in ways similar to Walker Alexander's How I Wrote Jubilee. Murray
comnunicates the importance of family history for herself as an individual and
for the bhlack race:

I like to think that while grandparents' story is the centerpiece

of the bock, Proud Shoes is also the story of a people involved in

A4 crucial turning point in our nation's history. . . . Thus the writing
of Proud Shoes hecame for me the resolution of a search for identity and
the exorcism of ghosts of the past. No longer constrained by suppressed
memories, I bhegan to see myself in a new light--the product of a

slowly evolving process of biological and cultural integration, a pro-
cess containing the character of many cultures and many peoples . . .

The book--as it 1s written and as she describes its writing--serves as a
guidepost for students' own family history research in vividly and insight-
fully depicting the life of a southern black community during the segregation
period, Murray's primary informants were her elderly aunts; it is through the
eyes of these daughters that che Fitzgeralds are revealed to us.

Proud’ Sshoes cenfronts us directly with the issue of color, within the
black community as well as between blacks and whites., On the one hand, is her
grandfather—-a northern freeman and a Union navy veteran come South to teach
in a freedom school. On the other is her grandmother--acknowledged progeny of
A master-slave relationship, The first is an ardent abolitionist; the latter
ambivalent about the demise of antebellum society. Within the black community
the color question shaped the lives of the five daughters. Their mother held
that, unlike their neighbors, they were not children of slaves: their
father's family free for a half century, their mother freed because .f the
blood tie to her white owner's family.

The contrast raises critical points for class discussion about the post-
Civil War period: the Promised Land was not found. In some cases Blacks were
less able to protect themselves than under slavery, for there was no property
loss in working a Black to death as under slavery, Not even minimal subsisg-
tence food and shelter could be expected; Blacks were just as open to violence
(especially sexual violence) as before, bui with no protector at all. Project
classes re-analyzed the position of women under slavery and discussed how the
transition to a free, resistant culture was wrought and how roles for women
changed during the period.

Another book that is useful for illuminating the legacy and lives of a
black family, especially the women within that family during slavery and
segregation, is Kathryn L. Morgan's Children of Strangers: The Stories of a
Black Family (1980, discussed at greater length in Part IV-D)., The third
section of Morgan's book in particular, "Maggie's Stories of 'Color' and
'Race’',” focuses on the experiences of a light-skinned black woman in a white
world, exploring the question of color within both the contexts of family and
of the larger society. Morgan's ancestors, like Murray's, had a racially-
mixed legacy--calling themselves "children of strangers," they "were white by
nature, black by law, African and Cherokee by choice." And, as in the Murray
family, the primary tradition-bearers in the Morgan family have been the
women, Beginning with the author's great-grandmother and continuing through
the author's mother, family stories have been preserved and passed on through
generations of women. ' .

Using Murray's family history and Morgan's family stories, students were
asked to rethink skin color and its relation to class, and to ideas of beauty
with which they started their study, trying to see this issue in historical
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context, How are these black women's lives dominated by the same issues?

The Fitzgerald daughters in Proud Shoes also served to introduce students
to the cxpanding roles for women in post-emancipation society: in the church,
in education, and in social and welfare services. As teachers, they exemplify
the importan: position women played in the development of black educational
institutions and their personal lives are examples of the community leadership
that educated women undertook,

Essays and documents for this period illustrate as well the expansion of
women's work ianto the public spheres of education and community service. They
show how women contributed to the betterment of the black race and to its
struggles against racist oppression through their levelopment of new
institutions.

As a supplement to Proud Shoes, documents in Lerner's anthology (1972)
illustrate the formidable problems that black women educators had to overcome;
an entire section of the anthology is devoted to “The Struggle for Education.”
Individual educators whose work is represented in the anthology suggest topies
for further student investigation. Mary McLeod Bethune, for instance, relates
her own life in these pages and documents bear witness to her dedication. To
a patron she writes:

I do feel, in my dreamings and yearnings, so undiscovered by those
who are able to help me., 1 have been pulling along so long, fighting
an unusual battle in an exceptionally difficult section of our country.

Students in Project courses pondered questions about the function of
education in the southern black community and the role of black women in that
educational process. How was this a logical extension of women's traditional
roles? What was taught in segregated black schools? How 4id they serve to
transmit culture? 1In her autobiography Angela Davis (1974), describing Black
History Week celebrations in her Birmingham, Alabama, school in the 40's and
50s, writes that:

Without a doubt, the children who attended the de jure segregated
schonls in the South had an advantage over those who attended the
de facto segregated schools in .the North. ’

1s she correct? What has the transition to integrated schools meant to the
southern black community and its ability to pass its own culture on to 1its
children? What other community- -ontrolled institutions have had to take on
that function? How has this affected black women's roles in cultural trans-
mission and their roles as community leaders? _

Gerda Lerner's "Community Work of Black Club Women" (1979) describes a
variety of women's service organizations and the impulse that’ brought about
their founding. "'Holding Back the Ocean with a Broom': Black Women and Com-
munity Work", by Cheryl Townsend Gilkes (1980), reports interviews with black
women involved in community service organizations. It might serve as an ex-
ample for students' own interviewing. Cynthia Neverdon-Morton's "The Black
Woman's Struggle for Equality in the South, 1895-1925" (1978) offers a com-
pilation of a large number of organizations and would serve as a good starting
place for students looking for res:arch topics or background information on
organizations their interviewees are active in. The Lerner documentAry an-
thology (1972) contains a wealth of short materials on women's service and
community assistance organizations as well.

Project classes focused or tlack women's anti-lynching organizations in
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particular. This movement is crucial for several reasons. First, it directly
addressed the relationship between race and gender oppression that thre racist
white South had developed during the slavery period. The inviolability of
white womanhood was the opposite side of the coin of sexual violence perpet-
rated agaianst black women. Lynching of black men for alleged assaults on
white women scvved to maintain the powerlessness of Hlack men, kept black and
white women cnemies, and solidified the sexual and racial control of the white
male ruling class. Second, ‘the anti-lynching movement brought about southern
black women's crossover from community service to political activism. It be—
came the precedent for the civil rights movement and established black women's
partunershinp with black men in political struggle. Third, the horror of murder
comnitted in their names brought a minority of white women into the anti-
lynching struggle, creating for the first time since abolition a multi-racial
female coalition for civil richts. But this time it was spearheaded not by
northern white women, but by southern black women themselves.

The fear of lynching is expressed in traditional beliefs and narratives
from southern black communities recounted in Night Riders in Black Folk His-
tory (Fr 1975) and in many of the writings of southern hlack women. 1In
[ Know Why The Caged Bird Sings (Angelou 1970) *ava Angelou's uncle is hidden
fron nivht riders, Ku Klux Klan raids feature vrominently in Proud Shoes and
in Jubilee. Southern black women's poetry, oral tales, and music are all
tilted with deadly images of "strange fruit.” The topic can be pursued as a
theme, drawing together material from all of the creative forms that are dis-
cussed in the sections on cultural expressions which follow in Part IV. Some
Project classes studied Ida B. Wells Barnett's autobiography (1895; rept.
1970), a brief selection of which is renrinted in Lerner's anthology, A
number of other documents pertaining to anti-lvnciing organizations are also
included there (Lerner 1972).

Project classes read novels by southern black women writers of and about
the segregation periods 7Zora Neale Hurston's Their Eyes Were Watching God
(1937: rept. 1978) is one woman's odyssey. In this book, which Alice Walker
(1983) calls "one of the most radicals novels (without being a tract) we
have,” Janie Starks sits on the front porch with her friend Pheoby, telling of
the quest for fulfillment that is her life story., Raised by her grandmother,
an ex—-slave who arranged a loveless marriage between her young granddaughter
and an older farmer whose 60 acres represent a security she herself has never
known, .Janie's search for self-realization leads her to a complete rejection
of the sterile ideals of white culture. Of her grandmother, Janie ohserves
that:

She was borned in slavery time when folks, dat is black folks, didn't
sit down anvtime dey felt like it., $o sittin' on porches lak de white
madam looked lak uh mighty fine thing tuh her. Dat's what she wanted
for me--didn't keer whut it cost, Git up on uh high chair and sit dere,
She didn't have time tuh think whut to do after you got up on de stool
ith 1o nothin', De object wuz tuh git dere. So Ah got up on de high
stool lak she told me, but Pheoby, An done nearly languished tuh death
up dere. Ah felt lak de world wuz cryvin' extrv and Ah ain't read de
common news vet.

After two economically secure but emotionally unsatisfying marriages--
first to a2 man who tried to force her to enact the black woman's historic role
as "mule uh de world” and then to an ambitious entrepreneur who wanted a "Mrs.
Mayor Starks"--Janie meets the true love of her life, Tea Cake Williams, a
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drifter who "looked like the love thoughts of women.” "Dis ain't no business
proposition,”™ Janie finally decides of her life, "and no race after property
and titlezs. Dis is uh love game. Ah done lived Grandmama's way, now Ah means
tuh live mine.”

Rather than chronicling the injustices of the segregated South, Hurston
has written a profoundly affirming portrayal of black L‘fe. She weaves her
own anthropological fieldwork on folk language, beliefs, and customs into a
book which implicitly argues that white culture holds no positive etamples or
goals for black veople.

Alice Walker's first novel, The Third Life of Grange Copeland (1970; sce
part IV-F below) traces three generations through the grue.ing first half of
the 20th century in the rural South. While portraying the injustice and
dehumanization of tenant farming and sharecropping life as vividly as, for
example, All God's Dangers (Rosengarten 1974), Walker brings distinctly female
concerns to the center of her portraval. 1t is the destruction of the family,
its parent-child and husband-wife relations, and the inner nobility of in-
dividual souls that is the true tragedy of racism in Walker's eyes. Both
. « « Grange Copeland and Their Eyes Were Watching God shou'd be considered
for use in the study of this .istorical periad, since each vffers a different
perspective on the lives of southern black women under condi:ions of segrega-
tion and both are based on a thorough understanding and conscious use of wo-
men's experiences within the context of southern black history and culture.

Here, as elsewhere, poetry can be used to good effect in the classroom.
Stetson's anthology Black Sister (1981), contains examples of the powerful
poems written about lynching and other aspects of southern black life. Carrie
Williams Clifford's "The Black Nraftee from NDixie" is an example of many that
are based on actual incidents of violence. Speaking of World War I veteraas
she develops the irony of black men's patriotism for a country that wantonly
destroys them: ". . . Where from the hell of war he never flinched/Because he
cried 'Democracy' was lynched”.

Materials: Public Places, Personal Power

Project courscs devoted cousideldble atlentfon to the growing public pre-
sence of southern black women, especially as manifested in the c? il rights
movement and, more recently, in re-analysis of gender roles. Tk courses an-
alyzed both the black consciousness movement of the 60s and 70s .nd the con=
temporary feminist movement as outgrowths of civil rights activisc and as
movaments led by former civil rights activists. Students . re¢ introduced to
the civil rights movement both as a struggle of historic ragnitude in which
southern black women played critical public ( :nd less-public) roles and as a’
period which ‘changed southern black women's lives forever. Utilizing skills
in the public arena that they had developed through service to the black com-
munity, southern black women stepped to the forefront, and fundamentally al-
tered their life conditions and--in the process—-=the structure of black com-
munity life.

Students in Project courses were asked t. i~ der such questions as: What
roles did southern black women play in the civil : ghts movement? How d4id
they come to public notice or fail to recei- it? Why have the major acknow-
laedged heroes of the movement been men and i-: tha: changing now? How were

women's roles in the movement extensions nf itneir ~~mmunity activism and cul-
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tural maintenance work? What have been the effects on family relations and
male-female relations of southern black women's political and cultural work in
the past two and a half decades? How did civil rights spawn black conscious-
ness ani feminism and why were both of those movements centered outside the
South? How can southern black women meet the challenges of racism and sexism
. and changing social and cultural roles in the 198037

The materials in this section fall into two parts. First are those which
pertain to the civil rights movement and women's roles in it. And second,
following from that experience, are materials that address the contemporary
questions of male/female relations in the southern black community and rela-
tions among women, black and white,

Civil Rights. The questions that face black women who seek full parti-
cipation in public life are addressed in two excellent essays in the Rodgers-
Rose anthology: Jewel L. Prestage's "Political Behavior of American Black
Women: An Overview" ('980) and “Dilemmas of Black Females in Leadership” by
Rhetaugh Graves Dumas (1980). Prestage's essay bridges the study of women's
service crganizations with their participation in the civil rights struggle,
She discusses the “"politicization of normally nonpolitical positions” that
southern black women experienced during the segregation period, and contrasts
male and female political attitudes and behavior in the North and the South.
In one southern city, she reports, women were traditionally equally involved
in political activities and protests, but were more dissatisfied with the pol-
itical system than men--that is, more radical in their critiques. Dumes also
notes that while proportionally fewer black women are elected to state legis-
lative office in the South, most black women entering state legislatures
throughout the country have southern roots. Non-southern students might con-
sider the places of origin of leading black women in their own communities.

Dumas raises serious questions about the support of the entire community
for black women's leadership. She formulates a "hydraulic systems principle”
of male-female relationships: “that principle stipulates that Black males can
rise only to the degree that Black women are held down." She challenges the
roles to which black women have been relegated in communities, finding that
black men, and many women, are more content when women are kept in caretaking
duties. Taking as examples a series of case studies of black women execu-
tives, Dumas finds that:

It is often difficult to separate the influence of race from that of
sex; there is no doubt in my mind that the combination levies a heavy
toll on the black woman who tries to ~xercise her authority

and responsibility in groups.

The NDumas article provoked Project students' awareness of role separation and
served to keep them conscious of this gexual dynamic as the; studied the mat-
erials on southern black women's political participation.

For direct study of black women's roles in the civil rights movement,
Project courses once again made use of the Lerner anthology (1972) as a
starting point, Although there are relatively few movement documents in the
collection, a number of them are good, and several *‘of them are outstanding.
Her references offer directions for further reading. Fannie Lou Hamer's talk
on “The Special Plight and Role of Black Women" 1is an outstanding example of
public rhetorical style. Daisy Bates' chronicle of her court battle with the
city of Little Rock, Arkansas, is an excellent introduction to women's com-
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munity leadership, unnoticed by the press and the outside world.

Project courses also used selections from Generations: Women in the South
(1977), the issue of Southern Exposure which includes articles on 3Sallie Mae
adnott of Prattville, Alabama (Gladney 1977), and Anna Mae Dickson of Srimes
County, Texas (Watriss 1977)--moving illustrations of the work that hundredls
of heroic southern black women performed, and continu: to perform, in service
to their communities, Their life stories raise issues about the basically
white notion of public vs. private spheres and challenge students to redefine
political involvement and community leadership in a culturally appropriate
way. From another issue of Southern Exposure, Stayed on Freedom (1981), Pro-
ject teachers used the "Freedom Chronologv” (Waters 1981), as well as esxcerpts
on the Montzomery bus boycott, Greensboro, and Nashville sit—ins, the Freedonm
Rides, and other aspects of movement history. Project teachers also usedl
Yleanor Holmes Norton's “The Woman Who Changed the South: A “emory of Fannie
Lou Hamer" (1971) and June Jorlan's Fannie lLou Hamer (1972),.

Another volume relevant for study of women in civil rights is the monu-
mental My Soul Is Rested, a compilation of interviews with novement activists
(Raines 1977). His "Chronology of the Civil Rights Movement i(n the NDeep
South, 1955-68" was highly aseful for orienting stadents, althouzh surpri-
singly few wonen are included among the intervicwees.

Beardslee's collection of life histories of civil rights workers (1977)
demonstrates the range of women's activities and the depth of their commit-
ment. The editor's introduction contextualizes the narratives, noting that
"The “ovement people were not concerned with the past but with their needs in
the present and the future.” Among the women interviewees, Mrs. Washington
stands out for her consciousness =bout the cultural context which enabled her
to g0 forwar:l:

My mother disciplined us, and 1 really knew she tried the best she
could. She gave me strength about my beinz black. T wias with child-
ren who were lighter than me . . . My mother just kept saying to me,
“%lack is honest.” 1 came to know what she was talking about in the
later years of the Movement. It was my mother's worls and teachings
and fussing and making us go to church and Sunday school that gave

me something to go back to eventually.

Nther interviewees, including Mrs. Johnson and Mrs. Anne Williams, evoke sim-
ilar themes. These testimonies lend themselves also to analysis as samples of
southern black women's traditional narrative styles.

Studies of Ella Baker, in print and recently on film, have finally placed
this woman in her rightful positicn in the history of the civil rights move-
ment. Ellen Cantarow and Susan Gushee O'Malley's interviews with Baker (Can-
tarow and O'Malley 1980a, condensed as Cantarow and D0'Malley in 1980b) reveal
the actual practices of an accomplished political organizer. According to
Baker, they vary from traditionally male to traditionally female roles:

Now, somewhere in the process the organizer may learn some other
methods, and she may learn to articulate some of the program of the
association. But whether she does or not, she feels it. And she
transmits it to those she can talk to. And she might end up just
saying, "You ain't doin' nothin' by spendin' your money down at that
gso-and-so place.” She may shame him. Or she may say, "Boy, 1 know
you mama.” And so you start talkin' about what the mothers would
like them to do.

32 42

O

ERIC

Aruitoxt provided by Eic:



O

ERIC

Aruitoxt provided by Eic:

The tilm "Fundi”: The Story of Ella Baker hrought this great woman fully alive
ty Project students, [t traces her career in the general context of the ¢civil
rizhts movement, of fering an excellent overall history of the movement itself,
with compelling film footage from actual events. Baker and her political
friends and opponents are seen assessing the value of her work. We are left
with a clear sense of her leadershio, individuality, and faith in her vision
of an evolvinz southern blaédk culture with a powerful future in store, With
its extensive documentary footage the film serves well as an introduction to
rhe Mistorv of the movement as a whole. Baker's own testimony illustrates her
excellent coanmand of bSlack rhetorical language and stvles of self vresent-
ition,

some Project classes returned to the Fitszgerald/Murray family in this
tiscussion of political and public life. As an addendum to her family his-
torv, Proud Shoes, Pauli Murray wrote a short article, "The Fourth Generation

nf Proud Shoes™ (1977), in the Generations . . . issue of Southern Fxposure.
It hr{?f:iﬁ;zﬂnw up to date on her mother's and her own geaeration and the
reverberations of civil rights through her family. Murray herself became a
powertai attorney, then left the law profession to bhecome one of the first
woaaen ordained iato the Episcopal priesthood. ‘!ler own life history plays out
the contlicting forces in her family's heritage, placed squarely in the chan-
i southern black consciousness and shifting in gender roles. Murray's
fFanily can be viewed as an example of the ways women contribute to social
chanze in an ongoing manner, by means that are sensitive to the developing
neceds of the hlack community.

Alice Walker's essay "Lulls™ (1977; rept. 1983) asks her Georgia family
and friends how their lives are the same and how different i{n the post-civil
rizhts era, She documents continuing consciousness raising and ongoing social
change. Walker also learns that integration has, indeed, brought about pro-
found changes in the community. Her female cousin reports on one continuity
witihh the past and {its cultural transformation:

« +» o in the black community, the church has more power than any other
institution. We no longer have our schools. We never did have "town
hall.”™ All we ever really had was the black church, and thank God it
hasn't been integrated out of existence. It is church that sponsors the
child-care center 1 run.

This essay can stimulate class discussion about how community institutions un-
dergo change and how they continue to remain as vital cultural centers., 1In
the comment above note that the church, while still primarily a religious ins-
titution, has expanded its traditional function to meet the newly-perceived
social need for child-care centers. And that Walker's cousin, while taking on
a profession--which her mother might not have done--remains firmly within the
web of traditional community institutions and female roles.

Project teachers used accounts by civil rights veterans for southern
black women's first-hand views of the movement. There are a number of pub-
lished accounts by southern black women who were active participants in the
civil rights struggle--short stories and novels, as well as autobiographies
and personal essays. They not only document the movement, but also illustrate
the religious and spiritual context in which these women came of age. Throu-
ghout such works frequent reference is made to the role of traditional cultur-
al expression in the lives of individual particip» ts and in the dynamic of
the movement itself., For instance, traditional “ .ck American hymns and spir-
fituals are chronicled as both a natural part of arch services, and as con-
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sciouslv used tools to organize and to galvanize people for specific actions.
The authors describe the transformation of women's roles, particularly their
roles in the church, into leadership in local community organizing and the
wavs in which their traditional cultural expressions are extended. Three
books in particular were recommended by Prouject teachers.

Anne Moody's aut>biography, Coming of Age In Mississippi (1968) is one of
the most important documents to emerge from the movement, This book is ideal
for cultural study, since Moody embeds her life story in the context of her
family and community. The turning points in her life are related in terms of
affirmation, rejection, and transformation of the ethics and mores of tradi-
tinnal southern black life and in distance from and rapprochement with her
family, especially her mother. Moody relates graphically the conflict inher-
ent in her decision to become a movement activist and the continual renewal
that that decision required, as she faced ostracism, and ultimately physical
danger. She communicates the irresistible pull of this great movement on a
young woman with spirit, desire, and intelligence, making her student readers
understand her progress and allowing them to see how they, too, might make
these same decisions. She 4id not seek the movement for glory or excitment,
but simply as an alternative to desperation and despair. Moody relates how
her white mistress cross—examined the l4-year old Anne about her feelings
toward Emmett Till's murder:

1 went home shaking like a leaf on a tree. For the first time out
of all her trying Mrs. Burke had made me feel like rotten garbage . . .
when she talked about Emmett Till there was something in her voice that
sent chills and fear all over me.

Before Emmett Till's murder, I had known the fear of hunger, hell,
and the Devil. But now there was a new fear known to me--the fear of
being killed just because 1 was black. This was the worst of my fears.
1 knew once I got food the fear of starving to deatu would leave. I
was also told that if [ were a good girl, T wouldn't have to fear the
devil or hell. But I didn't know what one had to do or not do as a
Negro not to be killed. Probably just being a Negro, period, was
enough, T thought.

Moody moved through the major organizations of the movement, becoming
more radical tactically as white violence increased. Finally, she rejected
the nonviolent approach, coming to believe that passivity and fatalism, and
those aspects of black culture that manifest them, are tools of the white
Oppressor:

As long as 1 live, I'll never be beaten by a white man again. Not
like in Woolworth's, Not anymore. That's out. You know sSomething
else, God? Nonviolence is out. + « « If you don't believe that, then
1 know you [God] must be white, too. . . .
I'm through with you. Yes, I am going to put you down. From now on I
am my own God. 1 am going to live by the rules I set for myself.

From her vantage point in 1968--four years after the events closing the
book and as a woman approaching 30 years of age--Moody is skeptical, but not
cynicalj restrained, but not resigned. Project students learned a great deal
from her perseverence in the face of defeat and danger and about the impor-
tance of faith in oneself and one's vision of the world, if individuals are to
accomplish anything of value.
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Moody's memoir raises many topics discussed elsewhere in this curriculum
guide: family struggle and tensions and love between mothers and daughters;
skin color as a determinant of status among black women; interracial relation-
ships, both friendship and sexual; and men's and women's roles. Her growing
understanding of the nature of racism alone merits study. She ultimately
comes to think of it as a southern disease.

Project teachers also highly recommend Sheyann Webb and Rachel West
Nelson's memoir Selma, Lord, Selma (1980) for classroom use. This small book,
subtitled Girlhood Memories of the Civil-Rights Days, consists of interviews
with the two women, who were eight and nine years old when they participated
in the 1965 march from Selma to Montgomery, interspersed with factual sum-
maries of the events that contextualize their remarks. Most striking are the
vivid, precise memories that these women have of the historic events and the
deep level on which, even as children, they took the struggle of the race into
their hearts. They tell of inspiring courage in adults; of loss of friends
and loved ones at the hands of racist terrorists; of meeting great heroes in-
cluding Dr. Martin Luther King; and of their first interracial friendships--
with the white civil rights activists their families housed. The book was an
inspiration to students, both in suggesting the power all individuals can have
through their own actions and in directing them toward the human resources in
their own communities.

Meridian, Alice Walker's novel (1976a) of the civil rights movement per-
iod, draws on her own experiences in the boycotts and voting rights drives,
While the book is discussed at greater length in Part IV-F, below, it is worth
noting here that Meridian follows one woman's involvement in the movement from
her girlhood in segregated southern black society and culture through the per-
tod of expulsion of whites from the movement and the complications between
black men and women activists over the issue of interracial relations. This
novel is truly a view from a single participant's perspective. While the two
autobiographies contextualize well-known public events, in Meridian we see the
movement as the protagonist saw it--partial, fragmented, and consisting above
all in human relationships and human development. Like Anne Moody, Walker's
fictional heroine wrestles with the question of nonviolence, but unlike Moody
ultimately decides to remain committed to the nonviolent principle,

Several films were recommended to augment study of the civil rights
periods In addition to Fundi: The Story of Ella Baker, Project teachers
showed Fannie Lou Hamer: Portrait in Black, Rosa Parks: Rush Toward Freedom,
and With All Deliberate Speeds Project students also read poetry and listened
to Freedon Songs from the civil rights era., The songs lend themselves well to .
reading aloud or group recitation in the classroom. Poems inspired by the
struggle have been widely printed. 1In Black Sister (Stetson 1981) Alice
Walker's "0Once" contrasts the solidarity among black women of several gener—
ations with the alienation from their families that was the price of white
women's participation:

"a nice girl/like her!”/ A Negro cook/assures her mistress . . .
But I had seen/the fingers/near her eyes/wet with tears/--

the letter/said "I hope you're/having a good/time/fucking all/the
niggers,”

"Sweet,” I winced./"Who/wrote it?"

"mother."/she/said.
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Thadious M. Davi<' "Remembering Fannie Lou Hamer" is a moving complement to
the essays by and about this great leader and orator. Margaret Goss Bur-
roughs' “"Only in this Way” addresses the inward growth that is the real basis
f-z- change, faulting those who think that revolutionary hairstyles, slang, or
rhetoric can pass for an answer:

Only by starting with self, by knowing and accepting who you are
And what you are and where you've come from and where you are going
And charting a course of how you're going to get ther: . .

Studying the past and incorporating the best of it into _heir lives--this i:
what southern black women have been doing throughout theif history.

Self and Others: Southern Black Women Today. In today's South black
women continue the struggle to survive, personally and culturally, and to
thrive in ways that validate their African-American heritage and that are
consistent with community values, needs, and collective aspirations. Twen-—
tieth anniversary dates of critical incidents in the civil rights struggle
approach and pass. While genuine integration is not everywhere a fact, cer-
tainly the dismantling of separate, black public facilities has been accom-
plished. The gains and losses, and the unwon goals of that convulsive popular
movement are being carefully assessed today. There is a powerful recognition
of the cultural and ethical strength in southern black 1ife which fueled the
civil rights movement and a deep appreciation of the importance of preserving
those cultural resources. Perhaps now, in a period of reflection as well as
action, cultural questions are receiving more, not less, attention than in the
past decades. Among southern black women, as elsewhere in black America, so-
cial and cultural changes and challenges are being assessed carefully, and
evaluated in terms of their congruence with the Afro-American heritage.

Writings by and about southern black women reflect this cultural ques-
tioning., It lies at the core of Angela Davis' autobiography (1974), in which
the transition from segresation in Birmingham, Alabama, is chronicled and 1its
effects on black lives evaluated, and in her monograph Women, Race and Class
(1981) which subjects the history of American feminism to analysis through the
prism of its effects on southern black women particularly. Toni Morrison con-
siders the South in her most recent novel, Tar Baby (1981). A northern light-
skinned, Europeanized, well-to-do professional black woman takes up a love af-
fair with a dark, southern, somewhat disreputable man. Morrison heightens the
contrast by placing the pair on a Caribbean island=-the nucleus of the Afri-
can-American diaspora--she in the home of her parents' wealthy white employer
who cultivates temperate climate plants in his greenhouse, he emerging out of
the ocean and tropical jungle, a sailor who has jumped ship. Morrison ex-
plores the respective values and cultures of her two lovers as their relation-
ship develops and ultimately shatters over their differences., A trip to his
deeply traditional, small town family brings the contrast of his Africanism
and Southernism and her Europeanism and Northernism to the forefront. She
cannot accept his community's norms against cohabitation by unmarrieds and
urges him to violate them, dishonoring his family as well as himself. She
ohjectifies his native culture, photographing the local people in their "ex-
otic" dress and postures, as would a wealthy tourist visiting a Third World
nation. Morrison is perhaps exploring the Afro- American and southern roots
of her own family--reaching out to a black culture more intact and continuous
than her own Ohio girlhood, rich as it was.

36 _ 46



In her history of the contemporary feminist movement, white activist Sara
Rvans seeks to document the connection to the civil rights movement., Personal
Politics: The Roots of Women's Liberation in the Civil Rights Movement and
the New Left (!980) relates how young, northern white women became involved in
southern black politics through the voting registration drives and learned,
fron their hlack sisters, new ways of living and thinking. According to
Svaiis, the black women {n the civil rights movement served as role models for
white wonen who had never taken themselves and their own lives seriously, nor
demanded personal integrity separate from their relationships with men.
Watching black women function in the movement and stand up to its male leader-
ship taught the white women activists that they, too, have important, indepen-
dent contributions to make, that they might have their own culture and their
own identity. Tt is these civil rights activists, Evans shows, who went back
to the North to found the women's liberation movement, using arguments built
on analogies with resistance to racism that they had learned in the South.
Project teachers, especially those working in the context of women's studies
courses, made use of Evans' book as a bridge to discussion of the relations
between southern black women and feminism today.

Sid Cassese's interview with Angela Davis (Cassese 1981) focuses on the
zap between civil rights days and today's young women. Questioned about young
Rlacks' commitment to the struggle for social change, Davis responds that she
believes:

There may be an even greater interest today than during that [eivil
rights] period. 1 don't mean greater involvement, because, in terms

of the organized struggle, we don't have as vast a movement as we had
then. But I suspect that over the next several years , . . that involve-
ment will equal if not surpass the movement of the late sixties and
early seventies,

One reason there isn't as great a visible face of the movement as
there was then i{s that the organizing skills have not yet been rebuilt.
Organizing is very important, even-'though most people underestimate
its value. But if one does not know how to call a meeting, mimeograph
literature, and do all of that, then regardless of what the sentiment
might be, it never achieves expression.

Davis' remarks of fered Project teachers a specific connection between today's
campus and community action and that of the civil rights days. Class discus-
sion evolved from topics such as: What are our needs today? What is com-
munity organizinz? What is women's role in community organizing and how are
we continuing to do it today? Do we still need formal social and political
organizations to effect change? The Cassese interview with Angela Davis also
brings in the traditional women's club movement, leading students to rethink
the community organizations they take for granted and whose political mission
they may have overlooked.

Project courses also addressed the often difficult relationship between
black women and the contemporary women's movement. As on so many other issues
of importance, the focus of most writing on this question has been on urban,
northern women. Both the black and the white women who are prominent spokes-
people on feminist issues are overwhelmingly from outside the South. And, as
Sara Evans points out (1980), it was northern civil rights women activists who *
took home their experfences from the South, who were primary organizers of the
equal rights movement for women. In the South questions of the advancement of
disenfranchised peoples have continued to focus first on race, integrating the
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demands of women--black and white-—for economic and social equity into thac
struggle. Teachers who wish to consider the relations between black women and
the feminist movemeat, on the national scene, might assign Barbara Smith's
“Notes for Yet Another Paper on 3lack Feminism, or Will the Real Enemy Please
Stand Up?" (1979) which argues that "There {s such a thing as racial-sexual
opprassion which is neither solely racial nor solely sexual” a thar:

Feminism is potentially .the most threatening of movements to Black and
other Third World people because it makes it absolutely esgential that
we examine the way we live, how we treat each other and what we believe,
It calls into question the most basic assumption about our ‘existence and
this is the 1idea that biological, i.e. sexual identity determines all,
that it is the rationale for power relationships as well as all other
levels of human identity and action. An irony is that among Trird World
people biological determinism is rejected and fought against when it is
applied to race, but generally. unquestioned when it appiies to sex.

Ann Allen Schockley's essay on "The New Black Feminists”™ (1974) outlines the
goals of the National Black Feminist Organization (NBFO), a group dedicated to
the principle that "there cannot be half a liberation" and to the liberation
of all black people. Schockley's explication of the N3FO's natural eyolution
out of the historic Afro-American struggle for self-determination is particu-
larly valuable.

Charles Swain and P. Hollander's "The Roles of B8lack and White Women"
(1980) traces the convergence of black and white, middle and lower class
women's roles in American society. Starting from the very different places of
slave owner and enslaved, the authors see white women gradually recognizing
the importance of civil rights, as they separated themselves from Victorian
morality and economic and political dependence on men. Black women, always
econamic equals of their men, have overcome the accusations (from black, as
well as white, men) of dominance and "matriarchy.” The authors find that:

As white women tome to a greater awareness of their human potential,

and increasingly take responsibility for themselves, their children, and
their community, they are arriving at a par with many Black women. As
Black women suffer the second-hand oppression of the new Black macho,
they are experiencing some of the confusion, hurt, and self-doubt of

the pre-liberated housewife. 1Tt is possible that American women are
coming closer to cultural unity than at any previous time in history.
The economic and social gap is wide but there is much to learn from each
other.

A personal recollection by one southern black woman (Washington 1977)
would tend to substantiate Swain and Hollander's view of American women's
history. Cynthia Washington was an activist in SNCC during the 1960s and
continues to be active for social change in Washington, D.C. White women's
protests of unfair treatment were incomprehensible at first, as she writes in
“"We Started at Opposite Ends of the Spectrum”:

Certain differences result from the way in which black women grow up.
We have been raised to function indepgndently. The notion of retiring to
housewi fery someday is not even a reasonable fantasy. Therefore whether
you want to or not it {s necessary to learn to do all of the things re-

18 A5



quired to survive. It seemed to many of us, on the other hand, that
white women were demanding a chance to be independent while we needed
help and assistance that was not always forthcoming, , ., . The white
people 1 talked with often assumed the basic necessities. That gave them
the luxury of debating ideology and many things 1 felt would not change
the pocition of black women . , , Over the last two years, I find myself
Lo - wre involved with women in Washington, discussing the impact of
t ., .iass, and culture on us all »nd concrete ways women can help each
other survive. 1 also find that the same black wmen 1 knew and respect-
ed during the 1960s are in the process of re—-forming a network. Most of
ns have spent the greater part of our adult lives as single women invol-
ved in movement activities. We have been married, divorced, some have
children; we have gone from town to town, job to job, talking to each
other. The problems of womanhood have had an increasing impact on us,
and the directions of our own, of my own, involvement in the women's
movement are still unfolding.

Shirlev Chisholm (1971) has put the connections this way:

e must work for--fight for--the integration of male and female--human
and human. Franz Fanon pointed out in Black Skins - White Masks that

the anti-Semitic was eventually the anti-Negro. 1 want to point out that
hoth are eventually the anti-Feminist, Furthermore 1 want to point out
that all discrimination is eventually tk-~ same thing--anti~humanism.

The poet Audre Lorde reaches to the South and its heritage of sexually-
based racial terror in "Afterimages” (1981), a poem whose power offers a
moving, memorable conclusion for the study of the history of black women in
the South. Lorde brings into dynamic relation two scenes from televised his-
tory: a flood of the Pearl River rendering a poor white woman homeless and
the brutal assassination of Emmett Till, whose body was thrown into the Pearl
at Jackson. Lorde's remembrance of Emmett Till is evoked by the scene in
which:

a white woman climbs from her roof to a passing boat
her fingers tarry for a moment on the chimney

now awash

tearless and no longer young, she holds

a tattered baby's blanket in her arms.

In a flickering afterimage of the nightmare rain

a microphone .

thrust up against her flat, bewildered words

Two tow-headed children hurl themselves against her
hanging upon her coat like mirrors

until a man with ham-1ike hands pulls her aside
snarling "She ain't got nothing more to gsay!"

and that lie hangs in his mouth

like a shred of rotting meat,
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I inherited Jackson, Mississippi.

For my majority it gave me Fmmett Til}
his 15 years puffed out 1lik bruises
on plump boy-cheeks

his only Mississippi summe

whistling a 21 gun salute Axie

as a white girl passed hir the street
and he was baptised my so co2r

in the midnight waters o rarl.

. e o

A black boy from Chicago

whistled on the streets of Jackson, Mississippi
testing what he'd been taught was a manly thing to do
his teachers

ripped his eyes out his sex his tongue

and flung him to the Pearl weighted with stone
in the name of white womanhood

thay took their aroused honor

back to Jackson

and celebrated in a whorehouse

the double ritual of white manhocd

confirmed,
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PART IV. CONTINUITY AND CREATIVITY: CULTURAL EXPRESSIONS OF SOUTHERN BLACK
WOMEN

PART IV-A. INTRODUCTION

The previous parts of this guide have stressed continuities in black
women's lives from Africa to America. In part by contrast, the following
essays explore the creativity within those continuities that has been integral
to their cultural experience. Part IV examines a variety of -raditional
cultural expressions: material culture, from crafts to gardening and hair-
styling; music, from spirituals to contemporary gospels; oral traditions, from
family tales to gossip; spiritual and religious beliefs and practices, from
church socials to hoodoo; and the prose writings of Alice Walker, which draw
deeply from the entire spectrum of her native southern btack culture. All of
these represent "a triumph of creative will over the forces of destruction”
(Thompson in Robinson, et al. 1969) which have been ranged against black
people for centuries. As Arna Alexander Bontemps and Jacqueline Fanvielle-
Bontemps remark in Forever Free: Art By African-American Women 1862-1980
(Bontemps 1980), in the "broadest historical sense" black people wete never
defeated psychologically by slavery and its aftermath:

Clearly they lost their battle to escape or destroy the peculiar
institution and their struggle for cultural dominance in areas such
as South Carolina where such dominance was feasible, but they never
lost their will nor their ability to forge a world of their own i
which they were able to give greater reign to their need for self-
expression based on freely chosen aesthetic preferences; indeed, 1t
could be argued that these were the terms on which a precarious peace
was maintained thereafter. . ., . The way they walked and talked and
sang and danced and laughed and dressed and ate and cooked; how they
were born and how they were buried; the medicines they used and the
"superstitions they believed; how they loved and who they hated; the
games they played and the things they believed in that were larger
than themselves.

Afro-American scholars begin with the precept, often discussed throughout
this curricuium guide, that traditional black culture in America has resulted
from a dual heritage--syncretism between West African and Euro-American cuyl-
tural patterns. The existing scholarly literature, however, is fraught with
problems for those trying to trace the direct evolution of specific Afro-Amer-
ican expressions, forms, styles, or techniques of cultural creativity from
their African precedents. Both the long-standing political biases of Euro-
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American reosearchers and fiel? ~kers and the incomplete documentation of the

itarial Ysare artifacts uh qave heen anprovriated by whites since the
ne of i contact--ro ok oro well=“aown exampie-—have obscured im-
“roar o rural it ¢ oy A i o calture is neitihe v homoJdenous
n v . s+ ci- . trigal, telirious, and lin~-
T i e . L s Jrour o, which must further be par-
ipor. b o otries to idontifv those particular
. ainea by women, who are often invisible in
scholarly studies. LEven otherwise me: iculous scholarvs have irossly general-
ized about women in African society--masculinizing and obscuring the artistry
and contribntions of women by speaking generically of "African man.” Only

recentlv are the cultural experiences and contributions of African and Afro-
American women beginning to be documented, reassessed, and analvzed from a
bias-free cultural historical perspective.

Thus it is not surprising that it is not the scholarly theor - -ticians of
culture, but its native interpreters--black female creative artists like
Harriet Powers, Zora Neale Hurston, Margaret Walker Alexander, Bessic Jones,
and Alice Walker--who have preserved and presented the best evidence of a
dvnamic, vital, southern black female aesthetic. 1In this part of the cur-
riculum gnide we continue to draw freely from southern black women's creative
wotk, both for its own artistic value and to offset the paucity of reliable
scholarly dacumentation and analysis of blagk female expressive culture.

Countervailing the problems inherent in .ich scholarly research, cultural
historians such as John W. Blassingame (1972; rept 1979) and Lawrence W.
Levine (1977) have demonstrated that a semi-autonomous Afro-American slave
culture, with distinctive Afrocentric forms of art, music, language, and
religion, had fully developed by the mid-19th century in the American South.
Mary F. Berry and John Blassingame (1977), in fact, refer to the Americas as
“an outpost of West African culture” during the centuries of slavery, and ft
i{s a culture still in evidence today. Scholars of the dynamics of culture
contact and change--anthropologist Melville J. Herskovits (1941; rept. 1968)
and art historian Maude S. Wahlman (1980) among them--reiterate that these
African survivals in the creative expressions of black Americans are far more
than non-functional, vestigial traits. They are evidence of conscious and
creative cultural synthesis.

The essays which follow rest upon the concept of a cultural continuum
linking precolonial West African societies through traditional southern black
communities to the contemporary black urban North. The Deep South, the in-
1ti{al site of the dlaspora to the United States, continues to be the heart-
land of Afro-America.

Within the South, the Sea Islanders of Georgia and South Carolina--vari-
ously referred to by scholars as Lowlanders, Low Country people, Afro-Caro-
linians, and Gullah speakers--offer a particularly vivid example of West Afri-
can retentions. Because of their extreme geographical isolation, Sea Island
Blacks have retained African cultural forms far more fully than peoples else-
where in the United States. Crafts such as basketry, music, language form and
structure, and religious beliefs and practices have clear West African an-
alogues. Mary A. Twining refers to this "relic area” as "a prime living
laboratory of African cultural survivals” (in Journal of Black Studies: Sea
Island Culture 1980). 1In his essay, “"Afro-Carolinfan Art: Toward the History

of a Southern Expressive Tradition" (1978), Gregory Day maintains that:
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the coastal Low Country of South Carolina and Georgia is an important
nlace to begin a search for the content and origins of traditional
Southern arts. One of the earliest areas of settlement in the Southeast,
this region has for over three centuries maintained a distinet cultural
heritage that includes a creole languauge, r-ligious heliefs, music,
dance, art and architecture. It was in the Low Country that an early
svnthesis of African, Caribbean, and European traditions gaye birth to a
distinctly Southern culture that was taken inland and westward bv those
coastal people involved in the colonization process.

The dvnamic cuicural retention and cultural borrowing so strongly
realized in the Sea Islands typifies Afro-American culture. This cultural
svacretism is itself an Iimportant part of the African legacy, as H, H.
Mitchell has pointed out in Black Belief: Folk Beliefs of Blacks in Africa
and Afro-America (1975): "Historically, West African peoples have bheen adept

at borrowing cultural elements from their conquerors and victims and fusing
them with their own."

In addition to its fluid, improvisational nature, the African/Afro-Amer-
tcan cultyral continuum is characterized by the cohesive integration of
diverse cultural expressions. A pronounced lack of distinction between the
decorative and fine arts, as between public and private contexts, and among
artistic media, parallels that in West African traditional societies. The
arts are manifested throughout daily life in ways that do not create an op-
position between an aesthetic and a utilitarian function. Even artifacts
designed for temporarv use may be carefully decorated, as are ritual objects.
Genres are frequently combined, e.g., costume-making, jewelry-making, drama,
and spiritual beliefs may all be fused into one multi~genre event, such as a
community ritual, Further! the audience/artist dichotomy, common in Euro-
America, is not present in West Africa,

Genres very distinct in Euro~American culture are frequently combined in
the Amcrican South, where expressions of material culture, for example, are
interwoven closely with other art forms--music, dance, literary and oral
traditions--sharing common themes, styles, and symbols., The improvisational,
polyrhythmic style of southern black quilters has deep affinities with jazz,
dance, and poetry. Dominant themes in black spirituality are reiterated in
the work of visionary folk painters, and the museum pieces of Faith Ringgold
and Betye Saar, articulated by black women novelists, and echoed in the cele-
hrations of gosp:l music. All are interrelated with each other and with ev-
eryday life, not separated by genre, context, and function in the Euro-Ameri-
can fashion, '

The political biases of race, sex, and class have a great deal to do with
what is generally regardcd as “art” and what is. not, and have determined which
members of society have access to the resources, leisure, and education re-
quired to produce the fine art that is regarded as "real art". This dichotomy
between the lives'and work of an elite few and those of entire groups of less
privileged people reflects a bias=fraught system of values, and thus no study
of Afro-American culture can be separated from that of the struggle of black
people against racism and that of black women against a double~bind of op-
pression. .

It is critical that students understand the integrative quality of the
African/Afro-American cultural continuum, if they are to appreciate the cul-
tural expressions of southern black women. While we have isolated the arts
into five distinct sections, we have 21so consciously interwoven disparate
materials into the approaches to each topic. Themes are repeated from one
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essay to another as they are in the culture, to illustrate that it is impos-
sible, for example, to study traditional black music without becoming aware of
the central role of spiritual and religious beliefs in southern black women's
lives, The holistic interrelatedness of the culture lends itself to peda-
gogical approaches such as the one w2 suggest in the concluding section on
Alice Walker., That essay attempts to illustrate the way one artist draws on
the comprehensive body of southern black female culture.

Teachers will wan: to refer to Lorraine Bethel's curriculum (1982), which
takes a parallel approach to black female culture. They may find it useful to
begin this unit by reintroducing and discussing such important concepts in the
study of culture as origin, diffusion, acculturation, assimilation, syncre-
tism, adaptation, reinterpretation, cultural maintenance, tradition-bearer,
transmission, and retention (see Part 1).

Cultural materials from the Sea Islands 2re mentioned repeatedly in Part
Iv. John Stewart's collection Bessie Jones: For the Ancestors: Autobiographi-
cal Memories (1983); Bessie Jones and Bess Lomax Hawes' book Step It Down:
Games, Plays, Songs, and Stories from the Afro-Ametican Heritage (1972); the -
companion phonograph LP Step It Down: Games for Children by Bessie Jonés, with
28 pages of detailed liner notes in booklet formj; the LP So Glad I'in Here; and
the film Yondet Come Day all feature Bessie Jones. .Jones actively and cons-
ciously bears and carries forth Sea Island cultural forms such as song, dance,
storytelling, and children's games. Thus her work is critical in helping
students understand the entire spectrum of Afro-American cultural expression,
particularly the roles of women as tradition-bearers. Jones lives the maxirn
of Afro-American traditional culture as stated by Vlach (1978): "To simul-
taneously express one's self and reinforce the image of the community.” Her
life and work stand as testimony to the strength and vitality of the expres-
sive culture of southern black women.
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PART 1v-B. "OUR MOTHERS' GARDENS": MATERIAL CULTURE

Approaches
&

Because most students will have seen or will know something of such types
of material culture as folk art and crafts, and because they are highly visi-
ble and comparatively easy to analyze, the study of material culture serves
well as an introductory model for classroom study of other, less accessible
aspects of cultural expression. As the term originated in archaeology, anth-
ropology, and folklore, material culture refers to tangible, concrete objects
(artifacts) that are made or modified by people and that are found within the
context of a particular cultural group. A concise working definition for un-
dergraduate classes might be traditional artifacts in a cultural context,
which are studied as much for their documentary value as historical and
- cultural evidence as for their aesthetic characteristics. Material culture
encompasses such things as quilts, clothing, cuisine, domestic environments,

folk art and crafts--tne physical creations through which members of a com-
munity express their cultural heritage. Through this study, Project courses
sought to intrgduce students to traditional Afro-American cultural aesthetics
and the ways in which the+v ire manifested.

Project classes examined the roles played by southern black women in cre-
ating, maintaining, and transmitting material cult.r. traditions., Those forms
of materia! culture i{n which women have been most active were scrutinized for
.continyities and similarities. 1In traditional Afro-American culture, certain
genres of the folk art and crafts, such as quilting and some types of basket-
making, have traditionally been dominated by women. 1In some, such as paint=-
ing, women have been active, while others (for example, pottery and woodcar-
ving) have been primarily associated with men. The domesciic environment=--
from gardens and yards to interior arrangement and decoration--has been a
.major area for the expression of a southern black female aesthetic, Women have
been the primary, active tradition-bearers in the culinary arts, sewing and
clothing-making, and in the creation of such Aftro-~American hair styles as
plaiting and corn-rowing. Teachers sought to help students consciously ar-
ticulate the guiding aesthetic of all these endeavors~-ac Ntozake Shange
(1980) says, to "pull the so-called personal outta the realm of non-art"”:
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that's why 1 have dreams and recipes, great descriptions of kitchens
and handiwork in sassafrass, cypress and indigo. that's why in for
colored girls . ., . {1 discuss the simple reality of going home at nite,
of washing one's body, looking out the window with a woman's eyes.

we must learn our common symbols, preen them, and share them with the
world.

Awareness of the existence of these common symbols is the poal underlying the
study of southern black women's material culture.

In order to appreciate sou.hern black women's material culture, students
must be familar with the differences between fine and folk artists, used in a
way that does not devalue or denigrate the latter's work. Fine artists are
highly trained professionals working out of a formal, elite, and institution-
alized tradition. Folk artists are individuals with informal training, who
have learned their art form orally or by imitation, in face-to-face inter-
action, and who rarely make their living from their artistry. Some profes-
sional artists, like Faith Ringgold, Betye Saar, Barbara Chase-Riboud, Camille
Billops, and Elizabeth Catlett also draw on traditional materials, form,
style, and content (see Bontemps 1980). Working within a communal aesthetic,
folk artists commonly use the materfals at hand, and draw their forms, styles,
and themes from their native culture. Students should be able to distinguish
between traditional folk and visionary (or "isolate”) artists--the latter
whose work, inspired by personal dreams or visions, i{s often idiosyncratic and
whose style is more highly individualized. All these artists reflect in their
work the themes and symbols of southern black female culture.

The task of articulating and understanding the aesthetic values expressed
in the daily lives and tangible creations of "ordinary” women lends itself to
a wealth of classroom activities. As Project students read slave narratives,
autobiographies, fiction, and poetry by and about southern black women, they
examined them for evidence of varying forms of material culture. Students can
do comparative photographic documentation or inventories of household environ-
ments, contrasting Afro-American and Euro-American aesthetics and senses of
arrangement. As an introductory exercise to artifacts and their significance
in all our lives, some teachers asked students to list the five objects that
they would take from their home if it were on fire, to explain their choices,
and to consider the objects their mothers and also their grandmothers would
choose., From this simple exercise, many conclusions can be reached about the
importance of material objects in creating and expressing value systems.

Using the suggestions for interviewing, collecting, documenting, and
presenting materials which are found in Part V of this guide, Project students
studied a wide variety of artifacts from their families and communities,
Family and local community members, as well as residents of senior citizens'
homes, represent a rich mine of information. For classroom study of tradi-
tional foodways or culinary arts, family recdpes can be collected, as well as
the stories that go with them. Students might prepare a' class buffet or con-
duct a bake sale, using only traditional recipes that have 7 handed down by
the women in their family. Food rituals can be compared a ,arved: Who
eats together? When? Where? How do meals begin? Is grace .u.id? What be-
haviors form the family or group's body of manners? What kinds of topics
comprise table talk?

Community women noted for their talents as gardeners, quilters, cro-
cheters, or cooks can be interviewed and their creations, and the process of
making them, photographed. Different generations of women can be questiorned
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about their attitudes and lore about hair, or about changing clothing styles,
Specific objectives for the study of material culture include:

*Examining the development of a distinctly Afro-American material
aesthetic, combining African retentions with Euro-American forms and
American experiences.

*Exploring the particular aesthetic of southern black women in the genres
in which they have been the primary tradition-bearers.

*Analyzing the different genres in which southern black women have found
creative expression--needlework, basketmaking, domestic environments,
foodways, personal dress, and hair styles.

*Becoming familiar with the work of noted southern black female folk and
visionary artists.

*Exploring the connections between traditional folk and fine artists
working out of a shared southern black folk tradition.,

*Becoming aware of the common aesthetic that links all creative cultural
expressions of southern black women.

Materials

Available resource materials for the study of tangible artifacts created
by black women in the South range from books, articles, and monographs by
folklorists, anthropologists, and cultural historians, to exhibition catalogs
and pictorial surveys by art historians, to oral histories or film and video-
tape documentaries which feature particular artists. As discussed above, the
scholars and interpreters of both African and Afro~American material culture
have usually been white, and most often have been male. Notable exceptions,
whose recent careful documentation and scholarly analysis will be utilized
throughout this unit, are the writings of Lorraine Rethel (1982), Arna A.
Bontemps (1980), Mary A. Twining (1975-1976, 1978, and 1983), Gladys-Marie Fry
(1976), and Roslyn A, Walker (1976), In addition, novels, short stories, and
poems by black womeu creative writers are often valuable resources for the
study of the material culture of southern black women, and selected works of
poetry and fiction are highly recommended for classroom use.

It i{s through the integrated use in the classroom of such creative wri-
tings, with scholarly analyses and audiovisual materials, that students can
gain easier access to understanding artifacts, their creators, and the con-
texts for their use and enjoyment. Audiovisual resources that are particul-
arly recommended include the films The Afro-American Traditiof in the Decor-~
rative Arts (in conjunction with Vlach 1978), Made in Mississippi (in con-
junction with Ferris and McCallum 1982 and Ferris 1983), Nellie's Playhouse
(in conjunction with Livingston and Beardsley 1982) and Spirit-Catcher: The
Art of Betye Saar; the videotapes African Origins and Traditions in Crafts,
African~American Folk Art and Craft Traditions, and "Learned 1t In Back Days
and Kept It"; the videotape series Folk Artists Teach . . . ; and the slide
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set, Black Women Artists.

Literature on the range of genres, contexts, and functions of the mater-
ial culture artifacts of women in Africa is just beginning to emerge from the
work of femiufatr-oriented scholars and art critics, but as yet no comprehen-
sive overview of the traditional arts of either West African traditional or
contemporary women is avallable. Teachers wishing to do further reading on
the African cultural backgrounds of the material culture of black women in the
American South are referred in particular to the essay by Roslyn A. Walker,
"Woman as Artist in Sub-Saharan Africa” (in Bontemps 1980; see also Walker
1976) and tc the writings of Denise Paulme (1956 and 19631), Rene S. Wassing
(1968), Clara Odugbesan (1969), Louise E. Jefferson (1973), Thelma R. Newman
(1974), Nancy J. Hafkin and Edna G. Bay (1976), Mona Etienne (1977), Bennetta
Jules-Rosette (1980), Christine Obbo (1980), and Filomina Chioma Steady
(1981). 1In addition, Judith Friedlander (1978), while focusing on Mexican
women's traditional arts, offers a highly provocative conceptual framework for
analyzing "the aesthetics of oppression”--the art of Third World women in
terms of the economic and sociopolitical biases of sex, race, and class.

Basketry., One of the clearest and most well-documented examples of the
continuation of African practices and the preservation of African forms in
southern black culture is the coil basketry tradition of the Sea Island region
of South Carolina and Georgia. These baskets, made from grasses gathered from
the surrounding woods and marshes, and sewn together with an awl, closely
resemble those found throughout West and Central Africa. As discussed above,
the Sea Island people exhibit a marked degree of Africanisms in music, speech,
lifestyle, cooking, as well as in their crafts.

Project teachers used several essays on Sea Island material culture. A
chapter of the exhibition catalog, The Afro-American Tradition in Decorative
Arts (Vlach 1978), is devoted to Sea Island basketry, as are two essays in the
Ferris antholrgy (1983)., Mary Twining's "“Harvesting and Heritage: A Compar-
ison of Afro-American and African Basketry" 1is an excellent article for class-
room use, describing the evolution of basketry in the Sea Island region, its
African precedents, the process of basket sewing, and the role of basketmaking
today in that culture. Although during the pre- and post-Civil War periods,
baskets were produced primarily for local use, the tourist trade currently
comprises the major market for hasketmakers, At one time used for 2 variety
of functional purposes--"fanning the rice, winnowing corn or othe: grains,
measuring food allotment, travelling and harvesting, sewing, and collecting
money in the churches"--with the exceptions of the church collection baskets,
patterns are now determined by their popularity on the roadside stands that
Aot South Carolina's Highway 17 (Twining in Ferris 1983). Twining also cites
studies of the Bambara-Djula-speaking people of Mali that report techniques of
coil basketry similar to those of the Georgia and South Carolina Sea Islands,
noting:

Among the Bambara-Djula speakers, the basket containers are associated
with females and thelr roles in the society, specifically the holding
capacity of the baskets is equated with the women's carrying children.
Tt seems interesting that there is an obvious connection among the
Mount Pleasant people, as well, between women and baskctmaking,

Gerald Davis (also in Ferris 1983) remarks as well ipon the r<le of women
in the basketmaking community in his article, "Afro-American Coil Basketry in
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Charleston County, South Carolina: Affective Characteristics of an Artistic
Craft i(n a Social Context":

Each family unit has at least one, or, frequently, two or three "master”
hasketsewers, nowadays usually a female member of the family, who pre-
pares the baskets for the commercial market, It is her obligation to
pass the basketry techniques on, usually to younger women, daughters and
granddaughters.,

Other information as well is passed on within the aesthetic community formed
by the basketmakers, including family and regional histories relating to bas-
xet sewing, jokes, legends, tales, and a wide variety of folkloristic mater-
lals and commentaries. Davis' analysis is of basketweaving as a cultural
system; of the basketweavers themselves he concludes that they maanifest "a
hizh degree of self-consciousness and personal power within a loosely col-
lective community,”

Gregory Day discusses basket sewing, along with fishing, furniture
making, architecture, and quilting as key features of the Afro-Carolinian
expressive tradition, in which the production of traditional arts continues to
play an important role. He notes that the Afro-Carolinian arts are similar,
particularly in the degree of improvisation and innovation which characterizes
them, to other Afro-American expressive traditions.

Quilting., Among the needle arts, quilting has perhaps been the most
widely and carefully documented, and excellent classroom materials are
available from both written and audiovisual sources, The catalog from the
exhibition Black Folk Art in America 1930-1980 (Livingston and Beardsley 1982)
includes a brief discussion of quilting, and John M, Vlach (1978) also devotes
a chapter to this art form. The Ferris anthology (1983) contains a number of
articles on quilting., One chapter, by editor William Ferris, is entitled
"Pecolia Warner, Quilt Maker" and consists of edited oral history interviews
with this black Mississippi quilt maker whose life and work are also explored
in Ferris and McCallum (1982) and in Ferris' films Made in Mississippi and
Four Women Artists, which are available with accompanying teachers' guides,
These combined resources allow teachers to utilize contextual informatign
about the maker and her community along with visual {llustrations of her life
and work, for enriched classroom study of this topic. Judith Wragg Chase's
Afro-American Art and Craft (1971) and Middleton Harris, et al.'s The Black
Book (1974) are particularly useful for their excellent photographs of ex-
amples of southern black needle arts and quilting styles. These sources
discuss quilting in terms of the retentions of African techniques, stvlistic
principles, and outstanding examples of the genre, such as the remarkable
quilts of 19th-century Georgian, Harriet Powers, in the Smithsonian and Boston
museums.

Southern black women, incorporating features of African textile arts,
have evolved a quilt-making style that contrasts sharply with the Euro-Ameri-
can aesthetic, which is rigid and uniform in pattern an' highly predictable in
desipgn. “"Furo-American forms were converted so that Af. ideas would not
be lost,” Vlach obsc s. Enslaved women who created the Arro-American style
"simultaneously served th~ requirements of their masters [that quilts be made]
and preserved a culturil . morv” >f African textile aesthetics. This memory
lives today in the worx of con.emporary quilters,

Maude Southwell Wahlman and John Scully's article on the "Aesthetic Prin-
ciples of Afro~American Quilting” (in Ferris 1983) isolates five aesthetic
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principles which offer a framework from which the individual quilter chooses
elements and within which she evolves her own distinct style. They list:

1) strips to cunstruct and to organize quilt top design space;
2) large-scale designs; 3) strong, highly contrasting colors;
4) off-beat patterns; 5) rultiple rhythms.

The use of strips (long, narrow, rectangular shapes of cloth which are used to
piece a quilt) in particular reflects a textile aesthetic which has been
passed down for generations among women who are the descendents of Africans,
The asymmetrical repetition of form, of f-beat placement of pieces, variable
color schemes, and controlled sense of rhythmic movement in Afro-American
quilts exhibit an emphasis on improvisation remarkahly similar to that of
jazz, and which is, in fact, characteristic of Afro-American cultural forms as
a whole.

The well-known quilcs of Harriet Powers are deplicted and discussed by
Vlach (1978), Wahlman and Scully (in Ferris 1983), and in separate essays
devoted to them by Marie Jeanne Adams (in Ferris 1983) and by Gladys-Marie Fry
(in Wadsworth 1976), Harriet Powe:s' work 15 also featured in the film
Missing Pieces, which was based on the 1976 Georgia tolk arts exhibition
produced by Wadsworth. The Powers quilt now in the Smithsonian Institution
illustrates eleven Biblical scenes, beginning with the Garden of Eden and
ending with the Nativity. A second Powers quilt, now in the Boston Museum of
Fine Arts (reproduced on the. cover of this guide), combines Biblical scenes
with depictions of meteorological evants that occurred during and before
Powers' lifetime., Powers supplied an interpretation of her illustrations of
local events and oral history when she sold her . quilts in ¢, 1890, which has
been widely reprinted (e.g. in Ferris 1983). Both quilts are stunning exam-
ples of artistic syncretism. The applique techniques are strikingly similar
to those used in old Dahomey, by the Foi of Benin and the Ewe, Fanti, and
Ashanti of Ghana. Affinities between Dahomean textiles and Powers' work in-
clude the use of -patterned figures in tue quilt top design, the shared motifs
of birds, fish, crescents, and rosettes, and the simple, direct, and iconic
quality of the scenes.

Wahlman and Scully (in terris 1983) note that women quilt for different
reasons, and that the role of quilting in the lives of the quilters themselves
merits further attention:

Additional research must also be done on the social context for Afro-
American quilts: the hame, Although Afro-American quilts are being ap-
preciated in art galleries, the real art galleries for hundreds of years
have been Afro-American homes . . . We need to know how quilts were used
by the people who made and needed them. We need to remember the women
whose hands warmed, loved, protected, healed, and reassured. Quilting
is an extension of those hands,

Alice Walker's short story "Everyday Use” (1973a), 11 to those
hands. Dedicated "for your grandmama,” the story is told v, . . 1 who
descr.. as "a large, big-boned woman with rough man-wor g hands.”

This rural woma. is the mother of two daughters, Dee and Maggle. aiter years
of fleeing her origins and pursuing upward mobility, Dee returns to the family
farm in African dress, with a new African name (Wangero). She spends her tiy-~
acquisitively looking about her mother's home for family beiongings to take
home, display, and "transform” into art objects. Deciding she wants two
quilts pieced by her great-grandmother and great-aunt, and discovering that
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her mother has promised them to Magyie, who has never left home, Dee "gasped
like a bee had stung her,”

“Maggie can't appreciate these quilts!"™ she said. “She'd probably
be backward enough to put them to everydav use."
“T reckon she would,"” I said . . . "I hope she will!" I didn't want

to bring up how I had offered Dee (Wangero) a quilt when she went away
to college. Then she had told me they were old-fashioned, out of “tyle.,

The mother denies the quilts to Dee, the daughter for whom she has
sacrificed for years, and for the first time embraces Maggie as her own
beloved child. Leaving, Nee accuses her mother of cultural ignorance:

“You just don't understand."
"What don't I understand? I wanted to know.
"Your heritage,” she said.

Even in her embrace of African ways, Deec (Wangero) is still caught in the
dichotomous vise of the Euro-American value system that separates aesthetics
from utility, Art for "everyday use" 1s the African heritage. Walker's story
can serve as provocative means for stimulating classroom discussion of the
polarities in Euro-American art that are integrated within Afro-American
expressive culture: art/craft, elite/folk, formal/informal, beauty/utility,
form/function, display/use, special/everyday, and public/private.

Painters. The major sources used by Project teachers for the study of
folk and visionary painters from the southern black tradition were the
Livingston and Beardsley exhibition catalog (1982) and selections from Elinor
Horwitz's Contemporary Folk Artists (1975)., 1In an introductory essay, Jane
Livingston (Livingston and Beardsley 1982) obgerves that of the major
traditions in American art history:

one 1important episode has been dominated, in authenticity and in sheer
numbers of practitioners, by black "artists. That aspect of American

art 1s a certain kind of self-generated or "folk" expression., It is

an aesthetic paradoxically based in a deeply communal culture, while
springing from the hands of a relatively few, physically isolated, i{ndi-
viduals. This phenomenon has effloresced particularly in the present
century, It cannot be coincidental that perhaps fully half of the

truly great artists in the recent American folk genre, from the early
1920s tec the present, are blacks and predominantly Southern blacks.

Among these artists are a number of gifted women, including Sister Gertrude
Morgan, Nellie Mae Rowe, Inez Nathaniel Walker, and Clementine Hunter,

_Sister Gertrude Morgan, born in Alabama in 1900, was talented as a
preacher, a singer, and as a visionary painter whose themes are celebratory
and Imagery apocalyptic, At age 37 she received a divine message to preach,
upon which she moved to New Orleans and worked as a street preacher. With two
other women, she started an orphanage, and joined a sanctified church which
emphasized music and dancing as avenues of communion with God. Sister Ger-
trude did not begin painting until she was 56, and her artistic production
increased greatly aften the orphanage was destroyed by a hurricane a decade
later (Horwitz 1975; see also Livingston and Beardsley 1982 and Alexander
1970).
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Nellie Mae Rowe, born in Georgia in 1800, also flowered as an artist
when she was in her mid-60s. Rbwe's prodigious output included drawings, oil
paintings, wood aad chewing-gum sculptures, quilting, and the doils she had
made since childhood (Livingston and Beardsley 1982; see also the film
Nellie's Playnouse). Inez Nathaniel Walker, born in South Carolina in 1911,
began to draw in prison, as a means of personal therapy (Livingston and
Beardsley 1982)., Clementine Hunter, one of three black women featured in
Elinor Horwitz's Contemporary Folk Artists (1975), is a native of Natchitoches
Parish in Louisiana. She created paintings that are:

[ 4

naive in execution, joyous, spontaneous, radiant with color. They

depict all aspects of life in the rural South, Like so many folk

artists, Clementine Hunter paints only happy memories. Even her funerals

have an air of festivity. The women are wearing their best hats, the

flowers are superb, the corpse rests in a sky blue coffin under a sunlit

sky.

As well as painting, Hunter was known for her quilts, cooking, and making rag
doll dresses.

Domestic Arts. Jane Livingston remarks (in Livingston and Beardsley
1982) on the "radiant force of will, palapable sense of courage and self-know-
ledge” which are evident upon meeting artists such as these women. "These are
artists,"” she continues, “for whom the forging of -a major body of work, and
the creation of a serenely productive life, both occurring against monumental
odds, constitute a feat which could seem nearly inconceivable.” Project teach-
ers used Alice Walker's important essay, "In Search of Qur Mothers' Gardens"
(1974; rept. 1983), to discuss the creative spirit as manifested in ways that
are perhaps less spectacular. "How was the creativity of the Black woman kept
alive, year after year and century after century?” Walker asks. She finds
the answer to her question in the life of her own mother:

During the “working" day [my mother] labored beside~--not behind--my
father in the fields. Her day began before sunup, and did not end
until late at night. There was never a moment for har to sit down,
undisturbed, to unravel her own private thoughts; never a time free
from interruption--by work or the noisy inquiries of her many children.
And yet, it is to my mother--and to all our mothers who were not
famous--that I went in se~rch of the secret of what has fed that
muzzled and often mutilated, but vibrant, creative spirit that the
Black woman has inherited, and that pops out in wild and unlikely
places to this day.

She realizes that it i{s in her flower gardens, renowned for miles around, that
her mother's artistry is expressed., Carole Clemmons Gregory's poem “Revel-
ation,” in Conditions Five: The Black Women's Issue (1979), also celebrates
the everyday, domestic artistry of her mother:

the earth in her fingers planting red morning glories/petunias,

sunflowers, dec iting our yard,/braiding our hair . . . /she held
her head up : we moved into the projects.
In their discussions of cooking as a domestic art, Pro; . .ers found
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Lorraine Bethel's treatment of "Black Women's Culinary Arts” (1982) to be
extremely valuable. Bethel suggested that her students consider the de-val-
nation of the coo-ing done by women (as compared to the great status accorded
to male cooks), the role of black women as cooks for thelr own families as
well as those of white masters and employers, and that they carefully ponder
the origins of soul food as that which was once considered unfit for con-
sumption by whites. Berhel also recommends that classes prepare and sample
food together., Among other resources used to spark students' insights as to
the cultural significance of food is the anthology Black People and Their Cul-

ture: Selected Writings from the African Diaspora (Shapiro 1976). Shapiro
includes an article by Diana Ameley Ayensu on African cooking and the role of
food in African social life, which provides an interesting contrast to cook-
books by southern black women in America. Norma Jean Darden and Carole
Darden's Spoonbread and Strawberry Wine (1978) is a cookbook which combines
traditional recipes with family history, photographs, narratives, and com-
mentary. Edna Lewis' collection of traditional family seasonal and holiday
foodwavs, The Taste of Country Cooking (1978), was also used. Such books—-
which Bethel (1982) calls "a classic genre in black women's literature'--are
valuable as classrocm resources, to demonstrate the role food plays in solid-
fving bonds hetween people, and to stimulate students to examine the role of
toodwiys in the culitare of their own families and communities, Molly C.
Dougherty discusses "The Ceremonial Meai" as community ritual in Becoming A
Woman In Southern Black Culture (1978), making salient points about special,
holiday, and festival meals and the role of foodways in communities that are
larger than the family unit. Her remarks reiterate memories of church socials
and "dinner-on-the-grounds” descrihed in readings used in other sections of
Project courses, such as Maya Angelou's 1 Know Why the Caged Bird Sings (1970)
and Carole Ann Gregory's poem, “The Greater Friendship Baptist Church" (in
Stetson 1981). Nikki Giovanni's "Legacies" (in Fisher 1980) suggests the way
food symholizes the bonds between women. Giovanni recalls the time her grand-
mother told her:

“{ want chu to learn how to wmake rolls,”" said the old
woman proudly
but the little girl didn't want
to learn how hecause she knew
even .f she couldn't say it that
that would mean when the old one died she would be less
dependent on her spirit . . .

Project classes also explored fashion and hairstyle, and the norms,
values, heliefs and customs associated with them, as forms of female cultural
expression, as does Bethel (1982) in her sessions on "The Racial/Sexual
Politics of Appearance: Black Women's Fashion" and “The Politics of Black
women's Hair." The Shapiro anthology contains a photo-essay on corn-rowing.
Some teachers assigned Bebe Moore Camphell's “Color Struck" (1978), which
relates issues and attitudes surrounding black women's hair to color pre-
judice. Vercamae Smart-Grosvenor addresses these issues in “Skillet Blond"
«¥in Baraka and, Baraka 1983) depicting the destructive effects of being judged
N ‘lJien standards:

rever 'menting on how vou look. What they say hurts
#ae  Spe 1y wnen the. : hoo 1 are entirely too
it red. 1 i1s your favor. . .or, . 1've crying
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when they predirt that you will never bhe ahle to wear lipstick.

"How come she always grinnin and showin her teeth, look like a
african with them big liver lips.”

"A{nt {t the truth, she'll never be able to wear lipstick.
dont make lipstick for two-toned lins.,”

"Umm dont that bottom pink 1lip look like a monkeys behind?”
It's all you can do to hold it in and not cry.

"Nose flat as a aunt jemina pancake and not nough hair in the
kitchen to even think bout curlin.”

"Aint it the truth, look at them nappy edges.”

They

Willie Coleman's poem, "Use to be,” in Conditions: Five; The Biack Women's
I[ssue (1979), offers a look at black beauty parlors as an important setting
for infrrmal communication and the expression of the rituals of a black female

aesthetic--the sharing and preening of common symbols called for by Ntozake
Shange:

lots more got taken care of/than hair./Cause in our mutual obivious

dislike/for nappiness/we came together/under the hot comb/to share/e d
share/and share,

K
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PART IV-C. "REPLACING HEARTS WITH GOD AND SONG": TRADITIONAL MUSIC

Althoigh most college-age students, female and male, black and white,
have usually had a great deal of informal exposure to black women in music,
dance, and drama, a course unit on traditional music can formally introduce
the intellectual concepts, interpretive frameworks, and research skills neces-
sary for re-assessing the place of southern black women in the performing
artse. Although some Project courses included study of other performing arts
such as film and theatre, in this curriculum guide we will focus exclusively
on music. From the wide spectrum of Afro~American music, this essay reviews
only thoses genres--on the entire continuum from secular to sacred--that exist
within or derive directly from the folk or traditional context. A non-elite
cultural approach i{s again taken, one that emphasizes informally trained but
highly skilled artists, usually performing in a face~to-face interpersonal
context within the black family, neighborhood, or community., Thus, the blues,
lullables, play songs, work songs, spirituals, gospel music, and protest songs
are the primary fccus, rather than operatic arias, chamber music, symphonic
works, ot commercial "Top Ten" hits, Key southern black women who achieved
widespread public exposure, sometimes accompanied by commercial success, but
whose style was traditionally-rooted--"classic” blues singers like Gertrude
“Ma" Rainey and Bessie Smith and gospel singers like Sister Rosetta Tharpe and
Mahalia Jackson--are highlighted for their significance in the history and de-
velopment of both mainstream black and white American popular music. This re-
view first focuses on the history and development of southern black music
within the traditional context, and second, examines the aesthetic, roles, and
contributions of southern black women as its creators, performers, and trans-
mitters,

Approaches

The major objective of such a course unit is to survey the historical
background of black women's music, from Africa to America, from the rural Deep
South to the urban North, and to examine 1its evolving functions within chang-
ing sociocultural contexts, Teachers are encouraged to 'bring filmed and re-
corded musical examples into the classroom to illustrate and enliven discus-
sion. Films and videotapes such as From Jumpstreet, Black Music in America,
or other multi-part surveys of Afro-American music and phonograph records such
as Negro Folk Music of Africa and America or Roots of Black Music in America,
should be integrated with discussion of assigned readings throughout the study
of the traditional music of southern black women. Teachers shoulgd refer to




seccions B and C of Part VI for audiovisual source materials for classrocm
use.

In addition to utilizing films and phonograph records in the classroom,
teachers should emphasize direct student contact with or participation in
Afro-American women's music-making. A variety of both in-classroom and off-
campus activities can be used to encourage an experiential approach to this
topic. Some students might themselves be talented amateur or semi-profes-
sional singers, who world be willing to perform medleys of traditional songs
such as spirituals or gospels for other class members. Students could conduct
a mini-celebration of black women's music in conjunction with Black Heritage
Month or Women's History Week at their sorority or dormitory or at the univer-
sity student center. Many Project classes found that within their own fam-
ilies or communities there were usually talented female singers--such as a
student's mother or grandmother--who were willing to come into the classroom
to discuss and perform traditional lullabies or other songs. Students'
younger sisters were alsq asked to siug and demonstrate play and game songs,
Nften campus or community organizations, such as glee clubs, choruses, and
interdenominational choirs perform in local programs throughout the year, and
some Project classes visited such concerts. Local female singers also perform
regularly at area churches or special musical programs at community centers,
and classes might attend such events, comparing and contrasting the music used
by different denominations. Women sing gospel music in a wide variety of
contexts--in congregations, choirs, quartets, and other ensembles. Live or
recorded examples of the most well-known and commercially popular southern
black women soloists, whose performance styles are most traditionally-rooted,
might be analyzed for continuity and change. Another approach would be for
interested students to focus on the popular gospel musi: compositions of black
women--such as Lucie E. Campbell, Lillian Bowles, Sallie Martin, Roberta
Martin, Dorothy Love Coates, Anne C., G. Brooks, Mary Lee Carr, Wynona Carr,
Mattie Moss Clarke, Ruby Sims Crocker, Ruth Davis, Louise icDonald, Cora
Martin.

Watching and listening to performances of traditional music was supple-
mented in Project courses by assignments asking students to compare renditions
of the same song--a traditional blues or lyric song, for example--as it has
changed over time, or how variant texts are sung by different women. Con= ax
temporary gospel songs as well as popular secular songs played over commercial
radio stations were analyzed by Project students, who kept logs of the songs
receiving the most frequent airplay. These were discussed in terms of their
titles, lyric content, message, carryovers Of traditional stylistic elements,
and the regional origin, race, and gender of the singer. For black-oriented
gospel radio stations in particular, the differences between genres and styles
of songs performed by female soloists or groups were contrasted to those per-
formed by men, Similiarly, biracial classes contrasted the gospel music
traditions of southern Blacks and whites, comparing repertoires, lyrics, and
performance styles. ' :

Pedagogical objectives for the study of southern black women and
traditional music include:

*Understanding the general history and development of black rusic,
from Africa through contemporary black America, highlighting the
roles and contributions of southern black women as creators, performers,
and tradition-bearers. )
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*Examining the traditional, small group or community, grassroots contexts
out of which Afro-Amerfcan music continues to develop, and the seminal
role of the South and of women within this context.

*Examining the diaspora to the North and throughout the world and the
impact on mainstream music of southern black traditional music and of
southern black female performers,

*Understanding the commonalities and continuities between traditional
music and other forms of creative cultural expression, such as oral
traditions and verbal art, literature, visual arts, and material
culture,

*Analyzing the racial politics of black and white popular American
music and the sexual politics within black American music.

*Examining historical and contemporary images of southern black women in

music, challenging their authenticity and understanding why those
specific images have been created and maintained.

Materials: The African Background

Fundamental to an understanding of Afro-American music is a bagic intro-~
duction to the highly-developed musical artistry of West and West Central
African tribal societies and to the roles of women within African musical cul-
ture. Eileen Southern, in the first chapter of her important music history
text, The Music of Black Americans (1971a), describes how music played an in-
tegrative function {in tribal societies. Music accompanied or commented on all
activities of daily life--birth, childhood, rites of initiation, marriage,
healing, death, work, war, religious ceremonies, harvest festivals--and it was
also used for purposes of social commentary, criticism, and protest. These °
wide-ranging functions of African music, many of which were retained by south-
ern slaves and assimilated into Afrc-American musical culture, will be discus-
sed throughout this section of the curriculum guide. They are important to
emphasize in the undergraduate classroom--to help students go beyond simple
appreciation of musical style and performance to gain a deeper understanding
of music's relationships to other aspects of culture, and to larger social
phenomena.

Southern also points out a number of important characteristics of African
music, and defines several key terms that should be introduced to students
early in their study of music. Among them is the pattern of call-and-re-
sponse--or vocal alternation between soloist and group--that was a carryover
from Africa into slavery in America, and is one of the most significant
teatures of Afro-American music. Arother {s the emphasis on communal activity
or group participation. She notes wiile "generallv, only males played musical
instruments [and] the women joined in on the singing and dancing,” that
"exceptions to the all-male instrumental groups seem to have been associated
with the music performed in connection with rites of birth, marriage, and
death,” and offers several examples of female instrumentalists (1971a).

While Southern's text is useful for providing an introductory overview of
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black music in Jeneral, Irene V., Jackson's "Black Women and Music: A Survey
From Africa to the New World” (in Steady 1981) takes a more female-centered
approach and is highly recommnanded. She sets out to counter "the invisibility
of women in ~tudies of music of African and African-derived societies.” Using
a3 her examples certain rites of passage associated with the female life cv-
cle--childbirth, puberty, adulthood, marriage, and death--Jackson discusses
2xamples from several African tribal societies where women have been active as
creators, makers, and transmitters of rusic, as both siigers and
instrumentalists,

Both The Music of Black Americans (Southern 1971a) and Readings in Black
American Music (Southern 1971b), a collection of primary wource materials
wiilch is often used to accompany the music history text, include the ecarliest-
kiown example of an African song text, translated in the latc 18th century
from the singing of his female Mandigo or Malinke hostess by Scotsman Munygo
vark, It is sung extemporaneously by a group of family women who return to
spinning cotton after they have fed and provided shelter for their guest:

Iverse:] The winds roared, and the rains fell;
The poor white man, faint and weary,
Camne and sat under our tree;
He has no mother to bring him milk,
No wife to grind his corn.

[Chorus:) Let us pity the white man.
No mother has he to bring him milk,
No wife to grind his corn,

The song is structured in one typical African textual form-alterrating a
verse sungz by the leader with the chorus on which the group joins in--that is
also quite common in Afro-American work songs.

The song texts and music of slave women in America were also written down
by many early collectors, among them John Wesley Work from Fisk University,
who documented one traditional work song that accompanied slave women's labor
on a southern plantation (1940; rept. Smith 1979):

T.ook-a yonder! Hot boilin' sun comin' over,
Look-a leocok-a yonder, Hot boilin' sun, comin' over,
An' he ain’'t goin' down

An' he ain't goin' down.

It is important to point out here that in African, as in Afro-American music,
the words of a song are often more important than the melody, and songs are
also characterized by the dynamic existing between their formal structural
framework, established by cultural tradition, in contrast to the individual
singer's freedom for spontaneous creative variation and improvisation.

11 addition to repetition contrasted with improvisation and variation,
the call-and-response technique, emphasis on dancing and other body movements,
and communal participation, several other distinct characteristics of African
music that have been assimilated into Afro~American music are listed in Pearl
Williams-Jones' essay "Afro-American Gospel Music: A Crystallization »f the
Black Aesthetic” (1975). These African~derived traits were pointed out to
Project students, as they listened to recorded examples of both African and
Afro-American music: varying vocal tone and timbre and the use of falsetto,
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shouting, moaning, roughness, and other vocal special effects to communicate
meaning and emotion; emphasis on complex and dynamic rhythms with percussive
dominance; a dramatic concept of the music; and immediacy of communication.

Elecanor Smith's provocative Heresies essay, “Ana ~lack Women Made Music"
(1979), is another important resource for exploring the adaptation of African
idioms to the musical language of Afro-America, and their significance in
southern hlack women's music. 1In this essay, which is particularly accessible
to students, Smith emphasizes the integrative cultural approach to music, and
pointss out the void in available literature about the experiences and
contributions of black women.

Materia s: The Legacy of Slavery

The Smith essay (1979) is also useful for illustrating the continued
integration of music into all aspects or 1ife--work, -lay, and worship—--and
for tracing African cultural continuities in Afro-Ameri. in slave society. She
comments:

+ o o After arriving in thi: country, [Afrikan women] were not allowed

to speak their languase, worship or follow any of their customs and
cultural traditions, The first generations of Afrikan women were not
removed from the memory of hom~ and so were able to participate in those
Afrikan traditions familiar to them when not under the watchful eye of
thelr captors, It was not until several generations of Afrikan women
were born in the colonies that the slave experience in America influenced
the Afrikan to create an Afrikan American nmusic.

The musical traditions of blacks during slavery have been documented through
several extant primary sources--particularly slave narratives, newspapers,
official records, travel accounts, and the journals and diaries of the white
plantation owners or their wives (see Epstein 1977). The early written re-
cords by such collectors of the music of slaves and ex-slaves as Mrs., Natalie
Burlin Curtis and Nathaniel Dett from Hampton Institute, Thomas W, Talley and
John Wesley Work from Fisk University, and Howard Odum and Guy Johnson from
the University of North Carolina also provide important first-hand resources
for information on black women's music during slavery. (See Curtis 1919, Dett
1927, Talley 1922, Work 1915 and 1940, and Odum and Johnson 1925 and 1926),
Southern (1971a) includes a chapter on "“The Scuthern Colonies,” and her col-
lection of readings (1971b) also contains numerous contemporaneous accounts of
both the secular and sacred music of slaves,

The retention of African musical elements in the New World was par-
ticularly powerful in New Orleans, where the city's secret voodoo cults and
famous "voodoo queens” incorporated music into the heart of many forbidden
rituals and ceremonies (Cavin 1975; Placksin 1982). 1t was also in New
Orleans thzt the custom of slaves' Sunday afternoon music, chanting, and
dancing in the Place Congo continued throughout the first half of the 19th
century. Perhaps the most famous account of women's participation at the
Place Congo is that of architect Benjamin Henry B, Latrobe, who visited New
Orleans in 1819, Selections from his journal were first published in 1905 and
are included in Southern's Readings in Black American Music (1971b):
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« o« « They were formed into circular groups, in the midst of four of
which that 1 examined (but there were more of them) was a ring, the
largest not ten feet in diameter. In the first were two women dancing.
They held each a coarse handkerchief, extended by the corners, in their
hands, and set to each other in a miserably dull and slow figure [sic],
hardly moving their feet or bodies. The music consisted of two drums and
a stringed instrument. . . . The women squalled [sic] out a burden to the
playing, at intervals consisting of two notes, as the negroes workinz in
our cities respond to the song of their leader. . . « In the same orches-
tra was . « . also a calabash with a round hole in it, the hold studded
with brass nails, which was beaten by a woman with two short sticks . .

The continuum of the music of southern black women during the later slave
period is also surveyed in the Elecanor Smith (1979) and Irene V. Jackson (in
Steady 1981) essays. Students should become acquainted with the dJdiverse and
interrelata¢ genres of music during slavery: work songs and shouts, field
hollers, play and game songs, protest songs, ring shouts, spiritusls, hymns,
and lullabies. Like other forms of Afro—American cultural expression, musical
geures overlap, although there are contextual and sometimes semantic differ-
ences among them. There are significant musicological and functional similar-
ities between the various .song types.

Women's roles in slave society included agricultural field work, as well
as other plantation work tasks such as shucking corn, threshing rice, spin-
ning, weaving, cooking, cleaning, washtng, sewing, healing, and childcare--all
of which could and did become occasions for song (Southern 1971a). 1Irene V.
Jackson (in Steady 1981) cites several examples of work songs that were speci-
fically associated with female slaves and that derived from the patterns and
rhythms of wcmen's work: songs that accompanied food preparation, such as
pounding corn or churning, clothes-washing songs, spinning songs, juilting
songs, and songs for healing, or to "1ift" conjures or hoodoos. Lullabies or
cradle songs are a particular example of slave women's music which “comprise
the single most important part of black feminine song tradition and constitute
a notable portion of women's work songs” (Jackson in Steady 1981). The few
opportunit .s for social and recreational activities--feasting, dances and
parties ("frolice"), visiting friends, holidays, such as Christmas, the Fourth
of July, or harvest time, and childhood play were other contexts in which
black slave women made music (Southern 1971a).

Southern black recreational songs, games, and "plays” that have becen
maintained from slavery times through the present day by blacks on the iso-
lated Georgia Sea Islands have been carefully preserved and documented by
traditional song leader Bessie Jones and folklorist Bess Lomax Hawes in their
book Step It Down: Games, Plays, Songs, and Stories From the Afro-American
Tradition (1972). Recorded examples of this material, which encompasses song,
speech, dance, and drama, can also be heard on the phonograph records Afro-
American Blues and Game Songs, Georgia Sea Island Songs, and Been in the
‘Storm So Long, as well as on the albums featuring contemporary song leaders
Bessie Jones and Ella Jenkins. The films The Georgia Sea Island Singers,
Yonder Come Day, Pizza Pizza Daddy O, and Children's Games from Afro-American
Tradition can also be rented for classroom use. Taken together, this unique
and comprehensive set of materials comprises an important classroom resource
for examining the secular music of southern black women within the naturally-
occurring social context and for recognizing distinctive Afro-Amer‘can char-
acteristics and African carryovers. :
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Jones and Hawes' book Step It Down includes a wide range of traditional
"lack lore: . stories, lullables and other songs, baby games and hand clapping
nlays, rope jumps and skips, ring plays, house and outdoor games, and dances,
[t is particularly useful in helping students to recall traditional folkways
that may have been a part of their childhood and to recognize them as legiti-
mate and valid areas for study. Project students were often interested in re-
creating such childhood games in the classroom, and in organizing small teams
to teach them to young black children in community Head Start, YMCA, or day-
cAare programs, or to local groups of eiementary school students. FEach section
of Step 1t Down is preceded by comments by both the song leader and the schol-
ar, and complete texts and tunes are included for each example. An introduc-
tion, technical instructions for performing the game or song, glosses, notes
to scholars, annotations, hibliography, and discography make this a compre-
hensive book for the study of traditional rural black secular music and other
oral traditions, primarily those maintained and transmitted by women and chil-
dren. A related article, "Folksongs and Function: Some Thoughts on the Ameri-
can Lullaby™ (Hawes 1974; rept. in Brunvand 1979) also focuses on the reper-
toire of Bessie Jones and is useful to aid .In the interpretation of such folk-
Ilore materials by context and use, rather than by form or content.

Black female slaves also made music while worshipping in "brush arbors"
and "praise houses” on Sunday, the one day of free time allowed by the ruling
plantation masters. The literature on slave religious music~-principally the
nnaccompanied traditional spirituals--is so vast and well-known that it will
n>t be reviewed here. Teachers should be familiar with the major primary and
secondarv sources on the origins, history, development, meaning, and trans-
formition of the Afro—~American spiritual (see Vada E. Butcher et al. 1970,
Dena Epstein 1977, John Lovell, Jr. 1972, Mary Allen Grissom 1930, Mary F.
Armstrong and Helen Ludlow 1874, James Weldon .Johnson and J. Rosamund Johnson
1925 and 1926, John W. Work 1915 and 1940, William Francis Allen et al. 1867,
Robert Nathaniel Dett 1927 and 1936, and Robert E. Kennedy 1924).  For quick
review, ®ileen Southern's The Music of Black Americans (1971a) includes sav-
eral chapters which discuss brush arbors and other religious worship on the
plantation, the holy shout, camp meeting songs, lined hymns, and the ante-
bellum spiritual, stressing the prevalent carryover of African traits. One of
the earliest and most important essays about the antebellum spiritual, W.E.B.
NuBnis' "Of the Sorrow Songs,” from The Souls of Black Folk, 1s reprinted in
Southern's companion volume, Readings in Black American Music (1903; rept. in
Southern, 1971b). John W. Blassingame also includes an extended discussion of
the meaning nd function of traditional antebellum spirituals in The Slave
Community (1979), focusing on the relationship of gpiritual texts to the
stives' actual experiences, and on symbolic content and themes of stress,
deliveraince, protest, and escape to freedom. Teachers can return to Eleanor
Smith's essay (1979) for a discussion of the religious musical experiences of
black women during the slave period--both the psalms and hymns patterned after
the Euro- American form, but presented in the African idiom, and the
spirituals, the unique creation of black slaves.

Materials: Blues

Eleanor Smith's essay is useful as well for introducing study of the
blues-=hlack women's songs “about the new freedom, new occupations, current
»vents and ways of the city” (1979). While blues hegan to evolve as an
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indisenous Afro-American musical form sometime before the end of the Civil
War, it emerged after Emancipation as "an expression of the new Black ex-
perience, and the content . . . changed to reflect the new status and dif-
ferent circumstances” (Smith 1979). The vast majority of the ecarliest pro-
fessional blues singers were women, and the music that they sang, in travel-
linz tent, minstrel, and vaudeville shows, often accompanied by jazz-like
instrumental duos or ensembles, was called the "classic” blues—-although it
was sometimes more popular than traditional in content and style. Placksin,
in her book American Women In Jazz (1982) devotes an entire chapter, "The
Twenties,” to the lives and work of these blues women, including: Gertrude
"Ma" Rainey, the acknowledged "Mother of the Blues” (1886-1939), born in Col-
umbus, Georgia, trained in the rural blues tradition and promoted as a "south-
arn-styled singer;"” Bessie Smith (1898-1937), Rainey's protogee, born in Chat-
tanooga, influentiat jazz-blues stylist, and the innovative "Eppress of the
Blues:" Mamie Smith (1290-1946), born in Cincinnati, the first’ black, male or
female, to make a vocal recording of the blues, with her phenomenal 1920 hit,
"Crazy Blues"; Ida Cox (1899-1968), born in Knoxville, and a transitional
figure between folk and popular composed blues who wrote and sang the well-
known "Wild Women Don't Have the Blues;" Clara Smith (1894-1935), born in
Spartanburg, South Carolina, the "Queen of the Moaners,” whose first re-
cording was "Every Woman's Blues"; Victoria Spivey (1910- ), born in Houston,
and a skilled pianist and practitioner of Texas blues-style moans, who pro-
duced nearly 1,500 songs and in 1983 continues to run her own record company;
and Alberta Hunter (1895- ), born in Memphis, who at age 82, after 20 years'
absence from public life, made a spectacular comeback in New York ,City.

Once Project students had been introduced to the music and lives of
several of these "classic” blues singers, Project teachers assigned two essays
that they found essential for understanding the full social and cultural
meaning of the songs of these southern black women: Daphne Duval Harrison's
"Black Women in the Blues Tradition” (in Harley and Terborg-Penn 197%) and
Michele Russell's "Slave Codes and Liner Notes (1977; rept. in Hull, et al.
1982).

darrison poses important questions about the images of black women in
blues, in contrast to the realities of their life experiences under the double
bind of racism and sexism:

1) what circumstances influenced black women to pursue the itinerant life
of a tent show and theater performer?

2) How were black women blues performers perceived by other segments of
the black population?

3) How did their music reflect their lives?

4) How did thelr music shape the blues in gereral?

She also offers a concise analysis of the socloeconomic backgrounds, lives,
career patterns, and exploitation of several “"classic” blues singers, re-
vealing shared experiences and common musical themes. Harrison's essay is
valuable for its critique of earlier scholars of Afro-Americ.. music who
failed to either accurately or comprehensively document the lives of female
performers or to consider their significance as artists. She does note, how-
ever, that Eileen Southern, in The Music of Black Americans (197la), discusses
the paradox of racism that created the background for many talented young
southern black women to enter the world of segregated road shows “in their at-
tempt to escape the poverty and hardship of black life in the rural south. . .
" (Harrison 1978).

2
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In "Slave Codes and Liner Notes" (1977; rept. in Hull, et al. 1982)
Michelle Russell looks at the lives and art of Bessie Smith and Bessie Jackson
(Lucille Bogan), among others, analvzing the lyrics of some of their best-
xnown songs as primary documents, which:

« « « talk to us, in our own language. They are the expression of a
particular social process by which poor black women have commented

on all the major theoretical, practical, and political questions
facing us and have created a mass audience who listens to what we

say, in that form. . . . They all re-create our past differently. But
each, in her own way and for her own day, tr=-els the road from rape
to revolution. Their rendering of that prc : s is high art,

Another article Project tearcners used to <' :dy the blues of southern
black women was Rosetta Reitz' "Mean Mothers: Inccpendent Women's Blues"
(1980), in corjunction wich the record album of the same name, which includes
reissues of the 1920s songs of Ida Cox, Lil Green, Mary Dixon, and others.
Reitz' focus is on the independence and assertiveness of women's blues
songs--with their forthright lyrics expressing the "real concerns of the women
who sang them and those who regularly listened to them.” Reitz counters the
prevalent stereotype of the female blues singer as victim and of her songs as
laments of passive suffering:

There was a kind of blues for every kind -  1ife experience. There
were blues about trains and sex and food . 'J natural disasters and
death and prisons, blues about love and hate and sad times and happy
times, and there were arrogant blues and submissive blues and blues
about the absurdities of 1ife--and there were independent women's
blues.

Reitz also stresses the "classic" blues singers' adaptation of vernacular
language and musical idioms from the traditional African-rooted country bluesg
of their birthplaces, and the ways singers combined them with the newer, mo: .
Euro-American influenced city blues and early jazz.

A number of black women poets have drawn on the blues form and idiom in
their work. Project teachers found that examining the blues influence on
other art forms was an excellent way to illustrate the continuities of theme,
style, and presentation in varied forms of creative cultural expression., "As
writers,” editor Dexter Fisher remarks in an introductory essay to The Third
Woman (1980), black women have sought "to render oral expression in written
forms, to translate the minor key of the blues and the complexity of jazz into
poetic diction, and to affirm the function of folklore in both literature and
society.” In the Fisher anthology, Mari Evans' poem “I Am A Black Woman" comes
out of the “blues mood"” of black female experience, in which the blues are
sung "to establish a relationship with cne's pain”: “the music of my song
/some sweet arpeggzio of tears/is written in a minor key/and I/can be heard
humming In the night." Sherley Williams' poem "Any Woman's Blues" (also in
Fisher 1980) borrows the blues structure, with its "repetition of phrases, the
simple story line, and. the rhythm of 'worrying' a line through its minor key
of feeling.” 1In her essay, “The Blues Roots of Afro-American Poetry,"” Wil-
liams (1977) discusses the results of this syncretism between Afro-Americar
oral traditions (the blues) and Euro-Amer? n literary traditions (poetry®
describing how new forms of poetry have loped by black writers.
Through the wcrks of several black poets, cuciile Clifton prominent among
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them, Williams analyzes the ways writers have borrowed and transformed many
other devices, techniques, forms, and structures of the "classic” blues and
how Afro~American poetry and blues share similiar functions and themes: the

socation of "the particularized, individual experience rooted in a common
reality.”

Other poems used in Project classes to relate music to other art forms
were Ntozake Shange's "1 live in music” (1977) and Hattie Gossett's prose poem
"billie lives! billie lives” (in Moraga and Anzaldua 1981). Gossett, like
many other black women writers, places Billie Holiday squarely in the long-
standing tradition of black femile strength and power:

5 i wanna see if she w 'xplain how shte did it. did the juju

ien give her some kind o: special herbal potions to purify her throat

, vocal chords and lungs and what not. did the wise women teach her
an ancient way of breathing enunclating. did she have a certain type
of dream the night before the recoirding session during which the god-
desses appeared and gave her a sign and said go ahead on in that studio
tomorrow Sister and tuarn that shit around on th-m bigtime blank t blanks
so we can get them off our backs and move forward to a brighter day.

{ wanna ask billie about it. and { wanna see if she would teach some
of us how to do it too. do you think she would?

Materials: Gospel

-

In studving traditional music, some Project teachers chose comparative
study of southern black women gospel singers--remaining within the time period
of the 1920s and 30s, but shifting performance contexts from the black theatre
stage to the black evangelical church. An important resource for college
teachers who are themselvec familiar with pedagogical approaches to the
Wistory, development, ar “stic characteristics of Afro-American religi

is the curriculu. _uiu .titled Development of Materials for a One
Year Course in African Music for the General Undergraduate Student (Butcher,
et al., 1970). It is widely available on microfiche or in a hard-copy reprint
through the ERIC clearinghouse system (ED-045-042). Other useful introduc-
tions for college teachers may be found in the published articles by black
nusicologist Horace Clarence Boyer, which survey historical and analytical
concepts and approaches for music educators to teach about black gospel music
(1973, 1978, and 1979).

Wwhile teachers will find the Butcher, et al., and Boyer works helpful for
preparatory reading, Eleanor Smith's essay, "And Black Women Made Music”
(1979) is useful in providing a brief introduction to the continuing evolution
of Afro-American music suitabtle for studentss She points out the correspon-
dences between cultural expression and social context--the sexual/racial
politics of black migration and urban life in the first quarter of the 20th
century that impacted on southern black women in gospel music, as in the
blues. Project students enjoyed Hettie Jones' similar approach in Big &
Fallin' Mama: Five Women in Rlack Music (1974), which includes biograph
chapters on Gertrude "M- v, Bessie Smith, Billie Holiday, and Aretha

lin. Project teaci.is oii.cn assigned Jones' book to their students, for
comparative analysis of the life experiences and artistry of women in blues,
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gospel, and soul music, Jones also focuses on the continuation of African
religious rituals and celebrations in Afro-American life: "In African culture
there had been no division of life into religious and secular moments--any
event of significance was an occasion for "praise” songs . . . [and] musically
this tradition continued in America” (Jones 1974)., Pearl Williams-Jones, in
her survev of "Afro-American Gospel Music” developed for the Butcher, et al,
curriculum yuide, stresses that while there are signiiicant differeuces be-
tween Afro-American secular and sacred @usic in terms of their texts, mess-
Aayes, and contexts, the performance of gospel music is closely connected to
Afro-American secular styles. In fact, Eileen Southern has called gospel
music “"the sacred counterpart of the city blues, sung in the same improvisa-—
tory tradition with piano, guitar, or instrumental-ensemble accompaniment”
(1971a). As Williams-Jones observes, gospel performers, as individuals and as
Christians, however, often maintain quite distinct points of view from those
nf blues or soul singers. John F. Szwed makes the same point in his widely-
quoted essay, "Musical Adaptation among Afro-Americans” (1969; tept. 1970 in
Whitten and Szwed): ’

The significance of the sacred-secular distinction lies not only in
perceived differences hetween the two categories as music, but also in
their mutual exclusiveness in defining the social character of the
individual performer. . . . The essential difference between the two
means of psychological release focuses on the "direction” of the song!
church music is directed collectively to God; blues are directed indi-
vidually to the collective. Both perform similar cathartic functions
but within different frameworks.

Gospel songs, like blues songs, are intense personal expressions in response

to the vicissitudes of life, but unlike the blues, which often communicate

s v foring, hopelessness, and despair, Williams-Jones (in Butcher, et al. 1970)
's that!

o . songs relate in the contemporary vernacular of black Americans
the verv personal expressions of faith and hope in salvation., Some
are testimonies of everyday iife experiences--trials, tribulations,
troubles, but always with an optimism that things will get better,

Project teachers made use of assigned readings in conjunction with
recorded examples to help students understand commonalities in Afro-American
musical cultures, As is true for the entire culture, all genres of Afro-
American music, even the most contemporary, emerged from the same roots and
share many of the same African and southern black American characteristics,
There is an ongoing interplay and appropriation of tunes, rhythmic patterns,
harmonies, singing styles, or performance techniques between various musical
genres, such as the blues, jazz, soul, and popular music. Just as African
work and "praise” songs influenced Afro-American field hollers, work songs,
1t oanfs "taals) these, in turn, influenced blues and jazz, which, in turn,

¢d gospel music, Contemporary rhythm and blues, soul, and rock and
owe important debts to black gospel music. Spirituals and gospel
SOngs snare many musical and stylistic techniques in common, as Williamg-
Jones notes--syncopated hand clapping and foot tapping, vocal improvisation
and variation, and the call-and-response pattern--although there are equally
important semantic and functional differences between the two genres (in
Rutcher, et al., 1970). Alberta Thomas' essay, "Singing Praises: Women in
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Gospel Music” (1980) is rasily accessiole to undergraduate students and
focuses on black women as the dominant audience for and artists’ of black
gospel music. Her essay can be used to draw together materials on traditional
music since she points out analpgies -between gospel music and the “clas-.ic”
hlues as contemporaneous avenue§\through which southern black women could
achieve, to a limited degree, personal power and independence.

Alice Walker ties music as experienced in the traditional black American
church with popularized gospel, rhythm and blues, and soul in her poe “"Hymn"
(1968; rept. 1976). All derive from the same source and the same experience,
hoping for salvation while struggling to survive in the American South:

1 well remember/A time when/"Amazing Grace” was/All the rage/In the
South.

My God! the songs and/The people and the lives/Started here-—/Weaned
on 'happy' tears/Black fingers clutching black teats/On black Baptist
benches--/Some mother's troubles that everybody's/Seen/And nobody
wants to see.

Mahalia Jackson, Clara Ward, Fats Waller,/Ray Charles,/Sitting here
embarrassed with me/Watching the birth/Hearing the cries/Bearing
witness/To the child,/Music.
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PART 1V-D. "“TALES I HAD FORGOT": ORAL TRADITIONS

*

Verbal art holds an important place in Afro—-American culture. In West
Africa verbal lore, proverbs, stories, and orally-transmitted histories con-
tinue to hold an important place today. 1In the 17th and 18th centuries, at
the time of slave trading, these cultures relied entirely on verbal transmis-
sion of knowledge, history, and values. Tribal elders were revered for their
long and fine memories; talented ctorytellers were welcomed in every village;
group singing and recitation were common on formal and informal occasions.
Thus Blacks brought with them to America a strong tradition of verbal arts
which thev expanded, altered, and adapted in their new home. Even today,
Afro-Amer ~an s+ s of storytelling, teaching, and verbal repartee are
traceabl. * models. In fact, specific content of gome stories
and tales . . in contemporary West African society.

t 8lacks were thrust upon their oral acuity to sustain themselves in Ameri-
ca because of harsh prohibitions against teaching literacy to slaves. Just as
slavers separated members of a tribe from one another in order to prevent lar-
ge concentrations of Africans who shared a common language and thus a common
tool for organizing rebellion and resistance, so they laid powerful punish-
ments against those who would teach the written word. Reading and writing
would enable slaves to inform themselves about local and national conditions
and printing would enable them to communicate widely with other slaves and
with abolitionists. Further, Blacks' demonstrated ability to acquire 1it-
erary and arithmetical skills would have put the lie to southern whites'
racial rhenri s,

~sts approaches and materials for study of southern
black . i arts, emphasizing the traditional oral styles, especially
narrative |, an. their transformation into contemporary literature and music.

Approaches

i)

Verbal creativity, manifested in many forms throughout southern black
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women's culture, held an important place in Projw=ct courses. Some teachers

focused on lyrics and s style in Afro-American women's music. Others
omphasized * relling, ~-»s, family sayings, or proverbial lore. Still
athers chos -x -lore anections “otw o verb and literary
art forms. Examination i.. e . ..... @ cf amy ' Wty wvood

way to {llustrate these women's dual contribution of per: nal . ..
maintenance of cultural continuity.

Study of oral traditicns provides an excellent opportunity for students
to conduct fieldwork in their own families or within local communities. Tea-=
chers should refer their students to Part V for guidelines to collecting and
tape recording women's oral narratives and life histories. A class or indi-
vidual project might be the collection and analysis of such oral traditions as
stories, lullabies, religious testimonies, children's ga.es, or humor.

Storytelling is a highly refined art -among southern black women and the
collection and analysis of women's narratives or oral histories serves here as
an example of the sort of work students might undertake on any of the genres
of oral traditions. Students can locate respondents or narrators among their
family or acquaintances—-verbal artists always have a reputation which pre-
cedes them--or seek them out in the settings in which they perform. A visit
to a local senior citizens' center will often yield some fine narrators, par-
ticularly of local legends or personal experience narratives. Classmates and
roommates or other campus_friends might also be recorded, to document stories
about conversion and baptism, high school graduation, or dating and courtship,
for example. Students' own families and kin often provide the best story-
tellers for fieldwork projects.

Stories might be collected according to specific topics such as family
events (weddings, births, holidays, reunions, deaths) or practices (naming
rituals, childrearing, dating, chores and household work, work outside of the
home, games and amusements). Students might undertake to collect oral his-
tories that add to the reconstruction of the past experiences of southern
black women within their local community or own family. Families will usually
have stories that date back to slavery time and recounting them often is a
major feature in family or community get-—togethers. In fact, family reunions
or church or comm. ity homecomings are an ideal time for students to try col-
lecting, since the sharing of oral traditions is a natural and unselfconscious
part of the occasion. In such a setting, storytellers respond to one an-
other's creativity, using formalized presentational devices and embellishing
and telling alternate versions (variants) of the same story. Within a family
or local community, narratives from women of all ages can be collected, then
compared and contrasted for a glimpse of former times and changing images,
roles, and values.

Women of all ages might be asked for accounts of important community
events--floods or other natural disasters; visits by famous people (e.g., 2
great civil rights or religious leader); a traumatic event such as school
integration or a strike; or major community celebrations. Thére are almost
4lways stories associated with important family or community figures that show
rheir private and personal sides durirg important community events as well as
evervday occasions, pointing out the qualities that made them so outstanding
amang their peers. Such stories can be collected and analyzed bv students to
reveal what the community values and respects in its members.

n€ten very personal and seemingly ordinary events or activities yield the
hest stories: When were you ever really frightened? How did you feel on your
first date? At the birth of your first child? What do you do and who do you
see during a typical day? Personal viewpoints or opinions about major events
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provide perspectives on history that are omitted from conventional accounts:
What were vou doing when you heard about Dr. King's assassination? What hap-
pened to your family during the hurricane of 1979? Stories of events remem-

hered from childhood are often particularly poignant,.

If . . I's nr yroups of students are working on a part "ular creative
woman or i tvpe of Cultural expression, thev might seek storie o' anecdotes
soeciflore rhar vapic. s~ ‘astance, a class focusing on the material -

‘rculates in the oral tradition about a
MUNLLY WO . o s il 0 "ow di? ghe work on them, {i.e. with
what sort cf frame, with w. .. . T sh. smplete them,
were there quilting bees, did she teacn you | gi to - ip ’ Famil: trad-

itions and storfes associated with quilts are also often guite common* Were
they made as «-dding or engagement or coming-of-age gifts? Were some made
especially for marriage or mourning use? How have thev been harded down?

Once collected, stories can be analvzed by content: What do we learn
aboat family life and the history of the local community? How are tales of
impertant family or local events like and unlike formal or published histories
of the ovent? Muw do variants of the same stories differ and how have certain
stories changed over generations? What {s the function of various types of
stories within the culture? How do the storytellers themsclves explain the
meaning of their t:zles? Style is equally as important as content in the study
of oral narratives. A good story, poorly told, is not art. Nor is it remem-
bered and repeated. But well told, a tale can captivate the imagination,
enter oral circulation, and become verbal art.

Some aspects of verbal style that teachers focused on arc:

O Narrdative structure: {s the story humorously, suspensefully, respectfully
told? What is the storyteller's purpose (entertainment, instruction,
ate.) and how does slie structure and present her stories to achieve the
desired effect?

o Are there sel phrases o: words (formulae) that the stcryteller uses and
what is their effect? Sometimes a teller uses a special marker to show
when she begins ("now,” "there was one time"), or when she makes her
important points (“this {s the truth"). Are these commonplace within the
culture or unique to her? Are there specific verba. techniques (such as
repetition or variation and improvisation) that she employs—-to what
affect? What about the rhythm of her voice, her intonation?

o What aspects of her language are specific to Afro-American English:
words, phrases, pronunciation, intonation? To southern varieties of that
language? Are there especially female forms that she uses that men might
not use?

o Are special expressions or vocalizations used, e.g., imitations of an-
imals, of elements such as the wind, of other people's voices? Do body
movement and non-verbal expression occur as presentational devices?

These are often marks of a truly fine storyteller. Imitation, direct
quotation, and non-verbal gestures may be liberally employed to keep up
variety and maintain attention, and also create a much more immediate and
emotionally compelling effect,

Students should consider the role of stories and other verbal art forms
within the context of women's everyday lives. Lullabies, rhyming, rhythm
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games, sto.ytelling, gossip, proverbs, and worksongs are interwoven with all
of domestic life. An understanding of the cetting or context in which a story
is told is as important as content and stvle in discovering its fuli meaning.
In what settings and at what times are svories told: around the kitchen table,
nn the porch, in the churchyard, after supper? Who is the audience and how do
the listeners behave? Are they passive or active, silent or verbally respon-
sive? What is the speaker evpecting from them; how do they comnunicate their
interest or lack of interest? Is it all ri:zht for them to intervupt orF take up
sart of the story, or is the story a one-woman-show? Are these intaractions
like or unlike ordinary communication in the community?

Anocher highly successful activity in Pretect classes was oral presen-
tations by guests inviced to speax or perform and by groups of students who
" hearaed pleces to present to their classmates. Invitees might bhe well-

ne 1 storytellers or singers, who can dzmonstrate rhetorical or present-
_onal styles employed by southern black women in the church, community
organtzations, or other public arenas.

Selections for student presentations might be taken from slave narra-
tives or from southern black women's prose writing or poetry, particularly
where thev are written in the first person. Students might also present
stories, games, or songs they have collected themselves. Some Proiect teach-
ers invited students from their schools' theatre and music departments to of-
fer presentations of black women's music and drama to the class, or worked
with these other departments to prepare public presentations of verbal art
collected by the class.,

1f dissemination of ccllected material is a goal for the class, as it was
in most Project courses, the verbal arts offer an excellent vehicle for shar-
ing class research projects with the community. A prepared reading or reci-
tation of collected materials, as suggested above, is one obvious way. Often
drama and music students are eager to get opportunities to train, coach, and
put on a show and their teachers are always looking for good placements for
interns.,

Other class activities might include recordings of especially fine
stories or other verbal art forms being assembled and placed in libraries,
archives, on the radio, or in high school classrooms. Some students actually
carried out "bookings" for talented women verbal artists, bringing them to
the communitieg' young people themselves. Students might adapt oral materials
from their own or others' collections for use with iocal elementary-age or
younger children, teaching traditional southern black women's games and
stories to a younget generacion and keeping the heritage alive.

Class sessions on the verbal arts lend themselves to combination with
other cultural genres. Study of music can be extended into analysis of
lyrics, Collections of material artifacts can be contextualized with texts
from oral history interviews. A slide-tape showy is made far more interesting -
with recordings of folk speech, rather than straight narration. And analysis
of literature is deepened when the sources for stories, sayings, turns of
phrase, and dialect forms attributed to characters are traced to their roots
in the folk speech.

Pedagogical objectives for the study of southern black women's oral
traditicns might include:

*Introducing Afro-American speech styles and bringing students to appre-
ciate the consistency, expressiveness, and beauty of the folk speech,

.

S0

v
-

70

Q

ERIC

Aruitoxt provided by Eic:



*Becoming familiar wita some of the important verbal genres used hy south-
'rn Slack women, 2.§5. proverbs, coming-sf-age stories, game rhymes, sii-
nifiving, gossip.

* ct iy and analyzing verbal lore and coming to appreciate the wisdom
contained in traditional forms of expression and the roots from which it
springs,

*Understanuing the connections between women's speech styles and roles
such as mot® 'r, daugnter, and . ulture-bearer.

*Analvzing the connections between verbal art ard other forms of cultural
expr2ssisn, particularlv southern black women's literature.

Materials

Afre-American English. A basic understanding of the form and structure
of Afro-American English {s essential to analysis and appreciation of southern
hlack women's verbal arts, Linguists have researci.ed black language in the
nited States, the Caribbean, and in the source cultures in West Africa,
reconstructing the evolution of contemporary Afro-American stvles of English
(see, esges, J.L, Dillard 1972). They pose a continuum model with West African
languages at one pole and standard English at the other., Along ihis continuum
range the various styles of English spoken in the Caribbean, in the culturally
conservative Sea Islands region, in the Deep South, and, finally, in the urban
North. This evolutionar, model demonstrates how the African diaspora has pro-
gressed: the Caribbean varieties of English exhibit more African words, gram-
matical structures, and intonations than are generally found in the United
States.> On the continent, tne greatest number of African retentions are found
among the Gullah-speaking population of the Georgia-South Carolina Sea Islands
region, And Blacks in traditional communities in the American South retain
far more Africanisms in their speech than do their contemporaries in middle-
class society and northern locales. The concept of a linguistic continuum
also emphasizes the role of individua’ creativity in the verbal process, il-
lustrating how individual speakers select from among the reprrtoire of styles
available to them to express themselves uniquely with differing 1isteners,
settings, and topics.

A readable summary is offered by Geneva Smitherman's introduction to her
anthology Talkin and Testifyin: The Language of Black America (1977). The
author traces words and grammatical structures from their West African source
languages and outlines the processes through which Afro-American varieties of
English developed over four centuries., Smitherman defines essential 1*nguis-
tic concepts including pidgin. creole, decreolization, and hypercorrection,
explaining why such a wide variety of styles can be found in the speech of
black Americans. Her description of the push-pull factors affecting Afro-
Americans' attitudes toward standard English {s clear and concise, and makes
good student reading. Unfortunately, with the exception of Sea Islands cre-
oles, no regional distinctions are drawn. Smitherman's es8s8ay also addresses
negative stereotyping of black English and makes a fine introduction for
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students who are ot themselves speakers of Afro-American English, or who may
harbor 1egative attitudes about nonstandard dialects.

Margaret Lourie's "Black English Vernacular: A Comparative Description”
(1978) provi - 3 moro detailed information about the specific features that
distinguish Arro-American English. This article, while scmewhat more tech-
nical than Smitherman's, features an ~xcellent summary table that can be used
as a gulde for students who are interested in identifying the Africanisms in
s:oech they are recording or in texts they are reading and collecting. Lourie
also shows somewhat more clearly--albeit still indirectly--the relation of
southern and northern varieties of Afro-American speech and the likelihood of
stronger African survivals in the speech of southern women.

There is unfortunately little research on male-female differences in
Afro-American speech, and virtually nothing on southern women, with the'
exception of occasional short pieces such as Patricia C. Nichols' "Black Women
ir the Rural South: Conservative and Innovative"” (1978). One study of black
Detroiters' speech (Wolfram 1969) found that women in that community exhibited
a wider range of styles than men. Women spoke a more standard English than
men when interacting formally or with non-blacks, but were at least as tradi-
tionally Afro-American In their word choice and grammatical structures in
natural family and community settings. This would be an interesting area for
student investigation. It begs many questions relating to gender roles in
childrearing, in the workplace, and in contact with the external society.

Gesture and posture, too, are critical componants in communication.
Studies such as Benjamin G. Cooke's “Nonverbal Communication among Afro-Ameri-
cans: An Initial Classification” (in Kochman 1972), while focused exclusively
on northern urban blacks, primarily males, is fully illustrated and might
serve a4s a springboard to discussion of how to analyze nonverbal language.

One essay that directly addresses the issue of the African derivation of
southern black nonverbal behavior is John and Angela Rickford's "Cut-eye and
Suck-teeth: African Words and Gestures in New World Guise" (1976; rept. in
Brunvand 1979). While students would be unlikely to be able to do the kind of
intensive contrastive study that the Rickfords have undertaken, the ‘article is
an excellent example of the re-creation of African heritage and a model for
the sorts of things that students should look for and evaluate in studying
oral traditions. The Rickfords offer am innovative and thoughtful approach to
analysis of the "everyday"” in community life and communication.

There have been many articles in the past decade or so that describe such
uniquely Afro-American speech acts as testifying, signifying, marking, and the
dozens. Agai'., most of the work has taken urban, northern men as the primary
object of study. And, it is just in these areas of humor, storytelling,
verbal gaming, and repartee that men's and women's differing oral skills and
oral styles emerge most clearly. These are areas in which students can
explore for themselves the special skills of southern black women, using the
standard studies as guides. Particularly recommended by Project teachers are
the essays by Claudia Mitchell-Kernan, "Signifying” (1971; rept. {n Dundes
1973) and "Signifying and Marking: Two Afro-American Speech Acts” (1964; rept.
1972). Various essays are also found in the anthologies edited by Alan Dundes
(1973), Thomas Kochman (1972), Norman E. Whitten and John F. Szwed (1970), and
in William Labov (1972),

In her long=-term community study of a black textile-worker town in the
Carolina Piedmont Shirley Brice Heath (1983a and 1983b) records the ways in
which spoken and written language is used by mothers with children, by
children among each other, among neighbor women, and in the black church.




Heatn documents the continuing tradition of reliance on oral language, even
though the community adults are all literate, highly committed to education
for their children, and fully capable of functioning in writing.

Heath offers a variety of examples of preference for oral and especially
for group interaction., A formal notice to one woman about her child's school
attendance 1is brought out to the porch where it is read aloud and discussed,
hit by bit, so that her friends help her decide how to respond. Rather than
being read set stories by their parents or older siblings, young children in

“the community compese their own ever-changing stories, songs, and poems, fol-
lowing adult models. The church congregation departs from the written text in
the hymnal, personalizing its song. An elder composes a written text for her
lead prayer, but extemporizes it into a complex, highly rhetorical, far longer
spoken version. "In a majority of cases,” Heath (1983a) writes of this com-
munity, "adults show their knowledr= of written materials only through oral
means.” Tt is ¢ffficult to separate the literate from the oral, for:

Literacy events which bring the written word into a central focus in
interactions and interpretations have their rules of occurrence and ap-
propriateness according to setting and participants. The joint social
activity of reading the newspaper across porches, getting to the heart
of meaning of a brochure on a new product, and negotiating rules for
putting an antenna cn a car produce more speaking than reading, more
group than individual effort, repeated analogies and generalizations,
and fast-paced, overlapping, syntactically complex language., The
spontaneous recomposing of written hymns, sermons, and prayers pro-

duce no parables, proverbs, and formulaes, but re-creations of written
texts which are more complex in syntactic structure, performance rules,
and more demanding of close attention to lexical and semantic cues than
are their written counterparts, For these recomposing creations are,
like community literacy events, group~focused, and members of the

gioup show their understanding and acceptance of the meaning of the words
by picking up phrases, single words, or meanings, and creating their own
contribution to a raised hymn or prayer.

Verbal Lore. Classes can make use of the many published collections of
slave narratives, folktales, folklore, and family stories, some of which are
described elsewhere in this curriculum guide. The John W. Blassingame anth-
ology, Slave Testimony (1977), and Daryl Cumber Dance's Shuckin' and Jivin':
Folklore from Contemporary Black Americans (1979), for instance, include many
stories told by women, either first-hand or as recorded from their narration,
They can be used for studying southern black women's word choice, grammar, and
style of language,

Family and community histories are also excellent choices for beginning
collection and analysis of verbal lore., A monograph-length, detailed study,
William Lynwood Montell's The Saga of Coe Ridge (1971), chronicling the oral
history of an isolated black community in southern Kentucky, is a model of
collecting and recording oral history, His preface, prologue, and epilogue to
the study are particularly valuable; he argues for the importance of folklor-
istic evidence’ in reconstructing community history and analyzes the historical
validity of the stories themselves,

Elizabeth Rauh Bethel's Promiseland: ‘A Century of Life in a Negro Com-
munity (1981), based on oral history interviews and documented by meticulous
scholarship, i1s the history of a rural black South Carolina farming community
over three generations--from its establishment in the Reconstruction era
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through the civil rights movement in the 1960s. Bethel's book is particuiarly
useful in serving s a model for contemporary cultural historical scholar-
ship--combining ti. data-collecting techniques of historv and the social sci-
ences, interviewing skills from folklore, and ethnographic description from
anthropology. Her “Essay on Sources and Methodology,” like the sectinns of
the Yontell text mentioned above, addresses the issues of the validity and
reliability of oral sources and outlines her careful methodology--comparison
of oral data from tape-recorded interviews with that collected from more con-
ventional historical sources, such as census, property, tax, and probate re-
cords. BRoth the Montell and Bethel sections on methodology, as wadl as the
excerpts fr » Gladys—-Marie Fry discussed below, may be utilized by teachers
wishing to better understand the often fine line between oral history testi-
mony and folklore narrative. Bethel's chaptér, "Turn Outs and Granny Women,"
which treats birth, i{nfaucy, childhood, coming of age, courtship and marriace,
adulthood, and death in the South Carolina Promiseland community, may be
assigned to undergraduate students, as an example of the kind of thematic
organization a project on the life histories of southern black women could
take. It could also be read in conjunction with other®ourse materials, es-
pecially those on identity or spirituality. _

Another important class source for the study of family and community
history is Carole Merritt's Homecoming: African-American Family History in
Georgia (1982). Merritt's monograph is based on the tradition in southern
black communities of the homecoming, also discussed by Bethel in her chapter
“On Coming Home"--an annual pilgrimage back home that usually occurs in rural
farming communities in August, a time of communal rest, rejuvenation, and re-
vival after the crop has been "lald by"” and before the harvest season begins.,
Merritt's beautifully-designed book, combining photography with documents and
imterview excerpts from both oral testimony and archival sources, takes the
life cycle as its organizing principle. It presents "a slice of family life
that cuts across time" in celebration of "the process by which African-Ameri-
cans established home and family in a hostile land.” Like Bethel's "Turn Outs
and Granny Women," Merritt's book uses "the events from birfh to death that
. .cur generation after generation” as a vehicle for viewing continuity and
change in Afro-American history and culture.

Proud Shoes (Murray 1956; rept. 1978), discussed above in "Cultural Con-
tinuity in Slavery and Segregation,” can also be effectively used to study
oral traditions of southern black women. How does the author characterize har
female family members; how does she tell their stories herself? Students can
use such models of family history both to plan their field research projects
and to organize their own field collections, extracting familiar or frequent
subject themes and historical topics, comparing verbal styles and narrative
structure, and contrasting story variants with the well-known texts.

An excellent example of family story collection and documentation {s
found in Kathryn L. Morgan's essay, "Caddy Buffers: Legends of a Middle-Class
Negro Family in Philadelphia” (1966; rept. in Dundes 1973). Morgan shows how
stories about slavery told by one of her foremothers, Caddy Gordon, have
functioned as "buffers"--an antidote to racism--for her family for four
generations. One had only to think of what Caddy would have done or said to
be buoyed up in face of trouble, and to diminish feelings of racial inferior-
ity. Morgan's 1966 essay and collection of nine of her great-grandmother
Caddy's stories and legends have been revised and incorporated as the first
section of her book entitled Children of Strangers: Stories of a Black Family
(1980). It also includes "Our Childhood,” a section of second-and-third-
generation family stories, anecdotes, sayings, and proverbs that served to
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inculeate the Gordon family's philosophy of life, spiritual beliefs, and
manners and mores to younger generations, and a final section, "Maggie's
Stories of 'Color' and 'Race,'” a collection of narratives ahout being a
light-skinnet black woman in a white worid, by the author's mother. Through
the soms 40 stories included here students can learn how such family stories
oriyinate, how variants of a single story develop, and how analogues to sim-
Ilar stories from slave narrative collections, autobiographies, and essays can
be found. Morpan's book is also particularly effective in describing the so-
cial context in which the family stories would originate and be told, the im-
pact the stories had on four generations of family members, and what familial
anl social functions they continue to serve.

Students will also find in Sheyann Webb and Rachel West Nelson's (1950)
memnir of childhood in the civil rights movement a model for work they might
do themselves, Using Selma, Lord, Selma as an example, students could set out
tv collect unusual viewpoints on significant historical events, such as this
one, the Selmi to Montgomery march, They might start with some event they
themselves participated in or observed ag younf children and seek versions of
that experience from others who represent different generations or perspec-
tives.

Some classes chose to collect more unusual genres of verbal art, such as
local lezends, ¢host stories, and narratives of the supernatural, tying these
into class study on traditional heliefs and spirituality, One such example
nof the sort of projects students might undertake is Patricia Rickel's "Some
Accounts of Witch Riding” (1961; rept, in Brunvand 1979), based ou stories on
that topic collected from the author's folklore students, It is a rare axam-
ple of southern black lore--from Louisiana creole storytellers. The author
has contextualized the collected stories, drawing comparisons and contrasts to
other story collections. From the Project perspective, the essay is partic-
nlarly powerful in illustrating the resources that are represented by the
students themselves, an excellent departure point for any analysis of the
verbal lore of the people from whom many of the students come.

Beverly Hawkins' "Folklore in a Black Family” (1973) is highly recommend-
ed as an example of the sort of work students can accomplish, The author
reports on the group class project undertaken by her Afro-American folklore
class, which studied stories and games in one family, reporting many specific
texts and outlining the methodology used by the students. It serves as an
example, too, of how students might report their work. .

Gladys-Marie Fry, in Night Riders in Black Folk History (1975), takes a
different approach to folktale collection. She studies a single theme widely
found in the verbal lore of southern black communities and analyzes {its ori-
2ins. Her hook is particularly strong in pointing out the soctal function of
terrorism by the night riders and the folklore that grew up around their

,Attacks: to control blacks' movement and to sustain an ongoing climate of

fear. 1In her introductory “"Survey of Historial Source Material" Fry reviews
the major studies of southern black folklore and collections of stories, from
the 19th century onward. 1t is an excellent resource for teachers looking to
direct their students to collections from a specific region or on a specific
theme, ' )

For students interested in games and southern black women's roles as
mothers and childrearers, the work of Bessie Jones (discussed above in
“Traditional Music”) should be required reading. As a tradition-bearer from
the Georgia Sea Islands, Jones has dedicated her life to presarving and dis-
seminating the songs, tales, and games of the sole remaining creole-speaking
population in the United States (see Introduction, above). 1In a section of
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Step It Down: Games, Plays, and Stories from the Afro-American Heritage (Jones
and Hawes 1972) entitled "Baby Games and Plays,” for example, Bessie Jones'
own versions of lullabies, finger and toe games, and lap games are given in
whole, with alternative texts familiar to her, and explanations of the set-
tings in which each is used is explained, along with historical and social
commentary. The book might be used as a resource for a student group that is
fnterested in understanding women's verbal lore and teaching it to local chil-
dren. In the film Yonder Come Day Jones performs stories, songs, dances, and
games before and with a group of young children, using traditional verbal arts
and music to understand the Afro-Ameri-an slave experience and to transmit
cultural beliefs, values, and mores. It is highly recommended for classroom
showing, and can serve as an excellent introduction to the function of cul-
tural expressions such as oral traditions in black folk culture.

Fiction and poetry by southern black women writers are also Zood sources
for the study of verbal art. Many of the authors noted throughout this cur-
ricalum guide consciously and carefully record the styles and stories of wo-
nen's verbal interaction. Teachers can take the opportunity to discuss oral
traditions as they come across them in literature, or assemble representative
passages to study as a group.

Some Project teachers undertook a major section on various forms of con-
versational female interaction in the southern black community. Works of fic-
tion, such as Alice Walker's novel The Color Purple and Maya Angelou's auto-
biographical works, give insight into the role of women's talk and network of
shared references concerning their coming-of-age, survival, familial rela-
tions, and general happiness. Toni Cade Bambara's short stories, particularly
"My Man Bovanne" and "The Johnson Girls" (1972), also draw extensively on
black women's oral style and presentational devices, and can serve as excel-
lent student readings on the topic of oral traditions. As on so many topics,
7ora Neale Hurston's work is a valuable resource. Included in Mules and Men
(1935; rept. 1970) is the essay “Why Women Always Take Advantage of Men."
qurston relates a folktale of Adam and Eve somewhat different from the Genesis
version., Adam secures physical superiority of women from God, but women re-
ceive gifts thac offset that advantage. God, the story goes, gives woman
three keys:

Now Ais first big key is to de do' of de kitchen, and you know a man
always favors his stomach. Dis second one is de key to de bedroom and
he don't like to be shut out from dat neither and dis last key is de
key to de cradle and he don't want to be cut off from his generations
at all. So, when the men argue that "Her tongue is the only weapon a
woman got," the women are, in their womanly, gossipful manner, ready
with a story that tells the larger truth in a typical southern, black
female fashion--a story that says {t all. :

A passage from Toni Morrisen's The Bluest Eye (1970) illustrates the
author's careful understanding of and fond feeling for women's language,
turning gossip into a positive, life-sustaining actfon:

. « . Two evenings later Aunt Jimmy had gained much strength. When Miss
Alice and Mrs. Gaines stopped in to check on her, they remarked on her
{mprovement., The three women sat talking about various miseries they

hhiad had, thelr cure or abatement, what had helped. Over and over again
they rveturned to Aunt Jimmy's condition. Repeating its cause, what coulrc
have heen done to prevent the misery from taking hold, and M'Dear's in-
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fallibility. Their voices blended intoc a threnody of nostalgia about
pain. Rising and falling, complex in harmony, uncertain in pitch, but
constant in the recitative of pain. They hugged the memories of ill-
nesses t~ their bosoms. They licked their 1lips and clucked their tongues
in fond reuembrance of pains they had endured--childbirth, rheumatism,
croup, sprains, backachnes, piles. All the bruises they had collected
from moving about the earth--harvesting, cleaning, hoisting, pitching,
stooping, kneeling, picking--always with young ones underfoot . . . the
lives of these old black women were synthesized in their eyes--a puree

of tragedy and humor, wickedness and serenitv, truth. . . .

Morrison brings the vocabulary of music to her characters' language, an apt
metaphor for the rich and melodic oral tradition carried on in the verbal
lives of southern black women.
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PART IV-E, “GIFTS OF POWER": SPIRITUALITY

Approaches

Perhaps the first and most profound creative work of the enslaved Afri-
cans in America was that of forging, out of a welter of tribal backgrounds and
tn a hostile and alien environment, a distinct religious perspective--one that
horrowed compatible elements from the European legacy and blended them with
African traditions to create a vision of the universe that was based on hope
and affirmation and the knowledge of justice. For ceaturies, religious belief
and spiritual expression have heen, in the description of Bert Loewenberg and
Kuth Bogin (1976), "pivotal” in southern black culture. In the lives of
southern black women, they have fulfilled vital functions: through their reli-
#ion women have created opportunities for personal spiritual transcendence,
creative self-expression, and the eXercise of power and strength, and have
built networks of woman-to-woman; support.

The Project's definition of spirituality was broad, encompassing a wide
range of hoth formal and informal expressions of spiritual power and belief.
Classes examined diverse manifestations of women's participation in Afro-
American sacred life--traditions of healing, power, and worship from midwifery
to rootwork, conjure, hoodoo, and voodoo, to those embodied in the black
Christian churches. '

All are rich, varied, and abundant within the culture. Though they speak
eloquently of the creativity and resourcefulness with which southern black ’
women have nurtured their own spirits and those of thaedr communities--and
while no consideration of southern black culture could be complete without
them—-Project teachers found spirituality a difficult subject to integrate
into their courses. The vastness and coumplexity of the subject is itself
formidable: myriad West African traditions have been retained in a staggering
variety of ways, ranging from the polytheistic voodoo rites of Lousiana to the
devout Christian orientation of traditional midwives, However, while initally
Christian beliefs were not a substitute for but simply an addition to those
involving magical elements such as conjure, the pressures of acculturation
have steadily deepened the chasm between Christian and non-Christian elements.
Further, Afro—-American Christianity jtself is as little monolithic as the
African religious heritage, with great disparity in practice, perspective, and
constituency existing among denominations. Unfortunately, there is no single
source that examines the diverse African elements which have shaped the
variety of southern black spiritual and religious traditions, nor one that
addresses in detail the special roles of women in the spiritual life either of
Africa or Afro-America.
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Given these obstacles, manv Project teachers chose to narrow their focus
to a well=defined topic (e.g., women's roles in ~ particular Afro-American
church) or to weave spirituality as a theme into the entire fabric of the
conrse (e.a,, coxamining the religious aspect of the vocation of traditional
midwifery at one point, the sacred dimension of a number of folk heliefs and
practices at another, and the religious roots of black music at still
amnther), With the latter approach students' attention was drawn repeatedly
to the rich and vibrant inner world the bodv of religious heliefs and prac-—
tices represents, and the degree to which it permeates the culture.

Whatever strategy is adopted, it is important that students he acquainted
with the fertile West African heritage from which southern black sacred be—
Li=fs have sprung--a topic about which they are probably completely ignorant,
In sharp contrast to Euro-American religions, diverse West African traditions
share a holistic perspective free of the rigid dichotomies between mind and
body, humans and nature, individual -and community, sacred and secular that are
the burdens of the European legacy. Nowhere in traditional life on the African
continent does religion exist as a separate institution, walled off spatially
ant temporallv from the rest the culture. Religion, healing, art, music--all
are interrelated, contextualizing and coloring the whole of life. This orient-
ation, emphasizing healirg, communality, affirmation, and the continuity of
human existence, has strongly influenced the evolution of southern black spir-
itualitv, forming the context within which women have worked as midwives, gos-
pel singers, rootworkers, conjurers, and as the backbones of the churches.

Specific African retentions {ntroduced to Project classes included
spirit possession and trance, the laying on of hands, the holy shout, the hand

clap, and body movement as features of worship; funeral customs and styles of
dravevard ornamentatinn; the many customs and rituals of midwifery. Students
may be laden with ethnocentric and racist distortions of such Afro-American
practices, regarding them as "heathen" or "ignorant." Study of southern black
women's spirituality can lead them to an increased recognition of the great
vitality of those spiritual traditions to which women have made enormous, if
largely undocumented, contributions: the psychologically healing aspects of
spirit possession and the laying on of hands; the process of binding one indi-
vidual to another, and all to the natural and divine worlds, that the shout,
handclapping, and call-and-response techniques represent; and the traditional
practices of midwives only recently "discovered” by American obstetricians to
be medically advantageous for both mothers and infants.

The integration of personal reflection and academic analysis which marked
Project courses as a whole is particularly appropriate heres. In the Fall 1981
seaminar for participating Project teachers, Project consultant Linda Holmes
drew inspiration from Alice Walker's suggestions in "A Letter of the Times"
(1981a) to offer a number of strategies for approaching the topics of spirit-
uality and healing in the classroom. Holmes suggested that these subjects be
used as mechanisms for intensive self-reflection on the students' part, in
order to develop a sense of relatedness to and personal appreciation of south-
ern black women's rich spiritual tradition: bv attending church services and
keeping a journal of their responses to them, recording as well their own ex-
periences of the meaning of such terms as holy, sacred, prayer, cream, vision,
She recommended that these journals be used as springh0ards .or d4i.cges? - of
the great variety of spiritual beliefs and practices, and the fu.ctions Lnay
serve in individual 1lives.

Only when students are able to realize, holmes stressed, how much thev
have to learn about siritual resources from the culture should they go from
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the classroom into the community to observe, question, and learn first-hand.
Once they do so, there is a wealth of topics to investigate, either individ-
adally or in groups.

The wide variety of women's roles and relationships to their churches is
a largely unexplored area. The following topics can stimulate fruitful class
discussions, following which students could collect additional information
using methodologies suggested in Part V of this guide. A student project
focasing on the female presence in one church or in several, on one area of
activity or on a number, could easily be presented to a church or other com-
munity group as a tribute to women's efforts. Teachers may wish to have their
scudents attend churches of different denominations, comparing an' contrasting
vomen's roles (as deaconesses, choir members, etc.), their participation in
and responses to the services, or styles of dress. Are men and women segre-
gated? In which church activities are women most active? In which are they
not? Marriage and funeral customs can be documented, and baptism experiences
described. Religious foodways are also a good topic for analysis. What are
the similarities and differences in the church dinners of various denomina-
tious? What domestic foodways have religious significance (e.g., Lenten and
FEaster meals)? What religious artifacts are in the home? How are religious
pretepts instilled within the home? 1Is there a religious significance to the
names of family members? These and other aspects of religious life can be
compared and contrasted among Protestants and Catholics, and among Blacks and
whites. The experiences and traditions of black Christians can be compared
with those of Muslims and Afro-Cubans, for example.

Attitudes towards hoodoo, voodoo, conjure, and rootwork are excellent
discussion and fieldwork subjects. What are the definitions of these terms in
local communities? What stories are told about them? Alice Walker's short
stories "The Revenge of Hannah Kemhuff” and "Strong Horse Tea” make provoc-
ative reading assignments for class discussion. What connections does Walker
make between the female healers and their “social contexts? Teacliers can ask
their students to collect recipes for home remedies that have been used with
their own families and communities, as well as the stories associated with
them. Are these still used to treat illness? Why or why not?

Although all collections of slave narratives contain a wealth of infor-
mation on black religion, none have been separated by sex, nor have the
accounts of men and women compared and contrasted. Other fruitful topics for
stirdent research include similarities and differences" between Afro—-Caribbean,
Afro-Brazilian, and Afro-American adaptations of voodoo, contributions of
African and Afro-American herbal lore to the science of pharmacology, and
childbirth practices.

Specific objectives within the study of spirituality might include:

*Identifying West African retentions, both in general perspective and in
specific practices, which have helped form a distinct Afro-American

religious tradition.

*Examining diverse expressions of religion and spirituality as sources of
stranct>, powc., and protection in women's lives.

*inatyzilie Joan'e -oles as community-based physical and mental health
rractitionar. of midwifery, of hoodoo and conjure, of rootwork.

*Invest'gating the role of religious belief in nurturing black women's
visions of social justice and in fostering their personal creativity,
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*Examining the social, political, and economic contexts in which black
women's spiritual activities in their churches and cemmunities have been
carried out.

Materials

Materials on black religlon and spirituality fall into two general
categories. On the one hand are secondary, usually scholarly, accounts by
soclologists, anthropologists, folklorists, and students of religion, often
white, and frequently flawed by condescension, paternalism, and ignorance. Cn
the other are the accounts of black women themselves, in autobiography, fic-
tion, poetry, and song, as well as the first-person narratives collected by
oral historians in the early part of the century.

While there are a number of texts on African and Afro-American religion,
almost none give specific attention to women's speclial presence within--and
without--the church. A number of receut works on black women refer to various
sacred activities, but often in a fairly cursory manner., Thus instructors
must sift and sort in order to create a contextual framework in which to place
the rich body of writing by black women themselves about the centrality of
religion and spirituality in their own lives and those of their foremothers.

Among texts Project teachers found helpful in doing so were John W.
Blassingame's The Slave Community (1979), Mary F. Berry and John W. Blassin-
game's Long Memory: The Black Experience in America (1982), Lawrence W. Le-
vine's Black Culture and Black Consciousness (1977), H. H. Witchell's Black
Beliefs: Folk Beliefs of Blacks in Africa and Afro-America (1975), and Newell
S. Booth's anthology, African Religions: A Symposium (1977), Both Levine and
Blassingame discuss at some length the African spiritual legacy and the ways
it was reinterpreted to form a distinct and autonomous tradition in America.
Loewenberg and Bogin's Black Women in Nineteeath Century American Life (1976)
includes a chapter on "Sources of Inner Wholeness," of which religion 1is pri-
mary. “Religion was pivotal to black American life," they point out:

Womanhood in each of 1its phases was sanctioned by religious values.
The religious experience was a group heritage and a creative personal
impetus. At once secular and holy, a religious sentiment suffused
black thought and generated a dynamic for black action.,

Their asgsertion that religion formed "a psychological center" for women is
borne out by a number of black women's fictional and autobiographical works,
Margaret Walker Alexander's Jubilee (1966), for example, which begins
with the midwife Granny Ticey tending Vyry's mother as she dies in childbirth
and ends with Vyry herself a midwife, 1s a 1iving demonstration of the ways in
which the many differenc strands of religious and spiritual belief and expres-
sion are woven into black women's lives. Vyry's untire existence is pervaded
by a deep religious faith, a primary source of emotional sustenance in a life
filled with hardship and suffering. From her perspective we see the slaves'
secret prayer and prajsc: meetings at the Rising Gloty Church in the woods, the
coujuring of the abusive overseer's wife and children--just punishment for his
cruel treatment of the A“ricans--and learn of Vyry's skill in herbal medicine,
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Jubilee dramatically illustrates Laurence W. Levine's (1977) point that:

the relivion and folk heliefs of the slaves provided them with crucial
altornative standards and possibilities . . . thev were instruments of
lite, of =anity, of health, of self-respect. Slave music, =lave reli-
vion, slace folk beliefs——the entire sacred world of the black slaves--
created the necessary space between the slaves and their owners and were
the means of preventing legal slaverv from becoming spiritual slaverv.

The Church. Maya Angelou's grandmother, Momma, a central character in
her autobiographv I Know Why The Caged Bird Sings (1970), is a woman of
~normnous spiritual power. One of the strongest characters in contemporary
literature, Momma draws her almost transpersonal streongth from her deep
reltiviouns convictions:

Her world was bordered on all sides with work, duty, religion, and "her
place.” T don't think she ever knew that a deep—brooding love hunyg over
evervthing she touched. In later vears I asked her if she loved me and
she brushed me off with "God is love. .lust worry about whether you're
being a good girl and He will love you.,”

In one of the book's most emotionally gripping passages, Angelou recalls
a1 vivid childhood episode: the lewd taunting of her strong, dignified grand-
mother bv two neig, boring "powhitetrash” girls. Momma responded with charac-
teristic impassivity: “from the waist up she seemed to be pulling for the top
of the oak tree across the road. Then she began to moan a hymm . . . " and
continued to do so while her young granddaughter watched the scene in agony

and humiliation. After the departure of the young tormentors:

She looked until I looked up. Her face was a brown moon, that shone
on me. She was beautiful. Something had happened out there, which 1
couldn't completely understand, but T could see that she was happy.
Then she bent down and touched me as mothers of the church "lay hands
on the afflicted,” and 1 was quieted.

"Go wash your face, Sister.” And she went behind the candy counter
and hummed, "Glorv, glory, hallelujah, when I lay my burden down."

I Know Why The Caged Bird Sings is replete with recollections of the church-
centered activities of Angelou's childhood. Her memories begin, {in fact, in
the children's section of the African Methodist Eplscopal Church in Stamps,
Arkansas. Her detailed and often humorous descriptions of baptisms, picnics,
and worship services, are all examples of Jacqueline Jones' observation

(198t bH) that:

the impulse for mutual solace and support among rural Afro-American
women culminated in their religious institutions and worship services.
At monthly meetings women and men met to reaffirm their unique spiritual
heritage, to seek comfort and to comfort one another.

Anzelou's evocation of her grandmother is eloquent testimony to Jones'
analvsis of women's influence:

"Spiritual mothers"” served as the main pillars of Methodist and Baptist
churches, but they also exercised religious leadership outside the formal
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institational boundaries; elderly women in particular commanded respect
as the standard-bearers of tradition and as the vounger generation's link
with its ancestors, )

This reverence for ancestors and elders reflects African traditions, and
is embodied in spiritual beliefs and practices of funerary embellishment
1iscussed by John M. Viach in The Afro-American Tradition in Decorative Art
(1973) and bv Robert Farris Thompson in “African Influence on the Art of the
“nited States”™ (in Robinson, et al. 1969) and African Art in Motion (1974).

A number of poems in Black Sister (Stetson 1981) reiterate the salience
nf the church in women's lives. Carole C. Gregory's “The (Greater Friendship
Baptist Church” describes the pervasive presence of women in the church's
life: “mothers/cranking the machine” for ice cream while other "women sell
golden fried chicken to buy new choir robes/our grandmothers carry switches
from the trees.” Mari Evans' ", . . And the 0ld Women Gathered (The Gospel
Singers)” evokes the levdacy of power: "It was fierce/and/not melodic and/
ilthough we ran/the sound of it/stayed in our ears.” 1In "It's All the Same"
Thadious i, Davis pavs tribute to "my righteous grandmama . . . [who leads]
the Amen choris.” Thev hold up these spiritually tenacious women as models
for vounger generations. In "This Child Is the Mother,” Gloria C. 0Oden re-
counts the drama of spirit possession--which H, H, Mitchell (1975) calls "the
sunrene act of wovship in African and Blackamerican tradition”--witnessed in
the church of her childhood: “This, that awesome time/when, more profoundly/
than by pigment, I am/informed of my/blood heritage."

The title essay {n Zora Neale Hurston's posthumous essay collection,_lhg
Sanctified Church (1983), is a lively analysis of the vital Africanisms re-
tained in southern black worship services. A number of essiys in Holding On
to the Land and the Lord (Hull and Stack 1982) explore the African background
of the southern black religious ethos, among them Bruce Grindal's "The Reli-
gious Interpretation of Experience in a Rural Black Community” and Charles
Williams' "The Conversion Ritual in a Rural Black Baptist Church.” Jacqueline
Grant's "8lack Wemen and the Church” (in Hull, et al. 1982) offers a con-
trasting perspective--a challenge to institutionalized sexism within black
churches.

Black women, Theressa Hoover states in her essay, "Triple Jeopardy:
Black Women and the Churches,” (1974) have been: -

truly the glue that held the churches together. The women worked, yet
found time to be the Sunday school teachers, sing in the choir, and
support the church's” programs In evety way, The women found the time
and energy to be active in the women's missionary societies and to
serve as counselors or sponsors for the youth group. They were the
domestics of the community and the teachers in the black schools,.

This role has heen performed by black women since slavery, and continued
to be true--1if largely undocumented-—in the civil rights movement, which was
fostered and nourished in hlack churches across the South. Black women
organized mass meetings, raised money for the movement, and otherwise lent
their tireless efforts to the cause of freedom. Project teachers used a
number of essays and books to explore the participation of church women in
civil rights activities. 1In Selma, Lord, Selma (Webb and West Nelson 1980),
Rachel West explains:

Shey was a Baptist, 1 was a Catholic. But no matter what we were, we
all went to the meetings, and the rallies at the church, Brown Chapel

.
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AME Church. And Catholic priests and nuns were there, too, because the
movement was ahove what faith you were. It was a thing that was of the
people. We put a lot of faith in ourselves in those days. But we knew
our deepest trust had to be in the Lord, because what we were doing was
in the Lord's hand. We really believed that, Shey and me.

And Fannie Lou Hamer (in Collum 1982), one of a long line of women whose
visions of social justice and harmony have been fueled by her own religious
faith, said of her freesdom work:

We have to realize just how grave the problem is in the United States
today, and I think the sixth chapter of Ephesians, the lith and 12th
verses helps us to know . . . what it is we are up against. It says:
“Put on the whole armor of God, that ye may be able to stand against
the wiles of the devil. For we wrestle not against flesh and blood
but against principalities, against powers, against the rulers of the
darkness of this world, against spiritual wickedness in high places.”
This is what 1 tuink about when I think of my own work in the fight
for freedom.

Gwen Patton's brief essay, “Going Home" (1977) was also used by a number of
Project teachers to discuss “the dynamic for black action" generated by black
religion. Returning to the church in which she was raised after a ten-year
absence, devoted to secular political work, Patton realizes, "I have returned
to the source of my political roots.”

Many Project teachers explored the spiritual dimensions of varied forms
of cultural expression--examining, for instance, the Harriet Powers quilts,
the visionary paintings of Sister Gertrude Morgan, and the gospel music black
women have composed and sung as evidence of the depth and range of the roles
spiritual belief has played in their lives (see also the preceding essays on
material culture and traditional music). These approaches recognize the im-
possibility of confining southern black women's spirituality within the walls

of the churches. Mitchell observes this in Black Belief (1975) with respect
to spirit possession:

The African possession tradition survives outside the church's
institutional trappings . . . The plain fact is that some form of ecs-
tatic possession has always been present in the branch of African cul-
tural roots which surfaced in the jazz world. And the communal creat-
ivity of an instrumental, vocal, or dance "soul session"” in a night club
has the same possibilities for human healing that a church service might
have. « . « A Black Baptist preacher's daughter named Aretha Franklin can
“get loose"” and celebrate in one context as well as another.

Mahalia Jackson's autobiography, Movin' On Up (Jackson and Whylie 1966), also
testifies eloquently to religion as a powerful and liberating force in the
lives of southern black women. Jackson describes not only her voice, but her
entire body being engaged when she praises the Lord:

How ecan you sing of Amazing Grage? How can you sing prayerfully of
heaven and earth and all God's wonders without using your hands?

I want my hands, . . . my feet, . . . my whole body to say all that
is in me, 1 say, "Don't let the devil steal the beat from the Lord!
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The Lord doesn't like us to act dead. If you feel it, tap your feet
4 little--dance to the glory of God."

The film Sav Amen, Somebody vividlv illustrates the role of spiritual belief
in self-expression. Other films used in Project classes included Living the
Life We Sing Ahout, Let the Church Say Amen, Black Delta Religion, and Two
Black Churches.

Healing and Conjuring. 1In Africa spirituality and healing have been
intimately linked; in the American South this tradition has been carried on by
the midwife, the rootworker, and the conjurer. Beatrice Mongeau, et al.'s
"The 'Granny Hidwife': Changing Roles and Functions of a Folk Practioner™,
(1961) and Molly Dousherty's “Southern Lay Midwives as Ritual Specialists"
(1973%) document the ways in which medical professionals and health depart-
ments have over the lact half century systematically driven black “granny"
midwives from their position as acknowledged masters of the art of child-
birthing to the verge of extinction. Both essays, however, exhibit the
authors' marked ambivalence towards the midwives themselves, A comparison of
Mongeau, et al. and Dougherty's accounts could be fruitfully made with a work
such as Suzanne Arms' Immaculate Deception (1977). Arms analyzes, from the
perspective of the feminist healthcare movement, the limited knowledge and
anti-woman practices implicit in standard Yobstretical practices and thus can
sensitize students to the highly politici?ﬁd nature of the issue of midwifery.

Both Dougherty and Mongeau, et al., as well asgMarie Campbell in her
extremely paternalistic book on Georgia midwives in ®he 1940s, Folks Do Get
Born (1946), speak of midwifery as a vocation to which a woman recelves a

divine call, and one which is regarded by its practitioners as a spiritual
duty far more than simply a "job." Campbell reports 20th-century midwives
tracing their knowledge back to African foremothers, who passed their lore
down through gegnerations of daughters and granddaughters,

The conjure woman as a powerful and feared figure looms large in Charles
Chesnutt's The Conjure Women (1899; rept. 1969) and Alice Walker's short
story, "The Revenge of Hannah Kemhuff" (1973a). Chesnutt's “Aun' Peggy" pos-
sesses formidahle supernatural powers; HWalker's Tante Rosie .has equally for-
nidable psychological acuity. Both act on behalf of the powerless to bring to
justice perpetrators of racist cruelty, instilling fear in the hearts of both
blacks and whites. These stories are good bases for discussion of different

\gvpes of power and different ways of wielding power, and the forceful person-
a%‘lti&s’ required to wrest power in any form from a repressive society.

Accounts such as these--and Alice Walker's "Strong Horse Tea,” (also in
1973a) in which Aunt Sarah, "an old neighboring lady who wore magic leaves
round her neck sewed up in possum skin next to a dried lizard's foot," is the
only human who cared at all for the plight of poverty-stricken Rannie Toomer's
dying baby--can be contrasted with the anthropological literature--such as
Loudell Snow's (1972, 1977, and 1978) studies of folk medical practitioners in
the South, Southwest, and urban North and with such historical accounts of
women under slavery as those in John W. Blassingame's Slave Testimony (1977).
Jacqueline Jones (1982) follows the development of conjure and herbal healing
from the Civil War to the early 20th century, connecting the rise of folk
medical practitioners among rural women in the late 19th century to the
communal ethos of Afro-American culture. A woman who was “particularly
skilled in the art of herbal medicine . . . might serve as a conjurer or herb
doctor and prescribe cures for her neighbors suffering from anything from a

9o

85



toothache to a heartache.” .cnes rvaports thas this trend continued in the
urban North in the first decades of this century:

The discriminatory practices of northerr urban hosnita. together
with the fact that many migrants had neither the money nor the
inclination to seek formal medical care, sustained reliance on el-
derly women skilled in the ways of healing. Grannies continued

to dispense potions and advice to cope with a multitude of {lls:

a babv's teething pains, a straying spouse, headaches and impotence.

She speculates, in fact, that "two sources of religious authority--one
dominated by men, the cother by women--co-existed uneasily” In the period of
segregation, commenting that examples of discriminatory treatment of women
within the church (where men invariably comprised the leadership elite):

must be contrasted with equally dramatic cases of women who exeicised
considerable {nfluence over their neighbors' spiritual lives, but out-
side of formal religious bodies, and indeed, Protestant denominationalism
altogether. FElderly women in the long line of African and Afro-American
conjurers and herb doctors were often eagerly consuvlted by raersons of
hoth sexes « . + the possiblity that some communities had tro (in all
probability competing) sources of spiritual and secular guidance--cue a
male, and formal, the other female and informal--suggests that the term
"patriarchal” oversimplifies the issue of gender-based authority in post=
war Afro-American life.

The works of Zora Neale Hurston and Toni Cade Bambara also explore this
separate tradition of female spiritual power. Hurston's pioneering folklore
collection, Mules and Men (1935; rept. 1970) documc.ts her observations of
non-Christian folk beliefs and practices {n the rural South, ranging from hoo-
doo to conjure to voodoo. Bambara's fictional works seek to reconnect con-
temporary consciousness to those ancient traditions. The short story “Maggie
of the Green Bcttles,” in Gorilla, My.Love (1972), is a fond and passionate
reminiscence by the child Péaches of her eccentric great-great grandmother
Maggie, who 1s versed in occult mysteries, to the great consternation of her
proper Christian family. Peaches' loyalty to Maggie,.and her sense of being
“chosen” to carry on the clder woman's tradition, are"similar to the ways 1in
which many black women report having inherited their gifts from a mother or
grandmother. 1In The Salt Eaters (1980) Bambara examines the connections be-
tween contemporary secular and traditional sacred belief systems through the
character of Velma Henry, who moves in a world where faith healers and voodoo
worshippers intermingle with politicized radicals. Sophie Heywood, Velma's
godmother and midwife, observes that in time Velma would find her way back to
“"the roots of life:"

. + « And in deing so, be a mwdel. Fcr she'd found a home amongst
community workers who called themselves "political.” And she found a
home amongst the workers who called themselves "psychically adept.” But
somehow she'd fallen into the chasm *hat divided the two camps.

1t is this chasm that Bambara questions throughout the novel, reluctant to
accent the schism of "the roots of life"” which have been passed on thrc -h
centuries of folk belief. Reading The Salt Eaters, students become highly
aware of the rich alternative view of reality offered by Afro-American
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SART i1V-F. TART FOR EVERYDAY USE": ALICE WALKER'S PROSH

L. a1 ore U the aarratives of hlack people who were cantured and set
t sl vine awiv their lives in America, 1 saw that this ianer spirit,
ihia inner capacity for self-comforting, this abilitv to locate God
Within thar thev expressed, demonstrited something aboat human
Mo ims. o . o 1t was as if these women tfound a twin selt who saved them
Trom their abused consciousness and chronic physical lonelinessy and that
twin self i= in all of us, waiting onlv to be summoned.

To prepare mv class to comprehend God in this way, T requested thev
roul narratives of these captured hlack wonen and also write narratives
themselves, as if they were those women, or like them, At the same time,
[ askel them to write ont their own understanding of what the inner
aice, TGodT is.

» .
Tt wis an oxtraordiniry class, Lucv! o o .

In this brief short storv "A Letter of the Times” (1981a), Alice Walker lavs
sut for us the theme that dominates her work—-continuitv and creativity in
sauthern black women's lives——and the avowedly exploratory manner in which she
s Jdeveloped this theme in prose works spanning two decades.

It i< little wonder that so many Project teachers devoted their class
fime to Walker and to her concerns: they embodv the central issugs the
roachers were seeking to bring forth in a fashion at once analvtig and art-
istic. Alice Walker writes about southern black female survival and trans—
condence.  Yer work itself is an outstanding example of that transcendence.

Approaches

-«

A bodv o1 work such as Alice Walker's suggests the merits of in-depth
studv of single artists or particular groups of artists. Such detailed
attentic . makes a direct contribution to discovery, documentation, and
reaffirmation of southern black female culture. Some Project courses con-
centrated on just a few major southern hlack female artists, primarily 1lit-
crary fisures. Others, however, selected a local artist or collective for

thelr focus. These unrevognized artists might be a well-known local singer
g N

) 88 .
ERIC A 35 ’

Aruitoxt provided by Eic:



AT A E SN RS S PUE B B SRR N AVR SR E A I SRR TE L TR A S O A O B A T I RN L
e ot Do al i Ly o musicians r oo bty orcanloat o Sien v b W o
., Alab i,
Ao e oot st andioes o artists o who have conersed troem o sonther s Sl

SRR TE I I S RS PO FUPE NN SRS AN

dirdes Vil e Watkor i ohvious chodlee toar parpe-es ot caltarad stadyy

et free o de vt worh 1 expression ot Cand o heom oot pradas o and tha ol
Vohver hherdit e, Canscions seltmecmination stands oat the conter ot ey i
wrig oy, Anddy it Ttaroaret Walker Alesoader o ant baali Marvav, o shie o has e
e M erare o e awn donraey Doy that o centers Throosh Alice Walker's oo
St S agie themes e these cuarricnianr aatori vis el he reviowed o ant o ovaioare
i 1ttty bhe SUack, o o he wouthera, ot to o be teasale,

L]

Thic wertion offers some approdches to Alice Walker's prose work, us

Coris Row 1 o sias e o artist's work o o he ased to Jdroaw oont the theaes ol tan
T roan b throgthont s curricatan cuaide . Walker was o only o ot wever g
e ist s Shom Projest teacilers siaclod ont o ror o speci ol standyy, imrricabna Jde

Tapers will o have their own Pavarites, nerhans woriiar i other aedia, o o

el Wy Tocqies, This Jiscussiane o Walwer's work <shoatd o ror gome sy
Sfcaes thiar o oy he apntied reaerallte o to lcoer consileration o thwe T oea gt
L;orea or sonthera Black temaie o artist s,
Pradect teachors mais o ained the claae Sonmectionr of e and Tite throuoh-
vt thedir conrses,  While alwaes loowkiag tH the context ot tamile, commanity,

-

vl caditare fron o which the artict Jdraws ber ideas, values, and mode of oxpres-

iy, Prodect teschers tookx the opportunitys of detaiied stadv ot such o waior

writer to discias e anoartist o takes what o ghe, oand we, all o xnow oand shiore o
caros it oiatoe an o art work that commmunicates ia oa anigque, compel iy wiv,

imderstandiae and appreciation increase with prolonved exposure, caretuol
Jiscnssion, and oo sarficiently detailed analvsis to recoynize the breadeh,
fopth, and development of one writer's thomsht and ot her craftsmanshin,
Farther, Walker's professional and personal development mav serve as a moded
for studentss  Seeing an artist Tup close,” becoming tamiliar with her minor
writing as well as her fullv=tormed successes, enables students to anpreciate
that Jreat art does not just happea, buat s the prodact of long, hard work--
var< that thev, too, aisht andertase.s Walker, particalarly, has made no se-
crot o of her personal Hife and it s well s a stadv In learnig, maturation,
vl arowit sense i oselt.

The sun af a4 body of work sach as Walzer's can he explored in the class-—
room o th vain insivhts into one womin's interpretation of a4 culture,  Throush
her students have an opportunite to see how an artist draws ,on the same eloe
Mqents time and azain, offering g new view, g deeper insiaght in each re—exanm-

ination. They can be exposed to notions such hs theme, motif, and tiction-
l T ’ . ’ PR S

Alization.  Thev will he able to tollow Walker 5 she explores the processes
thronsh which individuils and g society maintain themselves and transcend mero
survival, to express the beaatv of trulv moral personal iategritv within the
context nf their native cnltgnre,  Work siach as Walker's constitutes a hisq;ij
s

Sf the writer's cultuare.  Students who have stuadied, or studv gimultaneou

the sevredation period or the civil rivhts movement can O.X,Fetience it through N
the artist's eves, qunigq that personal insight that is necessary to true
anderstanding o historical events. Thevy can also see how life becomes art,
Project consultants and teachers sudwested several approaches to studv of
the wofr of Alice Walker, predicated in part on their own disciplinarv train- \
inr.  In a course devoted primarily to literarv studv, Walker's develgpment of
narillel themes in nooels and short stories offered an excellent vehicle for a
deep analvsis ot her development of stronyg, archetvpal vet highlv individuatl
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TR P oo how the st i Dane e ienee e e ey T
cderap i oo o h o o1 wocial chane,
G Proiect e aerw Tiaked the o stode oot waiwer swith thatosr Uera Neale
varen, il lnetroatioe oot anlv the woaers hoth women make ase ot their Slack

Trt e, o also how o vouner sehalar artiat toaras o and drawes iaspira-

o fran her predeceasor, Por wtndente wh o wonlt o oaia tron learnioag bhiow to
ooarn Trom o otters, the Harston=Walker storv o isoan o ol lant role models Wy -
l emonstrares that the hest ) nost excitime reserech tapies mtv bhe toand
Pk to the stadents' o oown homes oand environment s ooanomtoas veld noapnrecioated

Gontthera Biaek wormeen, it the sume time helpias tenale stonde te amain poasit e

?nlr~iinnriliw<.

t

Walleor's worx 1= coxemplary in maximg eriRLic'uﬂv Of Atro—American tolk
Lore anet cuastom, Hor stories can be intevrated iato a secticn on material
calture: on religion, spirituacity, and hoodon: o oral traditions <sach g
Gtorvtelline: on the particalarization of African survivals in the Soath,
Wwaller's characters live their enlture.s  The details of church services,
Woanseons T castoms, dress, retelld{nc and reiaterpreting folktales, music-
aa<ine, Daingoave, and sestuare are all metfoentously delineated, tnstit'vh{ Lo
fhe writer's astute oar and eve and also to her tireless rescarch. Rxeelpts
from Walker's work might bhe intesrated into students' slide=cape provrams,
“airee jouraals, or proje.t ticld noros) wince she speaks <o eloquent v of the
e and heroiss of the evervdav lite thit.students should seek to appreciate
il anderstand rhrouvhout 4 course on hlack women in the South. v

Spect T ie pebateaieal ahjectives foar the stidy of Alice Walker's works
e

X coming familiar with the prose work of 4 major wriser md her

porsonal vision of sonthern Hlack female caltare,

%1 apaine more ahout sonthern hlack female culture thromth prose work
Which is baand on lite-lony, carcfual stude of Afro-American and Atfrican
heritares.,

Avacamiainy the process beowhich an artist Jraws on folvlore and folk
cultuare in her art.

Xearniay how 9 assess sueh 1 major artist's work, in acsthetic and in
cnltnral and rolklorictic terms.

idy
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Phow ansrest Tons will roca on Allce Walker '« prawe work, incbintiag the

i :
three sovels, The Thivtd Lite of grange @anetand (1379) ) SMeridian (197na),
|

FThe Color Purple (19824); shoart storices in the collections In Love and Trou-

-

ble: Stories tor Black Women (197347 and \WBLJLyngjgnq\;l(h)nd Woman Do&hl

Stories (1981h), in Washington 1975 and 19800 gnd uncollected stories; and
essavs, most of which have been collected as In Search of Oar Mothers' Gar-—
dens: Womanist Prose (1933).

Teachers will tind certain secondarv resources helpful in preparing theis
classwork on Walkere Barbara Christian's Black Women Novelists: The Develop-
ment of a Tradition, 1892-1976 (1980) offers a fine anaivsis of C .
Copeland and Meridian under the title "Novels for tvervdav Use,” Christian
draws ont the wavs in which Walker has depicted the dilemma of southrern hlack
life, in which the inhumanity of whites seeks to destrov the humanitv of
hlacks:

AN

Tr is as it Walker consciouslv selects all the nastv bits and pieces

-
out hlack people that thev as well as -white people believe. Then

shie examines each bit) ITucildlyv arranges the niccos 50 we mivht see th
savade nibhlings of cevervidav oppression it the souls of hlack
v Southerners.

Christian discusses Walker as a Southerner, as a Black, and as a woman, care-
fuliy illustrating how the author conveyvs the sex-role componont of white
racism and its impact o# black families and black female-male relationships.
She also describes Walker's historical view, including generational dispute in
+« « o« Grange Copeland and the wrenching changes in black life during Meri-
dian's c¢ivil rights period setting. .

Two essayvs in Sturdy Black Bridges: Visions of Black Women in Literature
(Bell, Parker, and Guy-Sheftall 1979) address the work of.Alice Walker. Marv
Helen Washington's "An Essav on Alice Walker” is particularly {mporstant be-
cause it analyzes Walker as a chronicler of women's lives. 0Discussing
« + + Grange Copefand and Meridian, Washington describes Wilker's women as
undergoing a process of self-realization:

They bezin existence in a numb state, deadaned, insensible *o a life
. boevand poverty and degredation; they are awakered to life bv a power-
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cheir own actions ard are therehe cenud sed s Bndaisnhe b Sonther g chite v
contines to o sen.rate potion Trom respoaaihiliis by Tt that e
commonsurate with crimes, hvowiolating tamile and badividuad datean Doy e
sonerally removis Slacks' control over their own Lives, R P S A
fivll repre<ents the internalization of raciss b Bl In nrizos o the

Airder of his wite, he "realized oextraadiaary et fons

Heo Tawved the Soath, Al e Knew he foved i heo e e aad e ey
sorimisly considered leaving ir. He :tobr e ad o real o anderstandiae o
it. Tts wivs Jid aont mvstitye hin i the Teast, [t wis 1 swoet ioobent

s
neculiarly accommodatimeg land. Tt hent dtselr to rit dts own D

ne's life, underneath the rigidite of caste, wis casentialle one
invisibility and luck. me did not feel atone i one's guilts onilt
dripped and moved all over and around aad abont e Tike the moss that
clung to the trees. A man's punishoent was eser LETUEen ubd Somewhere in
4 hook before his crime was committed=={t was not even the wame ax
someane else's punishmont for the sy ervine.  The punishment was aande to
fit the man and not the crime.

In his old ave Grance contradiccs hic ox-wire and son, who aceae thet he

’
like thev, "used to blame the whice rolk= oo, For thev 1s the canse of all
the dirt we have to swallow.” Turning to his eranddanghter, his ‘hird "lite”,

he savs:

Bv Georgze, | know the danmer ¢ putting all the blame on somebodvy else
for the mess ;;;T—mdkf‘ out of your Jife, T fell into the trap mvself

And 1'm bound to believe that that's the wav the white folks can forrupt
vou even when von done feld up before.  "Cause when thev vot von thinking

P ,
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Saatarte tamioy o and o protectinn from Abipse:
oot oy webding dae ranndog from the eldest hove HMe twelve.  His
i Jdiel i his o oarms o and he don't want to hear nothing Hout o ew
Me. e nick up oa rock and Taid o mv head open. The hlood run.all Jdaw
Cween v hreists, . oo . The wirls hair ain't heen conbh since their mamsy
1iod. L rell him 1'11 just havo B9 shave [t oftf. Start fresh. e
v o mad Taex to o cut o1 woman hair.e So oarter T handage mv o head hesr ]
1 1 coe< dinner--they have A sprimy, not 1 well, and 1 owood o Staove
Taow liwke 1 truck——0 <start trviml to untantle hair. . o« Thev ooy thelr-
solve t o shaep, aut 1 dan't crv. I lav there thinkim? hout Nettie
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't hers, p‘lr[i(‘ll‘l‘irl‘f women, come L0 hor sphere and are stremithene ™ by othe

Jenth of carimg aad the ceateredness thev find there. Tt is 4 netwdisrs of

o Walver portravs s heimg the core of Afro-American racial suar-

Placing the sister Nettie in LWest Africa, and fashioniny the hooxk as A
correspondence between the si-ters, Walker creates an internal lialowsae, com=
paring and contrasting, and final.v reconciling poor and middle-ctass, edaca-
tod and uneducited, African and Afro—-American heritage. From vastlv differ-
ent points of viewr—Celie rooted fn rural Georgia, experiencing a loveless
marriase and A passionate relatinnship with Shug; spinster Nettice travelling
1s nannv and maid and tinallv boloved wife to a respected hlack missionarv--
the twn sisters gradually come to i? ntical realizations about the natare of
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" el et g e Urau thit Wity wvindonee, Ryowits
ol Poii it AN s 1 the eans to tarce his wite hack
P s it chen e s owe 1 amd i1l with the ehill and i< anable
St ey ot i iobn, B remaves the tamile hacx tooa sharecropper 'y

v et e imaredo v bers the ol i oshe hears, Meridian's briet lTiaison

i T i reenlt e 0o onre trew st ahorts. Tranan as bheen rennlsed by
e tertiliter e leves unon learnioy she isoa Yormer wite and mother

s hge tivea her o chib] oawae. Meridian not o onlv has herselr sterilized, she

Mo e aTes i sexunal o relations aocain, not oeven when Truman's attraction tH

Ps orencweed. Blickewhite sexnal relations dominate Meridian and tiev are

et trnric contiot=.  Troman and Lvnne's interracial il does not o sur-

it is interracial rape that destrovs their marriage.

T The Color Purple, however, Walker depicts soxual tulfillment, in and
SN '4Tr;7iax1x,<f;ﬂwv1: womel 15 well s between men and women,  And there is
Cortilite. Colie has two chiliren throaoh rape by her stepfather.  She ater
Secnres 1 position for her sister as mald in the home to which he woave 1he
hildren and Sottie riises them.  The children represent cultural continuitvy
1l o evalatian,  When Nettie returns from Africa she hrings her tamilv: o
qorthern blick hushand and three voumr people. Celie/Nettie's daughter re-
tarns o werly to the United states: their son first marries an Atrican woran
1ind reapnears with 1 ceremoniallv—scarred face, an srdeail undervone o demon—
ctrate Mis duil eommirment to his wife and to her heritage,

I~ her postscript to The Color Purple Alice Walker identiries herself as

mthoyr ﬂﬂiinm.: Tn speaxing of her writing (unpublished "lecture, Ann

\rhor 1993) she Jdescribes hor characters as spirits who appear for her and
whose directrion she fallows in writing their stories.  An oartist, Walker wonld
Hhave us undorstamd, is onlv a medinmn through which a culture can express it-

self. She does ot create it, she merelv gives it form. (Sece Also TWriting

The Color Purple . o % in Walker 193300

This nichlv Africin eoncept of the role of artist pervates Alice Walker's
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Creatoar:s haadt gl o, She ds Iavolved i work her soul must hGave.
wlerianr the naiverse in the inave of her personal conception of Beant v,
Herotaree . v oshe prepares the Art o that is her girfe, is g ledacy of
Tresnect s Leyves o e tor ad b that ibliminates and cherishes lite,

She Bl boovded Do vespect for the possibitities==and the will o er van

Foroher,oso hindeced ant intraded aoon inoso o many wavs, heiae an
irtist has stil! heen 4 ity pare ot - or Life, fhis abilitv to hoeld on)
e I ovory SEmple wavs, 1o work Black women have Jdone for oo vers lone
vog
I B TR

Py ol arrists Walker seeks, and finds, "B1ick women whose spiritudlity was

S0 intensce, so deep, so ounconscious, that they were themselves anaware of ot he

richacas thev held,’
This essav was critical in opening up students' minds to a larger concept
art” than the rraditional academic "fine art” definition and in Teading
tioen toward appreciation of folk expression so that thev, too, could discover
women artists within black culture. This particalar odvssey is an inspiring
example for students who are struseling with identity and seeking wavs to
hecome separate, mature individuals without dosing the cultural ties that will
cnahle them to survive.,

oY

I'n her search Walxker contemplates what it would mean to he a sout!. @ a
hlack woman with the ecreative drive that she herself coxperiences. Drawin  hor
analogy from A Room of One's Own (1929; rept. 1963), Virginia Woolf's ¢lassic
evssavoon the ditficulties proeseated a woman who aspires to be a writer, Walker

bolioves that manv women thomcht Hf as “crazv” in times past were no Jdoubt
lost artists:

What did it mean for a bla k woman to be an artist in our grandmothers'
time?  In our great—urandmothery' dav?  Ir is a question with an answer
critel enouch to stop the blood, >

Creativity and spirituality are conjoined in Walker's analysis, as thev are in
southern black tife:

For these arvandmothers and imothers of ours were not "Saints” (mad women),
but Artists; driven to a numb and bleeding madness by the springs of
creativity in them for which there was no release. They were Creators,
who lived lives of spiritual waste, because they were so rich in
spirituality--which is the basis for Art--that the strain of enduring
their unused and unwanted talent drove them insane. Throwing awav this
spirituality was their pathetic attempt to lighten the soul to a weight
their work-worn, sexuallv abused bodies could bear.
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Wal<er's tale of her Jdiscoverv of a literary Yoremother alaso wis osed as

¢ biasis for discussion about the connections among hliack women artists ant be-
rwoen them and their cultare.  “Looking tor 7oral (Walker 1975; rept. 1933) s
At the same time o memoir of the senjor writer and o chronicle of Walker's own
search for identityv. Finding and marking Zora Neale Hurston's vrave wias for
Wialkor 1 necessary step towird understaniing her own roots and the source o

PN
SR IR ELN

hwor cereative abilities.  Both women make explicit use of folidore and
calture in their work and both are eayder to acknowledaoe theit own roles .
"wedinms.” The Hurston-Waixer storv proved genuinely inspiratisnal to st
doats, making hoth writers more haman and accessible.

T egsav “The Black Writer and the Southern Experionce” (19790 rept.
193 3) contril ro understanding Walker's ties to her revional herit.are el
t5 traditional Afro—American calzare. Relating a storv of community cooper-
Ation that helped her family survive the Depression (a familv tale later re-
worked into the short story 7 7he Revemre of Hannth Kenmhutt, " anthoiseroed in
walker 19731), she writes:

What the black Southern writer inherits as a natural rivht is 2

sense nitv, Something simple but surprisingly hard, os-

pe i fv o in the o davs, to come by o, . . T oam nostalgic for the sol-

f4a- v and sha ng o a modest existence can sometimes hrimr,
She Frade - 5at south, o hlacks, becaunse theyv have grown un jin a biturcated
world-—th. -uhli-, © ite world and the “strictly private, hidden cexistence”
that is the .suth have a "double vision™:

. . . not onlv is he [the southe¥n black wrirer] in a position to see
his own world, and its close communitv ("Homecomings”™ on first Sundavs,
barbecues to raise monev to send to Africa--one of the smaller ironies
--the simplicityv and eerie calm of a black funeral, where the beloved
sne is buried wiv in the middle of a wood with nothing to marx the spot’
but perhaps a wooden cross alreadv coming apart), but also he is cap-
ahle of knowing, with remarkably silent accuracy, the people who make

an the larger world that surrounds and scpresses his owa,

T™his “double vision” urderlies Walker's studies of racism and its et focts on
hlack and white Southerners in . . o Grange Copeland, The Color Purple, and

other works of fiction.

Walker attributes the deep insights about social structure and the pen-
etration into personal anguish and triumph in ordinary lives that character-—
i70% southern black writing——and esperiallv her own--to her people's will to
resist: “In large measure, hlack Southiern writers owe their clarity of vision
to parents who refused to diminish themselves as human beings by succumbing to
racism,” because those parents refused to be blind to the trath about indivi-
Jual people. For “"blindness about other human beings, especially for a wri-
ter, is equivalent to death.” Walker finds that the southern hlack heritase
imposes a peculiarlv powerful nhligation on its spokespeople:

Yo one could wish for a more advantageous heritage than that o
queathed to the hlack writer in the South: a compassion for the carth,
4 trust in humanity bevond our knowledge of evil, anda an abiding love
of justice. We inherit a great responsibility as well, for we must 1 Ve
voice to centuries not only of silent bitterness and hate but also of
neighborlv kindness and sustaining love.
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directlv from the

: R AN IO T I I IV B i B I TR LN O A R N T vl
¥ ‘ St enow o ae oA omidgre from o the Sonth, trom oruaral o bires-to
. Gyt , o thie sites of her civil orivhts era o act ivisa, Pae o D wiarm
e Dt i aad o b rriends, the trip o contirms Walker's teolings o ot 1ing
Vvt e st iy, Shile much is Jdirficalo and saceh avchaneed Camd s S hiine s
l.ov s it v than betor: deirine toee st e Y ooahe e o shrarn RS AR
e St Haath
B heendo Dinshive oo st i, an reibions ==t i ‘
B ol ot Tries of the North, Plycres a0 o ot e, cariyg )
Cras
” i Peocart vriet. and 10D were cver attacked o rohhe d b
diother Black person Iodonhe [Td o recover, This thonht itsels soaro
e, Thoere 1= oalso the knowledoe that inst as ['m oafraid ot them, hecare
Toas Doanver Xaow what behavior to expect ) thevire atraild of me, IS
the vile thinas that have hapeened to us in Americt, this roar b cach
her is to e the most ouabearable ) the sost hamisiating. o .
TALY thows peopbe from the South,” save Loren-, Tprobabhlv o ales the b
cardens
TMias wtoimg Fishine, "
Mg trees,
“Miss havine people smile at them ot of true artection,”
Pais last is the most human reason, and perhaps it is the truest of all.
“Lulla” is usefal o demonstrate what is critical about the southern exper-
ience for all black Americans. Once more Walker comes hack to the necessitvy
vf culrural and familial context for survival as an ethical person. The jour-
‘nalistiec formn in which "Lulls” is written also served as a model for students,
both in preparing journals of their reactiors to readings and class experien-—
cos and in recording their field notes in their community research projects.
In "1t the Present Looks Like the Past, What does the Future Look Like?”
(1982h) Walker once more takes up the question of the relation between racism
and sexism in this countrv. sShe probes discrimination against "black black
women” and finds that black men and women, political and social leaders, art-
ists and writers, have internalized stereotvpes about skin color that erive

racist, "whiter is better,” slave-holding and slave-raping

South. Walker points out this discrimination among Afro—Americans, not to lav
blame, but hecause:
the duty of the writer is not to be tricked, seduced, or goaded into

verifving bv imitation, or even rebuttal, other people's fantasies . . .
To isolate fantasv we must cleave to reality, to what we Tnow, we feel,
we think of life. o
This essav, while obviously appropriate to discussion of southern black female
identity, is also valuable as a reminder of the role that the artist plavs in
just depicting, but leading community life.
Project teachers also frequently used selections from Alice Walker's
short stories. Almost all of the stories in the ¢ llection Ip Love and Trou-
ble (19734) were included in one or more Project courses. "The Revenge of
Hannah Kemhuff” and "Strong Horse Tea"” are particularly good for presenting
folk beliefs: “The Welcome Table” can be included in discussion of religion
and the hlack church; "Everyday Use” is a superb short tale of family ties,
folk craft, and the violation and dehumanization that result when people, and

not
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ot e bt e re by ioae ma b the dEtten Dy et bects e e
ceer gl wome v, TRoee b Ly fvoowhien o tradicional st ra woaman o e
e Mqalim ot oorder to provide for her o children, s heart-een tine, [

et derome” a4 traditional workiov—olass wmman destrovs [RTRICII B S SRR SR RN
e Sehaerd e et v and diaresard as e Mo Pavoadive b T ok oo
alarea e s tadv,
b whort oatories uwal by Project teachers doacTade TATvae iy o and
ComL Wellat Cin Walker 19R1R)0 which oxoemines nanv ot the themes developed
S oMeridian: CA Sodden Trip Home in the Soring” (dlse in Walxer 95 1TH), which

Caderibos g vouny woman's o strueele to maintain hev o sense ot ileatity ia the

vlien wor

v

oot oan elite, northern airls' colleae; wmd A Tetter of the Tines”
Cuatwor 1931 0) ) 1 short-short story also esamining relations amond Hlack and
White women.  The latier twn stories are especiaily vatuable in illustrating
P amconeci s racism of white women that stands in the wav ot any Tenuine
relitionshins that thes mivht wish to have with black women.  In "A Letter of
Che Times Waliwer offers us her own pedavooy for a class on race and <ex; at
{he same fime attackins trends {n the white feminist community which she
rovards as tundamentally racist in nature.  These stories are excellent tor
srdv oot ddentity, as well as feminism and black women.

An excellent course on the culture of southern black women could be con-
Structed around the writings of Alice Waiker. By extendimr the readings to
her poetty, to the writings of her spiritnal and artistic mentor, Zora Neale
tirston, and to other creative and documentary writing about the periods in
Soth eentury southern black life in which her novels are set, all the crucial
thomes in this curriculum puide might be easily drawn in., Walker addresses
southern black remale identitv in phvsical, cultural, and moral terms. She
takes apart, examines, and reunites the components black, southern, and
fo ile. She places herself, as an artist, evolicitly, in the southern black
creative tradition.

Drawing direct and thankrul connections to the folk a
, Wallker speaks »f her vardener-moether (197
aore than a muse, as a collaborator:

tists amonyy whom

-
she came of age 4y rept. 1983) s

. . . no song or poem will bear mv mother's name. Yet so many of the
stories that 1 write, that we all write, are my mother's stories. Only
recently did T fully realize this: that through vears of listening to
mv mother's stories of her life, T Have absorbed not only the stories
‘wemselves, but something of the manner in which she spoke, something
f the urgency that involves the knowledge that her stories—-—like her
fe--must be recorded. It is probablv for this reason that so much
. what [ have written is about characters whose counterparts in real
1. fe are so much older than 1T am.

Intervi. ~od (1973c; rept. 1983), Alice Walker explains:

You ask about "preoccupation.” [ am preoccupled with the spiritual

B survival, the survival whole of my people. But beyond that, I am
committed to exploring the oppressions, the insanities, the lovalties,
the triumphs of black women. . . . For me, black women ace the most
fascinating creations in the world.
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PART Vo STUDENT FIELDWORK: DOCUMENTATION METHODS AND THCHNIQUES

PART V-A. INTRODUCi i\ FoOR TEACHERS

This section of Approaches and Materials has heen designed to help
teachers familiarize their students with the basic methods and techniques for
primary research in local communities. Emphasis i{s placed herein on teaching
simple skills to allow students to become active participants in the process
nf field research and in the collection of information about southern black
women. Suggested class exercises and assignments which introduce and then
build on acquired student research skills have been described throughout the
"Approaches” essavs in Parts Il through [V.

To aid teachers introducing the concep:t of primary research to their
classes, the first part of this section provides an overview, in outline form,
of various tvpes of both primary and secondarv source material available to
students researching the history and culture of southern black women, and
briefly assesses some of the considerations to weigh in the collection, an-
alysis, and interpretation of each. This survey of source material coneludes
with the recommended use of primary oral or aural material--tape-recorded
interviews or artistic performances--collected by students engaging in first-
hand fieldwork, the research technique most often used in Project classes.
This section then focuses on the parallel fieldwork methods and techniques
developed by social historians for collecting oral histories or testimonies
and bv anthropologists and folklorists for collecting oral narratives, %ongs,
and speech.

As A starting point in most undergraduate classrooms, fieldwork may be
defined as the first-hand obsevvation, study, and collection of information
about cultural phenomena as they exist or occur in their natural context and
environment. Documentation is used to describe this collection process by
means of tape recording and photography. The field refers to the interview
location. Respondent (or informant) refers to the interview subject (also

interviewee); collector refers to the interviewer. Oral history may be defined

as tape-recorded interviews with first-hand participants or historical wit-
nesses who relate personal accounts of the present and the recent historical
nast.

As Lynn Z
issue of the j

. Bloom comments on the value of interview work in the special
ournal Frontiers (1977) devoted to women's oral history:
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L. . Fvery oral o inteciew with oa woman is 1 - o of eanhs cing not
aalv o that woman's in .. ctdual place on this e put the sooniticance
At worien denerallv.  The oral historian can raise the sceli osteen ol
Lhe woman interviewed, for in talking about themselves,-women can
rocornize the worth of their roles, their efforts, their contributioms,
their lives. Throuvh the medigm of oral history, other woemen can
Pdoatify with tihcir sisters, mothers, srandnothers, davrhters: nen o
e Lo Fhow o women fotrer,

1t wa+ in ohjective of this Project to atilize oral and community history
orojects o certaken by studeat researchers to expand arcas ot intellectnal
faguiry and to bhreak down barriers between academia and the general puhlic. In
thie process, both student interviewers and their communitv respondents are
1ssfoned an active role in the collecting and making of historical and
eultural information. This student-centerved, public outreach approach to
culture underlies the descriptions which follow for teaching students the
hasic skiils necessary for field research, documentation, and presentation.

In contrast to the format of preceding parts of this curriculum wuide,
Part v is addressed directly to the student and includes simple reproducible
ontlines and sample documentation forms that may be used to teach the basic
wthods and techniques of 1) P_re—fiebi_ rlanning, background rescarch, and
nreparation; 23 Fieldwork, including interviewing techniques, and simple
t ape-recording and nhotographv skills; and 3) Post-field classroom or com-
aunitv presentation, derfiving from tield research, and archival documentation
and prescrvation of re-oarch data.
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PART V-8B, PRE-FIULD: PLANNING AND PREPARATION

Tvpes and sources of research material to consider. Betore deciding what
tvpe of rescarch to uandertake, vou should consider the various types of both
primary (oricinal) and secondarv (second-hand) source material available to
vou.  The following outline describes various types ameng print, visual, and
oral/anral meifa. Often a combination of both primary and secondary materials

Trom all thrée tvpes is emploved by researchers.

Fors example, plantation records and slave narratives (primary documents)
mavr-be rfead and analyzed for historical references to women's needlework, such
as quil@ making, as may fictionalized accounts of domestic life during slav-
ery, such-as hovels (secondary publications). Actual 19th- or 20th-century
quilts “artifacts) that are in private collections or museums may be directly
studied or phdtographed, or may be viewed in documentary films (secondary vis-
ual media). Contemporary scholarly essays (secondary publications) about
women's needlework may also be read. Finally, interviews may be conducted
with elderlv quilt makers in your local community, and their recollections and
stories about their foremothers or their own skills in the needle arts may be
tape recorded. The artists, their art works, the process by which they are
made, and the contexts in which they are used may also be photographed,
filmed, or videotape recorded.  This first-hand fieldwork with living prac-
titioners will help to trace both continuities and change in this form of
cultural expression, as well as place this art form within its native cultural
context.

PRINT

Primary Documents

Sources: archives, historical societies, newspaper "morgues,” government
agencies, organizations, associations, businesses, churches, etc.

Types: personal correspondence, letters, diaries, journals, unpublished
writings, scrapbooks, newspaper clippings, travel accounts, slave narrative
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Al run Wiy o ceount s, olactation reo e et e et s e s

Ty sieal rmwr\l\‘, Corsus G1at 1, oot ren ‘!'«1\, City o r e odetora gl i reeet o be ey
Stmreh an! cemetery reenrtds, commercial orecords ) orrade ot tlovo s advert e
ent s, None orvaas, ephemecr Cpostersy handbhil by Sroadatde s peaph e ¢
hrochures, ete. ).

Pronlems: Women, cepecioliy poor, worsing class, oo thicd-wor Do

corme from highly verhal coltnres Db ot end Tt ereate toewer Wwritten ree ey
materials miv have been discarded ar omav be Tuandis overed? oin attion
hasements; repositories in the past have Tackedinterest 1n acgairinge and
preserving such materials; what was colleceed and save b probably renvesents
hiases of institution's archivists and carators (who are ravelv black womend;
materials will probablv be inadequately catatoyued and indexed; materials
he “hidden” in coliections of family (male-headed) papers or those of aales
lominated {n<:itutions or organizations; existimg collections oftea tocus o0
the “exceptional” black woman who achieved rational public recoanition; cois
lections are often oniv of women who are now dead, «r oraenizations that e

now defuanct; maior archival collections are in the North {(i.0. New York ity

Chicaga, Washineton, D.C., Boston, New Haven) and operate with linfteod staty

iné tunds and restricted hours.

Secondary Publications

Sources: Libraries, booketores.

Tvpes: Novels, short stqgies, plavs, poems, memoirs, autohiosraphies,
sssavs, treatises, texts by black women; women’s popular mazazines and mail-
arder catalogs; fiction and non-fiction bLv others.

Problems: First-hand experiences of artists/writers are combined and
distilled bv their creative imagination to heighten, but possiblv distort and
express a ‘composite” realitv. Biases, generalization, and insensitivity bv
writers ahout southern black women who are neither southern nar black nor
women. Limitations of the commercial marketplace, The written word (literary
text <) mav not he the best evidence of nen-literarv {i.e., verbal) caltures,

VISUAL

Primarv Materials

Sources: Homes, pi ivate collections, museums, art galleries.

Types: Paintings, photographs, sculpture, handicratts, needlework,
gardens, house decorations, clothing, etc. created by black women.

Problems: Lack of sophisticated methodological concepts or tools for
analvzing and interpreting material culture (artifacts); inaccessihility of
materials except through first-hand fieldwork.

Secondary Materials

Sources: TV, radin, movies, libraries, museums, art galleries.
Types: Films, vi‘eotapes, TV programs hotographs, exhibits, art done by
yp , p y P

others. :
Problems: Racism, stereotyping, and other problems, as above.
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ARAL TAURAL

Primary Recordines
AT chive~, sral magtory psroarams, fire: =hasd Fied wsra,
s: Tave recovded interviews, music, and other artistic perforyince,
Ly - . N . . .
Problems: Same as above, bat the bhest solution to collectiny fatormatiog

hont sonthera black women of todav and the récent pasr,

Secondary Recordings

Sources: Librariss, record stores, radio,

Commercial and documentarvy phonogranh rocor.ds.,
Problems: Same as ahove,

Tvpes:

Planning vour project. Students planning to undertake field-oricnted re-
search projects should first take note of several keyv points. Be realistic in
the hals vou set for vour research project, in terms of the time frame within
which it must be accomplished, as well as the resources that are available at
vour institution and in your local communityv., Make sure that you thoroushly
plan vour project in advance. 1t is alwavs helpful and of.on required that
vou prepare a brief research proposal or prospectus which asks vou to state
vour goals/objectives and proposed methods to achieve them, schedule a time-
table, list available resources (hoth human and material), and justifv vour
research topic. Certainly, vou should conduct background library or archival
research and prepare in advance a detailed outline of interview questions (see
below).

You should develop a project that is carefully focused in scope and thit
is closelv tied to vour course curriculum. TIdeally, project topics should al-
so bhe regdilv connected to your own life and experiences. Your topic should
he of sufficient significance and appeal that any resulting class or community
presentations will be of interest to an audlence of others on campus ~r in the
communitve. TIf the latter {s one of vyour goals, you should also plan in ad-
vance how you propose to analyze and {interpret the research data that vou col-
lect, and how you plan to present your vesearch findings to your audience.

Preparing for your field research. Several kinds of community organi-
zations and institutions might be contacted to serve as resources for your
oral or local history project, leading you to potential respondents. Some of
them might provide sites to preserve colleeted materials or to hold public
presentations. These include: local and state historical societies, museums,
archives, and libraries; historic preservation agencies; local and state gov-
ernment archives and records centers; nursing and other senior citizens'
homes; club® and civic organizations; churches and church auxiliaries; and
local businesses and union locals and zuxi. aries., 1Individual members of such
groups can be invaluable as liaisons hetween teachers, students, and other
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o it me e s
Porontial responients (interview sahiects) shonld be contacred well i
1dvance ot vour planned tieldwork, to explain vour class assiygnmont o oo
vt Set up o a specific appoaintment time to conduct the interview; phone the
[N

4w hefore toocontirm oand asoa reminder.  Make sure vou have dirvections
e respondent 's o home or other location for the interview,

Keon g aily o or journal beginning with vour advance prepavacions 1o

diwork.  Use it to note contact people and potential respondents! home -
Poosses apl phone noacthers, directions, appointment times and dates, vtes Sar-
fres vonr tieidwork, uso it 1o record data (field nores) and vour rirst-hand

Pt e (while thev're <titl fresh in vour mind) about the context, onv i -

roament, house (aterd o, Lindscane ) mood, and other qapects of the iatetaew,
Yott e aluo use this douarnal to record inoadvance vour ocutline Y ointerviow
destinng and to iot down bhriet follow-up grestions or comments that will oe-

Siro o o von Juring the rctaal o dinterviow.

Constructing intervjew questions. The "Women's Oral Historv Resonrces
Sevtion’ hv Sherna oluek in Frontiers: Women's Oral History (1977) ofters an

cueellont anide for constracting questions for ifterviews with wonen. The
tanical categories included there are in g comprehensgive ontline form that can
el be utilized by students doing fieldwork on the history and culture ot

4 Y

sotithern black women.  The Frontiers oo ae covers bdasic bickyround infor-
mition, such as family historv, descrip. 1 of -early social environment and

family i1ife; childhood and adolescence, including educatior, social relation-
, familv relationships and responsibilities, and pubertv and sex educa-
tion; early adulthoad, including work history, social 1l communitv relation-

ships

ships, and ‘iving arrawements; adult roles/life, covering courtship and mar-
riave, daily life, relationship to hushand, childbirth, child rearing, family
life, and social life outside the home, as well as infermation on single,
separated, divorced, or widowed women; and later vears, covering activities
and experiences after children are yrown or husband's death. General ques-—
tions are also included which ask the respondent to reflect on her life's

e+ -riences, her perceptinns of the changing roles of women, and her attitudes
tows: 1, for example, the Deuression, World War II, the civil rights movement,
i the women's movement, a- well as anv events of significance in her cAm—
manitv, town, or resloan. (Yo may also wish to study the "Oral Traditions”
wertien of The Culture of Seuthern Black Women: Approaches and Materials.)

Assembling and practicing with your equipment. Well befor: vont go out to
15 vour first interview, set up and practice with vour tape recorder and cam-
er1 at home, interviewing, photographing, and recording family, friends, or
roommates. Assemhle vour equipment and supplies: tape recorder, AC (eloc—~
trical) cord, extension cord, batteries (if needed), microphone with appro-
priate plug, plentv of blank cassette tapes, archival or other documnentat ion

forms, notepad and pens (permanent ink); also camera and film, with batteries
it flash unit, if ne~ded,

The following outlines will help familiarize vou with the parts and
operatinn of portable cassette tape recorders, microphones, and }omm. manual
or automatic cameras, the supplies vou wilil need to use them, and thelr care
and use while in the field.

HOW TO OPERATE A PORTABLE CASSETTE TAPE RECORDER:

1. Plug the AC (electrical) cord into a wall outlet or insert tresh
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. Paaecn Coentiv!) the Cston oot Sutl ton ot spen the T oy,
Sadsselte compartaent.,

; Pstall the cossetie, with the Cape-path side taciog von sal i
el or AT up. Close the 1,

Push the emall button 0 reset the caunter at iy depress *be
plav™ button until the clear plastic teader winds oft (in vt
U osecoands, at o ahout counter O,

o Phgt g hand-held microphone into the recorder's mic/remote jack(s:
ar e the recorder's internal (built-in) condensor micrephone,
(See fallowing note on using a hand-held microvhone.)

~. Depress the "pause” button to keep the machine on standhy it ther,.
s oee on vour machine.

.M two-hutton machines, dimultaneouslv press the “plav” (or
“torward™) and “"record” butto On one-but:on machines,
only press the "record” button which is usually red.

o1t
R

nead

Se

- Speax into the microphone and adjust the volume level, by keeping
the indicator needle just barely touching the "red zone" during
the loudest sounds heing recorded. Your recorcding will be
distorted if the needle swings into the red area too often; it
will be overly hissy if the needle never approaches the red area,
Adjust the tone level to mid-range (at approximately the "12 o'clock”
position),

. Release the "pause” button to tak- the machine out of the standby

mode and t~ actually start recording.
Y. Record an audio label (see below) at the beginning of the tape.

About five minutes into the interview, it sometimes is a good tidea
to stop, note the number on the counter, rewind, and playback vour
tape to check the machine and make sure that it is reco-4° . pro-
perlv. Be sure to cue it back up again to your stopping ,int, and
follow steps 6 through 9 before continuing your inter. ew.

Other features you'll be using: The "rewtnd” (REV1EW/REW) button
moves the tape quickly backward; the "fast forward” (CUE/FF)
button advances it rapidly. The “"stop/eject” button stops the
tape in any mode, a firmer push on the same button opens the 1id
and ejects the cassette.

NOTE: Most portable cassette tape machines record at the standard 1-7/8

Inches per second, so you do not have to set a separate speed

control. Some two-speed cassette recorders will also record at

15/16 inches per second (double speed), which saves tape costs,

but is not generally recommended because of poorer sound quality.
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[EE S R AR S S B L o resnectivel ! tin it v ! i RN
3 o W t,o1 e hes £ A i S : ! Pl '
Cere, IRRTER SN RS IR SIS B TR S N A e et
- i R T R S N 01 SR SR ST I i 4 2 D T : | ETEERE
B S at s oot Mool ot conter ol pab e tapinet Tt b
: poctvair, o osusoendiae Bt ced Vi Pivoht, Alworos oy
: e Snr aces, By o it 1 Deesnaner o tewe b, bty SRS BT
ey clarhiae, Soand rises, woo dtTs bess oo v lace the il ronitene o cing
it reanaoentont o hot el 'y[rﬁﬁ“"‘x P Vi o mmwie Jeve l=-aboaar b ot 1
(o fast orivhe vatoinstances, for ol Ui i vodoess Vour respon=
- [RTETRAN Ss, fata, e TR 1o ha t het Dot e i er -
SRR A S | R oo n ilv. e ity orine '
Powelry click or rah awainst ity and o't it ot S L R B BN
Gave to record oont toore o the wind, cove e aicrophone choa toam win -
aoreen (or sabolituts 1 heavy woolen soes voeliminare e rdioy wiad o sound.
A mlorantions ettt 30y todt e il ' R NS S IR AT S 1Y sormnd "'~}"'Wl- vl when
Siose ta The ey,
CASSETTE TAPES:
Fae 1 omedinmenriced 1.5 milt (thickness) standard brand cassette tape, not
“ho o oprepickaroe Thargain” ones trom di <gmmt stores,  Sixtyv ninate Cigettes
(C=ni's) hate thirty minutes of reconding time on each side, and are a voold
choice tor interviews. Longer tapes are thinoer and tend to streteh, tear,
it jam i1 the recorder; they also don't store as well over long periods of
time. Loow for cassettes with screws in the corners, instead of the cheaper
“sonic weld” ones. Some good brands for the price are the "low noise™ vari-
ative of Memorex, Scotch, TDK, Maxell, BASF, Sony, and other name mamefac-
turers., Be sure to date and label each tape in permanent ink (with the same

recorded "audio labhel™)

contusion,

information vou
later
Remember that tape recorders are desiypned so that by recording vou will
mtomatically erase any previousliv-recorded material on that tape. To prevent
an accident like this occurring with one of your interview cassettes, use a
screwdriver or knife to gentiy punch in the small rectangular plastic safety

on vour as soon as it's recorded, to

ivoid

tabs on the top right (side 2) and

left (side

1) edges

of the casset:e,

(1

side

!

is

tacing vou.

This will

nrevent

from accepting re-recer

the tape
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. THE CAMERA CONSISTS OF:

1. A lisht—=tioht hox to Reen Tisht ot pad serve as g frame to bbb the ather
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b A lens to colilect the liaht reflected trom o subject which forms an image
W the film. The Jons mav be factory ser for normal picture-taking distance
Sr it mav he of the focusing type. The focasing tvpe of lens is iwljustable

Fhr the correct dictance between the camerid and the subject.

. A leas opeaing (aperture) to control the intensity of I{ght reaching the
tila. The sitze of the lens opening mav be fixed or adjustable.  On adjustable

(manual) cameras, the lens opening is marked in "F" stops on the aperture

’ ; ! t

ring. The higher the ¥ numher {(i.e. Fla), the smaller the lens opening (less
1ivht enters), and the greater the depth-of-field (area ~f sharpness in front

of and behind the subject in tfocead,

1. A shutter to control the lenoth of i that lisht reaches the film. The
shutter keeps all iight out until you taxe a picture. Simple automatic cameras
have one or two shutter speeds.  More versatile manual cameras have a wide
range of shutter spewds, He <hntter speed numbers on manual cameras fndicate
crqetiong of a sveond (f.e., 125 = 17125 second).  The larger the number, the
fa- or the shutter speed. A fast <hutter speed boas the advantage of letting
vor o capture act ion scenes.

2 A fi1lm-advance mechanism to :ioanee the rilm for the next exXposure,
' i

f. A viewfinder to frame vohur picture arexr. It vour camerad didn't have a
-

viewfinder, vou wouldn't he abhle th toll what vonr camera "wees” when vou take
*he picture.

i.  POINTERS:

a. Holding the camera: MHeld the camera horizontallv or verticallyv, but hold
it levelly and keep at least one elhow ciose to your bhodv to steadv the camera
aid to allow the sharpest possible focus. Wheraver pussible, steady yourself
azainst anv nearbv support, such as a wall, chair, fence, or tree.

h. Composition and Continuity (Framing your svhject in the viewfinder): Sel-
ect, simplify, emphasi-r . contrast, and unify. Don't trv to tell more than

one “storv” at a time, in a single photograph. [Use a sequence of photographs,
nerhaps progressing from the general, overall context to specific details,gir

from the exterior and public to the interior and private view. For exampl
take a broad overall “establisning” shot of a kitchen interior, followed up by
closeups concentrating on the food being cooked, utensils, hands at work, fa-
cial expressions, etc. Remember that visual continuity, with smooth transi-
*ifons, will be a major factor in the success of a slide-tape program photo ex-—
hibit, or orther visual presentation. Xeep in mind that the audience will be
viewing a sequence of images in a linear progression that should "add up” :=o
create the visual impression or express the idea or theme that you intend.
Your slides will function symbolically, as fragments of the whole, that you
must comhine to tell a complete story. Keep this constantly in mind as you
are photographing--you will need to shoot complete dccumentary coverage of
vour subject.

But also remember that, in general, the closest possible view of your
suhject is best and contains the least amount of uncoordinated and distracting
detail. This 1s especially true in doing photographs destined for public pre-
sentation, where dramatic power and communicative effect are important con-
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siderations, NDon't he varae:, vou oas=t o absrrict from any acene and select the

specific emphasis for vour picture, Look tor telling detail to document vour
subject.  Remembher the camera records evervthing sceen through the viewfinder,
even the irrelevant or distracting Jdetails that von 41l to notice. Also try
for variety in contrast (light and dark), texture, sense of depth, scale,
color, and form. ben't alwavs shoot Svmrretrical pictures, o1 ones with vour
subject "dead center” in the viewfinder. Use contrasting views and angles as
well--a varietvy of closeups, medium shots, and breoad views from high and low
as well as an eve-level vantage point. But remember vou are using photographv
* o ocommunicate--to express a theme, zubjoct, or idea, and to share vour vision

it o hers. So keep vour composition clear, simple, aad straichtforward,
cven tho th the total numher of shots is varied.

¢o Ligh-ing: Av.id extreme contrasts between light and dark. Foorlv soft,
flat, . fag?ight ligh?"Tg best outdoors--for example, sunlight shining through
Fhie ~ouds is oreferable to brilliant sunlight with extreme areas of shadow
aid contrast.  Harly morning or late afterncon gives warmer colors, and cloudv

overcast davs are good for close-ups. Look for the dominant livht source
falling on vour subject, and watch where highlights and shadows fall. Don't
allow heavv shadows to fall on your subject, unless you are aiming for and
controlling that kind of artistic effect. As a working rule, photograph with
sunlight coming toward vour subject, and behind the camera. Remember that the
human eye evaluates colars subjectively-—-for example you may know that vorr
subject is wearing a white dress even though she’s standing under a leafy tree
that filters sunlight onto her dress and makes it appear pale green. Color
film, however, will record a pale sreen dress. Do not photograph into a
strong light scurce such as the sun or an uAshaded light bulb, -

d. Exposure Compensation: The automatic electric-eve meters in scme auto-—
matic cameras cannot discriminate between the great extremes of lightness and
darkness that you can see through the viewfinder. When the most important
area of the picture is much darker than the rest (i.e., dark skin against a
blue skv, window, or white wall), the meter will have a tendency to “read” the
brightest part, leaving the miin subject underexposed. Alternatively, i a
bright subject is against a dark background (i.e., light skin against dark
shadows), the meter will “"read” the darkest part of the scene, leaving the
main subject overexposed.

To compensate for this problem, move in closer to your main subject so
that the subject fills most of the viewfinder area to shoot the picture, or
use the flash unit to fill in and even out the light imbalance.

>

CARE OF EQUIPMENT:

o Avoid hitting or dropping the camera or tape recorder,
o Alwavs load and unload your camera in subdued light.
o Have the film processed promptly after exposure. Film, expecially

color film, is very sensitive.to the environment and deteriorates
rapidlv once removed from its packing and exposed to the light.
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OONEare the camert, tilm, and tape recorder ioa s, cooly cleany

ind ey place. (Never in vour car window, alove conpartment, or trans )
o the nrotective case and lens can,  Keep the tape recaocder in it
G o1 1 b when travelline.

0 Doa't cver rub oor even rouch the camera lensy wipe of & oaav acecideatald

dust or ringerprints with 2 sorft, elean cotton cloth o a4 sped 1D photo-
v

sraphic lens tie,ae or canel's-har brush,  Use 1 casselte head

t

o o Rkeep the recorder clean,

cloaner

o Do Troplace the camera or tape recovder m radios or TV sers or o aav

clectrical equipment for anv length of time,
Py

5 Remave hatteries trom the camera, flash unit, and tape recorder it thev
Are not to o be used for w long period,

o Allow all equipment to warm uap above 32°F befoare use. 1f equipnment
has bheen kept in an air—conditioned room for some time, allow it to
warn un and condensation to evaporate before using it in a hoa and i
AT YOS e

.
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PART Vv-C. FIELDWORK: INTERVIEWING AND PHOTOGRAPHIC DOCUMENTATION

Preliminaries. On the day of the interview, make sure vou arrive on time
and with all the necessary equipment and supplies. Introduce yourself and de-
scribe your class assignment or project. Explain why you've come to talk to
vour respondent, that she has valuable information on a gene¢:.al-subject or
particular topic not available by any other means. Explain how you're going
to use the tapes and photographs, where they will be kept, and how they will
be used. Obtain permission to tape record the interview, and have your re-
spondent sign a release form (see sample which follows), agreeing to the pur-
poses of the interview and to the future dispositior of the collected mater-
ials.

Trv to set up the interview to be recorded at a time and in a room where
there will be few interruptions or distractions (like TV, radio, visitors,
phone calls). An ideal acoustic setting for an interview eliminates all sup-
erfluous noise: alone (just you and your resnandent) in a quiet, carpeted,
curtained interior room, minimizing possible disturbances (phone, TV, radio,

«front door, children, and pets). Doors and windows should be closed. Stay
wway from fans, air conditioners, heaters, clocks, or florescent lights—--any
of "which will add electrical hum to the tape and can obscure your voices. Try
to keep the tape recorder relatively inconspicuous, but never hide it. You'll
need to monitor it and make sure the tape isn't running out, but don't cons-
tantly fiddle with the machine once you've adjusted the volume levels.

Beginning your fieldwork session. As an easy equipment check and record-
ing level test, once you've set up your equipment, record an audio label at
the beginning of the tape: 1include your name, class or project title, respon-
dent's name and address, and the date. Explain your project on tape and get
your respondent's verbal permission to tape record the interview and use the
tapes later for non-profit educational purposes. This is also a good time to
have your respondent sign a release form. Try to limit your interviews to no
more than one-and-a—~half to two hours at a time, so not as to tire out your
respondent, or monopolize her time. Several interviews with the same person
are usually preferable to one or two long conversations, although the most ex-—
citing and productive interview is often the first one.

Help your respondent feel relaxed with the tape recorder. Chat informal-
ly to "warm up” and help her feel at ease. "Mike fright” is usually much less
of a problem than you might anticipate. Once you've started talking, respon-
dents rarely “freeze” in the presence of the tape recorder and microphone,
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Brieflv yo over biographical data with vour iaterview subject. This is na
vood lead Intn the actual interview, by beginning with specific, objective
ficts. Mention the veneral subje. ts vou will want to tatk abont with her
later.,

Conducting an interview. Begin the actual {iaterview bv using the outline
't questions vou have prepared in advance--as a seneral frame of retference-—-
but don't ler vourself be too dependent on {t.

As suggested above, ask simple, short, anu specific questions, one at a
time, at the bezinning, such as those about biographical information. Then
continue to more subjective, topical or thematic gquestions. It often works
best to use a combination of non-directive (generalized) and directive (speci-
fic) interview techniques and questions. Remember to jot down brief notes and
questions that ocecur to vou while vyour subject is talking. Go over statements
vour respondent makes that seem to be inaccurate or questionable. Follow up
with variations on "Why?,” or "What did vou say/do then?,” to bring out long-
er responses to unclear or incomplete statements. Make vour questions open-
ended so that thev will elicit more than a simple "yes™ or "no” answer. Ask
“What kind of job was that?,” or "How did you feol about it?," instead of "Was
that a good job?". Rephrase any questions you don't think vour respondent un-
derstands. Establish a chronology (time sequence) for events by asking vour
subjert to relate them to some other event—-"About how long after Worid War II
was that?,” "Was that just after vou were married?,” "Was that around the time
of Hurricane Frederic?,” for example.

Sample interview questions. Although many guidebooks for student inter-
viewing often recommend that classes focus their oral history projects on a
particular historical era or theme, interviews with women are often more sig-
nificant if you take a less linear approach. Try inquiring about attitudes,

“beliefs, expectations, dreams, and values, as well as about little—known (out-
side of the local context) aspects of daily, domestic, or family life. Sample
interview questions to elicit this kind of information might include some of
the following as openers:

What were vour parents' views toward the education of & daughter? Did they
have a different attitude/expectation for their sons?

Do you remember any family stories (narratives) from ycur forbears in slavery?

What were the circumstances or reasons determining your choice of occupation?
How did being black and temale affect the options available and the choices
-you made?

Tell me about your membership and activities in clubs or organizations such as
Eastern Star, Senior Choir, Missionary Society, etc.

Describe both your informal and formal education: high school, night school,
union classes, reading/discussion groups.

How often did you have disagreements with your parents: over what? How were
they resolved?

What have been your expectations, attitudes toward marriage/parenting?
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What were vour responsihiiities/chores o Hsund the house as a child?

Tell me ahsut vour memories of the house oighborheoad/town where vou were born
and raised.

what 1id vou davdrean about becoming when vou grew up?  Whom 214 vou most
a:dnire?

What did/do vou do at ho=~ when vou come home from work?

What were/are the most significant influences on your life?

. What kind of tamily celebrations (special m2als, reunions, homecomings,

weddings, funerals, baptisms, graduation ceremonies, etc.) were/are held?
Wwhere? Who attended? Describe them.

Wore babies born at home? With the aid of midwives? 1In hospitals? What kind
ot home remedies were used for infant and childhood ailments?

At what age did you cease to be a "girl,” and become a "woman”? How was this
recognized/acknowledged by yeou, your age-peers, your parents? How did
attitudes, expectations, responsibilities change?

Do you remember ".Jim Crow' ("colored only") signs on city streetcars and
buses? How often did your family ride them and on what kinds of occasions?
Tell me about the segregated school system when you were a student.

Describe your family's home and its organization of space (layout) and compare
it ®o that of previous generaticns.

No the women in your family undertake spring cleaning prior to Easter Sunday
everv vear? Other traditicnal household chores or routines?

NDescribe changing styles in clothing and hair styles--hair combing, plafting,
stralghtening as a voung girl.

Interviewing style. Try to keep the interview informal, flexible,
relaxed, and intimate--allow for spontaneous discourse, but don't let your
subject digress too far off the topic. With an unusually forthright res-
pondent you can even sometimes ignore your outline of questions i{f that seems
to be the best approach. Take cues from your respondent. You're aiming for a
complete and >mprehensive interview, so try to keep a conversational and
unconstrained flow of information, ideas, perceptions, beliefs, feelings, and
meanings. You may wish to refer to the suggestions for collecting narratives
in the section on "Oral Traditions” in this curriculum guide.

Refrain from asking leading ("loaded") questions, like "Don't you think
men have always exploited women?,” and thereby over-directing the interview.
Don't assume you are the expert. Remember you're doing this interv.ew because
vou think your respondent is knowledgeable about a topic on which you lack
information. In an interview situation you are the inquirér and are dependent
on and subordinate to your respondent. Don't try to educate or correct her.
Don't "bait,” "cross examine,” antagonize, or provoke your subject. Don't try
to imitate professional television interviewers who '"read” prepared questions
into the mike whether or not the answers or opinions they're seeking are
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lic<ely to he forthecoming. Don't bhe atraid of short zilences on the Lape. Lot
vour iaformant paase to catceh her breath, reflect, or gather up her thought s,
Non't bhe afratid of “wasting” tape. Tape is cheap but ithe interview sitoation
cannot be repeated,  Try o to avoaid Totf-the-record” information, Non't swite!,
the tipe recorder off and on, nnless, tor example, vour respondent Toaves the
room to answer the telephone.

Be a vouod listener and focus all vour attention on the Speaker, not on
vour equipment or notes. Be a catalyvst for the conversation—-—it shouldn't be
a Jdialogue, but a kind of “trialogue™ between her as the respondent, vou as
the inquirer, and the tape-recorder as a "silent” and "hlind” third partv. On
the other hand, vour role is to elicit her story, so don't be overly afraid of
having vour own questions and comments on the tape. But trv to keen quiet as
mich s vou can when she is talking. Don't sav “uh-huh” or “veh,” too often,
hut smile, nod vour head, or use other encouraging non=verbal destures of
support.

Be patient, empathetic, and sensitive, Remember that vou're talking ta a
person, and that the interview is a ¢ aplex interaction between the two of
as people. Some of her memories will evoke aager, pain, sadness; lon't p ore o
topics if it's clear to vou that she doesn't want to discuss them, Alwavs
respect her wishes. But do try sensitively to elicit personal ¢motions and
feelings, You are interested in much more than just “objective” facts and
data. Ask, for example, "How did vou feel as the only black woman doing
that?" Alwavs try to establish her personal role in the event/topic being
Jdiscussed, for example, "Where were you when that happened?,” "What did vou
think of it?," "How did it affect you aid your family?”

Remember that most people are not consciously introspective or reflective
and the “"pieces” of their life experience may seem jumbled and confused,  Many
people find it difficult to sort out and articulate--especially in an
interview situation--their feelings, values, and perceptions. You may find
that the discourse appears to be a string of seemingly unconnected thoughts,
anecdotes, and events. It is your job to interpret these and to organize the
content into a timeframe and coherent pattern,

Comprehensive documentation. Ask your respondent to explain or define
any unusual, technical, or colloquial terms or expressions that she uses.,
Have her spell out unfamiliar proper names. Get her to physically describe
the meople, places, and things she mentions. Remember that the tape-recorder
is "blind” and can't see her gestures, so you will have to phrase them ver-
hally and repeat them for the tape. "You're saying that the first basket you
ever made was about two feet in diameter, is that right?,” for example. Ask
vour informant if she has any scrapbooks, photo albums, newspaper clippings,
needlework, family heirlooms, etc. that you could see. Use them as stimuli
for the interview. Ask her about them and describe them on tape. Photograph
them,

Concluding the interview, Watch for signs of the conversation slowing
down, or of fatigue. End the interview courteously; tnank your respondent for
her time and for sharing her experiences and knowledge with you. Set up a
time and place for a follow-up interview, if necessary. Ask {if she knows any
other women who might be willing to be interviewed. Reiterate why you're
doing this project and how the information you've recorded will be used., Pack
up your equipment and help put the room back in order if you've re-arranged it
to conduct the interview. Make an effort to keep in touch with your respon-
dent, and be sure to let her know when and where the results of your class

~l£?cj
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researcth will he chowm, Invite hor to comne and see the presentation in which
she i+ teatnreds Asx< if she belongs to anv local organizations who mivht want

“ shiaw it to thedir members, Volunteer to ¢ ceoand do this for her,
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PART V-D. POST-FIELD: INTERPRETATION, PRESENTATION, AND PRESERVATION

.

Int-rpretation and communicaticn of research results: types of class or
community presentations. It is imrsrtant to remember that a field research
project is not compiete once the data has been collected--interviews tape re-
corded and photographs developed. Tapes and photographs or slides must be
organized and indexed, and tapes must be loyged aud transcribed so that the
contents will be accessible to you and to others. Your primary research data
is raw material which you must evaluate, analvze, synthesize, interpret, and
communicate--b%y means of a conventinnal research report or term paper or other
presentational mode.

There are a number of ways to present the resaits of your field research
project. Students who kept detailed journals and field notes chronicling
their field research activities could share and discuss these with the class
at large. Others might choose cral research reports, or written term papers,
based on a combination of archival, field, and library research. Selections
from your interview tapes and/or photographs or slides could be shared in
class for group critique of interviewing skills and analysis of documentary
content. Actunal interview respondents could be invited to the classroom to
shate in tais process. Classes could arrange panels composed of life history
interview respondents, arts and crafts demonstrators, or other community mem-
bers, such as family storytellers or former civil rights activists. Local
crecheters or quilt makers could be invited to demonstrate their artistry in
class and in conjunction with a loaal fair or festival. Demonstrations of
hair styling, such as corn-rowing, could be done. Similarly, a library ex-
hibit of the creative writings of southern black women could be created during
Black Heritage Month or Women's History Week, or a group of students could d»
a class or community dramatization of readings from novels and poetry. A
local female culinary agtist could be honored by the class preparing and ser-
ving a whole meal from her family recipes. Students could assemble a scrap-
book containing traditional recipes from a local neighborhood or community,
ingluding photographs of each dish and stories or anecdotes (excerpted and
transcribed from interview tapes) assgciated with them.

Other students might wish to q;(&npt to produce small-scaie media pre-
sentations to share with the class and with the community. 1If you are con-
gidering an audio-visual presentation, however, you should plan ahead, and
prepare an organizational and productfon aid, such as a script outline or
media treatment, well in advance of agtual assembly or production. Such
pre-production aids should clearly state your targeted audience, objectives,

15y
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swidested interpretive approach, proposed mode of presentat cos, and avaitable
resources‘<kills for and means of production,  Slide-tape nrodrams are a for-
mat often chosen by students who wish to share the results of their rescarch
arajects with each other and with other campus and community romen.  Other
forms ot media presentatioe: rthat could be successfully produced by students
within the time span of 3 regular school term {nclude 15 to Z20-minute radio
vrozrams, perhaps for broadeast over the school's student station: displave o
artifacts, tor exhibition {n the community or universitv museum; or photovra-
phic oxhibits, for installation in the campus librarv or student center.

Color «lides of contemporarv quilts could be combined with eaited inter-
view tapes to show the artifacts, their makers, the process, and the context
of their work. A slide-tape program could similarly he made of local tradi-
tionil singers, such as gospel soloists or a vouth choir., Excerpts from in-
terview tapes and recordings of musical or dramatic performances could be com-
bined to produce a feature program for campus or community radio broadeast,
Actual artifacts, such as folk arts and crafts, could be exhibited on campus
or at a local community center. A black-and-white photographic exhibit could
be created, focusing, for example, on various images of contemporary hlack
wWOoTen,

Archival documentation and preservation of research data. Before bewvin-
ning theit o -al history inrerviewing project, students should contact their
local oral history office or archives* to see what materials are available on
their topic, to ask for suggestions for potential respondents, and to inquire
about depositing collected materials there for future preservation. FEach re-
pository (archival institution) will have its own preferences and requiremg;?s
for the kinds of materials they will accept, the tvpe of documentation which
should accompanv it, and the system by which thev are able to store and re-
trieve it. The sample archival forms below can serve as examples of the kiad
of careful, complete documentation that it 1is your responsibility as inter-
viewer/collector to provide in order that vour work will continue to be of
value for future researchers. Such standard archival forms generally include
the full name, address, and biographical information about the respondent (un-
less the respondent wishes to remain anonymous ); the collector's log, journal ,
or field notes; a detailed log, summary, cataleogue, or index (the terms are
synonymous) of the information on the taped interview or content of the photo-
graphs; a verbatim transcript of the text of the interview, clearly indicating
changes ‘n speakers, and verbatim (use quotes) vs., paraphrased (use square
brackets, secticns; a legal release form signed bv both the collector and the
respondent; and a listing of all materials which comprise the complete project
(i.e. 20 slides, 1 cassette tape, 4 archive forms, | release form, l0-page
conrse paper written bv the collector).

Samples follow of such standard archival forms, and blank versions are
included, which may be reproduced and used bv students as neecded. Basic oral
historv texts such as Ives (1974; rept. 1980), Baum (1977), Davis (1977), or
Shumwav and Hartley (1973) should be consulted for further details, in par-
ticular, on the process of tape logging and rranscribing.

.

*A complete list of folklore archives in the United States and Canada is
available bv writing the Archive of Folk Culfnsg, The Library of Congress,
Washington, D.C. 20540,
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[Samnled
VTR E AMER TCAN MINORTEY S e S
e niversity ot Alabamg
PL.ite Bowon
iversite, AL 3edss
,

(20 =38 =h )

C L and

S 7(—1:17‘ \‘—;)4 7”‘1 ent \ o T ( l n ti',‘ lj\" i‘("h'-t:l:)_ o
J0 herehy release for Jdeposit with the Archive of Anerican Minoritye Cultares
0f The fmiversity of Al:ibama ali the items (audiotape recordings, photur ot
mot lon pictare fiim, videotape recordings, eted) recorded on

(hatels)
which mav he used for such scholarly and edncational purposes as the Archiviat
<hi1ll determine. Said material is given s an unrestricted gift and we hereby
transfer to The Universitv of Alabama lewal title and all property rioshts
including « Hpvright, to administer in perpetuitve  This gift does not preciude
anv use which we mav want to make of the information in the recordings
ourselves. Anv restrictions on this material are listed below and it is
understood that these restrictions will be honored fullv. This agreement moav,
at » later date, be revised or amended bv mutual consent of all the parties

undersigned,

RFSTRICTIONS:

RESPONDENT'S SIGNATURE: DATE:

RINSPONDFENT'S ADDRESS & TELEPHONE:

INTERVIEWRR'S SIGNATURE: DATF :

INTERVIEWER'S PERMANENT ADDRESS & TELEFHONE.

INTERVIEWER'S LOCAL ADDRESS & TELEPHON

inderstond and 3zreed to: DATE:

,
(Archivist, Archive of American Minoritv Cultures)
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ot come musie in bBackeround from laushter's record plaver

SOCTPMENT 9B FOR RUCORNINGT  TAPY RECORDER  Superscope G o

¢

M 0HONEES) Realistic OTHER 7 o o )

HAS AUDT Y LABML BEEN RECORDED AT HEAD F TAPE?  ves

QITSPONDENT RHEIVASH(3) NBTAINEL?  ves NATE 3-1h=+" 8BY Denise JTones

COLTECTOR  AGREEMEN T ST DATE  3-22-80 BY Denise .Tones

NOTH ANY RESTRICTIONS FOR ACCESS To and/or U'SE OF TAPE T onone

COMPLETE SUMMARY PREPARED? ves NDATE 3-20-80 BY Denise Jones
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retuarn to Alabama; birth of her first chitd
move Lo New York; her work as a mald

return to Alahama; work as a cook

return to New York; work as a maid

her marriage and separation

her next job, as a mald

bargaining for pav

her experience as 3 maid in Alabanma

job in a cotton mill

continued description of cotton mill job
discussion of the cotton mill emplovees and working conditions
work as a substitute teacher

job history with local hosptial

attitudes toward work; her career goals; her current; job problems there

advice to somedne just starting out
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frvcorpt From Saaple]

VROCH VY OF AMERTCAN MINORITY CULTURi

ME imiversity of Alabamn
Fode Box 6
Tniversity, AL 354%s
TAPE, TRANSCRIPT

ver vour i

until T is
. [ do

fo and

there

JTOWN & & oMY

have

REsoaents Vivian Willias , Bessemer, AL
PATE: November 5, 1981
INTERVIEWER: .ﬁLﬁLEiugiiﬂi_“mwvmm_-_*,_-H,Aﬂﬂ,.,,,"ﬁ‘»_,w L
TRANSCRIBER: Gloria Grant e o
Tape #1 - Side A:
D [Grant]: 1f vou were sitting down thinkimg bhack o

was something vou conld change, what possiblv would vou cha- ae?
A [Williams]: Well, I don't know, Mv parents lived

children was grown before either one of them passed

bei

to

regroet

ng left without parents. 1 can just look back over my life and feel

\
thankful that it was as good as it was. .Just accep

0:

t it like 1

t is.

What was some of vour most happiest times when you were coming up?

I guess...my mother was matron of the Eastern Star Chapter from the time 1
away. And for her to go
awav and come back...I imagine when she got back home was the happiest

was big enough to know anything until she passed
time with me.

What were some of your most @nhappiest times?

When one of my children would be ill. That would cause me _to be very
unhappy. [Phone rings; respondent leaves to answer it; she returns five

minutes later]
Do vou remember anv superstitinns about marriage

No, ¥ never 4id think too much about things like
understand how it could do...Well, T just didn't

Your kids...Were delivered by midwife or doctor?
Doert “...A11 three of them.
In a hospital or at vyour home?

At my home. Yeah, an...thev was at home.

or birzh?

that. I never could

helieve it.

No.

Uh-uh,



. A : : N feldoREohts
u
Gemtoo e Cory ey o b s vt iedipate a1ty or them?
L e Th e te sy b wover 3] meet vt that Or, it caltled
IR A AL PR Boge o r Uiy narcieiaate i e o then,
RS R A g o ah e e v his experieonces at some ol
i feoyt Ly T .
§ . i »- N 1 _ I
B q 4 n . . .
Gt L. e oiadoan o e e wrvhes Movenent ]
A\ st ] ol liEe we o areo o1 loaar wavs trom the goaly hat oon the other hand,

L
Tofoc ] Dk wWe are ol our wiav, I boliove we'll vet there one dav.

1Y ovon owere sitting down talking th o wouny person, and they asked vou
ot wome adeleo on lifo... how to live, Jthe right wav to live, what

ind oot advice woull vou give them?

v:oowell, T tell vou what T did tell some voungsters...two wetre my grand-
dtuenter[s] and one was just one of their friends. Thev were talking
£ty me about whiat [ othousht ahont people courting and gettiag married, and
whit not. 1 told them to he nice, use good English and not vulgar, and to
Alwivs be pleasant to whoever thev were in companv with and not demanding
wis v nnlicy of heing able te wet along with the opposite sex.

' What <ind of advice did voun aive vour children when thev were coming up?

A The wane thing. “9mm...ves, tho same thing. Yes.

’ i How ol did vour mother and daddvy live to be?

Ar My daddy was eishtv-six. My mother was sixtv-nine,

Yoo Wel L, uh, let'soseal o b b ety

At He ad a farm, but most of his work was pudblic worx, He 4id a 1ot of
logaing. Buildl railroad tracks for junket lines. Alwavs had a bunch of
men he worked, even[?] on a farm...

O: What did vour mother do...Dnid she wifk?

At Yes, she worked. She doae laoadr work anl house wor

BN Nid sh.. take it in, or 11id she 3o out and to it in e "5 homes?
’ - H

Ay She wonld take it in...
[“nd of Tape #*1 - Side A; iitervicew cont o 2]
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fSamplo]
AUV OF AMERTCAN MINoe DTy 0 T S
The tniversity ot Alab g
PL.O,. Box S
miversitv, AL 35485y
SLIDE/PHOTOGRAPH TDENTIFICATION SHERT

ACCESSTON NI RBE v [1rave blank] ACCHSSTON DATE [leave hlank |

[S TS THAGE PART OF 4 SERIES TAKEN OF SAME =UBIECT AT SAME SESSTONT
{Indicate 1 of ) cte.) 1 oof 3k

[F PART OF A PROJECT WITH MATERIALS IN O THER MEDIA FORMATS, SEE ALSO:

CT-81-100 to 104, four cassette tapes of interview with Mrs, Williams

COLLECTOR/PHOTOGRAPHER: (Gloria Grant

RESPONDENT: _ Vivian Williams

HAVE RLLEASE FORMS BEON OBTAINED FROM BOTH ABOVE? (Note restrictions hzlow)Yes

LOCATION OF PHOTO. SESSION Bessemer, AL

DATE TAKEN Nov. 11, 1931

SOURCE (If copied from a printed source, horrowed, or a commercial duplicate):

N.A.

MEDIUM: Kodak EH-135-36 TECHNICAL QUALITY: Excellent

ORIGINAL Ok DUPLICATE? slide (original)

[F DUPLICATE, LOCATION & COPYRIGHT STATUS OF ORIGINAL NEGATIVE N.A.

NOTE ANY RESTRICTIONS FOR ACCESS TO and/or USE OF IMAGE:

Access open to bona-fide researchers; may not be copied or published without

written permission from the photographer.

SUBJECT (Visual Content): Gospel soloist singing at church service.
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[Samplel
ARCHIVE OF AMERICAN MINORLITY CULTURES
The University of Alabama
PeD. Box S
University, AL 35486
SLIDE SUMMARY SHEET

PHOTOGRAPHER @

PERMANENT ADDRESS AND PHONE:

DATE PHOTOGRAPHED: 9-9-890

PROJECT: paper on Freedom Quilting Bee (Epes, Al) for Women's Studies course,

Fall 1980

slide #: descriptioi..

i through 3 Memhers of the FQB filling a pillowcase
order for Sears.

L

4 through 5 Plecing the quilt tops by machine,

6 The qualitw control {inspector checks on
potholders.

7 through 8 Bolts of material used in making the quilt
tops.

9 through 12 Quilting the "Grandmother's Dream” quilt.

13 through 17 Mrs. K. quilting the "Bear Claw"” quilt.

18 A stack of quilts, to be hemmed.

19 through 213 Mrs. P. hems a "Coat of Many -Colors”
quilt.

13
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AUDTOTAPE IDENTTFICATION SHEET

ACEES SN NIMBEE __ACCESSION DATE

PR TS TAPE PART OF A SERIFS RECORDED AL THE SAME SESSTION?  (Indicate "1 of

PRINCIPAL RESPONDENT & ADDRESS

CTHER S SPEARKERS 0N RECORDING

MAIN SUBIECTS DISCUSSED/MUSIC PERFORMED

LOCATION 9OF RECORDING DATE OF RECORDING B

INTERVIEWED BY RECORDED BY

TYPK OF TAPE:
CASSETTE OPEN REEL
BRAND OF TAPE RECORDING SPEED
QUALITY OF RECORDING (Indicate background noise, field sounds, microphone

hiss, extraneous talking, or any other interference):

EQUIPMENT USED FOR RECORDING: TAPE RECOKDER

MICROPHONE(S) OTHER

HAS AUDIO LABEL BEEN RECORDED AT HEAD OF TAPE?

RESPONDENT RELEASE(S) OBTAINED? DATE BY

COLLECTOR AGREEMENT SIGNED? DATE BY

NOTE ANY RESTRICTIONS FOR ACCESS TO and/or USE OF TAPE

COMPLETE SUMMARY PREPARED? DATE 1
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PAPE SUMMARY SHFFT

ACUR S PN UUMBE

\CEESSTON DATE:
PARL OF A SHERIEN:

RESPONDENT

COLERCTOR: e

DATE RECORDID:

LOCATION DF INTERVIEW:

S1DE B

COUNTER #

130
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RESPONDENT ¢
PATH:

[NTERVIEEWER:

TRANSCRIBER:

Tape 41 - Side

ERIC

Aruitex: provided by Eric

TAPE_TRANSCR'PT

LOCATION:

A
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SLIDE/PHOTOGRAPH . ENTIFICATION SHEET

ACCESSION NUMBER ACCESSION DATE

IS THIS IMAGE PART OF A SERIES TAKEN OF SAME SUBTECT AT SAME SESSToNT

(Indicate 1 of 1D, etc.)

IF PART OF A PROJECT WITH MATERIALS IN OTHER MEDIA FORMATS, SEE ALSO:

COLLECTOR/PHOTOGRAPHER:

RESPONDENT:

HAVE RELEASE FORMS BEEN OBIAINED FROM BOTH ABOVE? (Note restrictions bhelow)

LOCATION OF PHOTO. SESSTN

DATE TAKEN

SOURCE (If copled from a printei scurce, borrowed, or.a commercial duplicate):

MEDTUM: TECHNICAL QUALITY:

ORIGINAL OR DUPLICATE?

P

IF DUPLICATE, LOCATION & COPYRIGHT STATUS OF ORIGINAL NEGATIVE

NOTE ANY RESTRICTIONS FOR ACCESS TO and/or USE OF IMAGE:

SUBJECT (Visual Content):

14,
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SLIDE SUMMARY SHEET

PHOTOGRAPHER :

PERMANENT ADDRESS AND PHONE:

DATE PHOTOGRAPHED:

Slide #: Description:
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Print Materials

PART VI. RESOURCES

A. Print Materials

Abbott, Shirlev., 1983. Womenfolks: Growing Up Down South. New York:
Tichner and Fields.

Ahrahams, Roger D. 197Ga. - Positively Black. Englewood Clitfs, NI: Prentice-
Hatl,

1970h. “A Performance-Centered Approach to Gossip.” Man 5.

. . 1975, "Negotiating Respect: Patterns of Presentation Among Black
Women." Journal of American Folklore: Women and Folklore 88, January-
March. -

Adams, Marie Jeanne. 1983. "The Harriet Powers Pictorial Quilts.” In Ferris.

African Studies Centre. 1974. African Women: A Select Bibliography.
Cambridge, England: African Studies Centre.

African Training and Research Centre for Women and International Women's Tribune
Center, Inc. 1981. Information Kit for Women in Africa. Washington,
D.C.: U.S. International Development Cooperation Agency, Agency for
International Development.

Africa Report: Women and Africa. 1981. Special issue. 26 (2), April.

Africa Report: Women in Southern Africa. 1983. Special issue. 28 (2), March-
April. '

Alabama Center for Higher Education. 1979. Catalogue of the Records of Black
Organizations in Alabama. Birmingham: Alabama Center for Higher
Education. )

Albertson, Chris. 1972. Bessie. New York: Stein and Day.

Alexander, Margaret. See Walker Alexander, Margaret.

Alexander, Wade, ed. 1970. God's Greatest Hits. New York: Random House.

Allen, Carolyn, et al. 1980. Feminist Pedagogy: Positions and Points of View.
Madison: University of Wisconsin, Women's Research Study Center,

Working Paper Series, No. 3.

Allen, William Francis, Charles Pickard Ware, and Lucy McKim Garrison. 1867;
rept. 1965. Slave Songs of the United States. New York: 0ak
Publications.

Allman, Joanna, et al. 1979. The Black Female Experience in America/A
Learning/Teaching Guide. Newton, MA: WEEA Publishing Center.

Andrews, Gail C. and Janet Strain MacDonald. 1982. Black Belt to Hill Country:

Alabama Quilts from the Robert and Helen Cargo Collection. Birmingham, AL:
Birmingham Museum of Art.
Angelou, Maya. 1970. 1 Know Why the Caged Bird Sings. New York: Random
House.
. 1971. Just Give Me a Cool Driuk of Water: ‘'for I Die. New York:
Random House.
. 1974. Gather Together in My Name. New York: Bantam Books.
. 1975. Oh Pray My Wings Are Gonna Fit Me Well. New York: Random
House . ,
. 1976. Singin' and Swingin' and Getting Merry Like Christmas.
New York: Bantam Books.
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Print Materials

972, And Still { Rigse. New York:  Raontom House.
T 1951 . The Heart of a Woman. New York: Raindom Hoase,
{\—:\TL:(_;, Bettinng, 1975, The Morning Breaks: The Trial ot _:7\7(1;1_0‘1‘;1”’131\'1'~<. MW
Yors: “aternational Publishers., o T T
k TSt s What We Make Fach other:  Unlearning Racisa within
o Wore +'s Studies Quarterlv 9 §4), Winter.
Arms, Suzanne, LY . .mmaculate Decemtdion: A New ! ooos lLJﬂL;JT Wn{jjlibﬂﬁxwll
in America. New York: Bantam Books, - T T
\rmstronsg, Slary Fooand Helen Ludlow. 1874, dampton and Iti_igﬁhlﬁjf N
York: . Pl Putnam's Sons. T
Arnev, Verna. 1970, "Nezro Dance and its Influence an Newro Music.”  In
de Lerma.,
Awey Bolanleo . 19770 "The Tvalode i the Tradirional Yoruba Political Svsten,

11 Sehlege].
d'azovedo, dHarren 1L,, ed. 1973, The Traditional Artist ia Atrican Societies.
Bloomington: Indiana University Press,
Balch Institute for Kthnie Studies, Roy H. Trvon, comp. 1979. A Selected List
of Newspaper and Manuscript Holdings. Philadelphia: The Balch Institute,.
Bailev, Pearl. 1968, The Raw Pearl., New York: Harcourt, Brace and World,
. 1971. Talking to Myself. New York: Harcourt Brace Jovanovich,
Rxthf?T Toni Cade, ed. 1970, The Black Woman: An Anthologv. New York: New
American Librarv, i
. 1972, Gorilla, My Love. New York: Random House.
. 1977, The Seabirds Are Stili Alive: Collected Stories. New Yorw:
“Random House.

3
. 1980a. The Salt Eaters. New York: Random House.

. 1980b. “"What It Is I Think I['m Doing Anyhow.” In The Writer on Her
Work. .Janet Sternburyg, ed. New York: W, W, Nortoen.

Banks, James A. 1979. Teaching Strategies for Ethnic Studies. Bostou: Allyn
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Services. Videotape.
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University of South Florida, 7ivision of Educational Resources/Films.
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~d
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Mahalia Jackson. 1974, Dist.: Phoenix Films,
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Marv Church Terrell. Dist.: Afro-Am Educational Materials., Filmstrip, reocord,
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Mary MclLeod Bethune. Dist.:  Afro—-Am Educational Materials. Filmstrip, record,
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Me and Stella. [Elizabeth Cotten]. 1977, Dist,: Phoenix Films,

Misging Pieces: Contemporaryv Georgia Folk Art, 1976, Dist.: 6Georsia Council
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Modern Protest. Diste: Marvland Center for Public Broadecasting. Videotape,

Mrs. Mixon, 1969, Dist.: Ohio State Univers’tv Motion Picture Division.

Nellie's Plavhouse. «¢. 1983, 9ist.: Center for Southern Folklore,
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Nld, Black and Alive! 1974, Dist.: lniversity of Michigan Medin
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Ramparts of Clay. 1970. Dist.: Cinema-95.

Roosevelt City [Alabama]. 1969. Dist.: Peunsylvania State University.

Roots. 1977. Series of 12 episodes. Dist.: University of Michigan Media
Resource Center. Videotapes.

Rosa Parks: Rush towar' Freedom. 1970. Dist.: Warren Schloat Productiouns,
Inc.

Say Amen, Somebody. 1982, Dist.: GIN Productions,

Sounder, 1972. Dist.: Films, Inc.

Southern Accents, Northern Ghettos. 1947, Dist.: Iniversity of Michigan Media
i 2 R &

Resource Center,
Spirit—-Catcher: The Art of Betye Saar. 1977, Dist.: pPennsyvlvania State

University and Films, Inc.
St. Louis Blues. Bessie Smith. 1929. Dist.: TCB Releasing, Ltd.

Stigmata. 1979. Dist.: Eleanor Dickinson. Videotape.

Taking Care of Mother Baldwin. 1973. Dist: Perspective Films.

Tale of Two Ladies. 19f1. Dist.: Indiana !lIniversity Audio-Visual Center.
This Is The Home of Mrs. Levant Graham. 1970, Dist.: Pyramid Filme,
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Two Black Churches. 1975. Dist.: Center for Southern Folklore.

Valerie (Maynard], A Woman, An Artist, A Philosophy of Life. 1975. Dist.:
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of Corgress, ‘

Afro-American Spirituals, Work Songs, and Ballads., [Library ot fonaress,
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Barbara Lvan and Bettve Swan: Elegant Soul. Warner. Dist.: Down Home Masic,
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Love Ccates and the Original Gospel Harmonettes. Specialty. Dist.:
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. The Best of Darothy Love Coates an. the Original Gospel Harmonettes,

Vol. 2. Specialty. Dist.: Down Home Music and Rounder.

Cotcen, Elizabeth. Elizabeth Cotten, Vol. 3. Folkways.

. Folksongs and Instrumentals for Guitar. Folkways.

. . Shake Sugaree. Folkways.

The Country Blues. RBF. Dist.: Folkways.

Country Blues Classics. 4 vols. Blues Classics. Dist.: Down Home Music.
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Ty, Wit vwnu”_ﬁwA t Have The H‘nw%: 'wrv:ltlwrs) Yole 1. e
oo —<7‘§:»>t . ',}7”;‘171: Audio Pxe “ha an.te o and Dovwi ‘En:;;ﬂ‘i;1;7 .

i Sreen, Mary Dixon, Biliie Holidav, and others. Mean Mot her -

' L] et chee e .

\H.H‘n‘xvﬂt W\ n's Bluusz Vol., L. Roavetta Recards, NDiat . Wore T

o “han e ad Down Home Music.

Ida, Sweet Peas Spirvev, Trixie Smith, Xutillu Bowan, Sl Filozaer obdy !
Ners,  Super Sisters: Independent women's Blues, Vol. 3o 2osetta

wecorte. NDiste:r Women's Audin Exchange and Down '{\mu Misic,

Anvell. Angela Davis Answers Questions about Her Political ifeas.
Di:t.-  Women's Audio £xchange. Audiotape.
. soul and Soledad. Atco Records, Dist.o:r Down Home Mosic,

e Rithw, wtat 1f 1 Am a Woman?": Black Women's Speeches (1833-149.149,

Foalrwivs.  Dista: Afro—An Rducational Materials and Women's Amdfio

.

. “what If 1 Am a Woman?": Black Women's Speeches (199919714
lwiava.  Dista: Afro—Am Yducational Materials and Womo:

Al

I‘,\'(‘!l'”lgt’ -

, Arizona. Barrelhouse Piano with Sanctified Singers 192n-1G28,  Herwin.
Yiste:  Down Home Music and Rounder.

sh. Pat. Riack Women Writers, Dist.: FEverett/Edwards. And1>t Pe .

13

Yol

¢

First Person America Voices from the Thirties. 6 parts. “Part V1, thirlen
Stories” and ’P rt 11T, Making * ds Meet.” Ann Banks, Rescarcher and
Writer. Dist.: Natlonal Public Radio. Audiotapes.

i}ure Molton and The Truth Band. L&R., Dist.: Down Home Music,
shand, Blind Mamie, Mother McCollom, Sister Cally Fanecy, ana others. In The

=

2y*‘1* 2 vals. Origin Jazz Library. Dist.: Down Home Music and
Rounder.,
Fortv Years of Women in Jazz. Qtash. Dist.: 0ak Lawn.
Tranklin, Arotha. Amazing Grace. Atlantic. Dist.: Down Home Music.
. The Gospel Soul of Aretha Franklin. Checker. Dist.: Down Home

Musice.

Freedom Songs: Selma, Alabama. Folkways.

From Jumpstreet: A Story of Black Music. 11 parts. Judi Moore Smith,
Producer. Dist.: National Public Radio. Audintapes.

aines, Frnest. The Autobiography of Miss Jane Pittman. Perf. by Claudia
MceNeil. 2 vols. Dist.: The Women's Audio Exchange. Audiotapes.

Georgla Sea Island Songs. New World Records. Dist.: Rounder.

Giovanni, Nikki. Legacies. Dist.: Women's Audio Exchange. Audiontape.

Tne Gospel Sound. 2 vols. Columbia. Dist.: Down Home Music and Rounder,

Hall, Vera Ward with Dock Reed. Spirituals. Folkways.

Yistory of Jazz. Ll vols. Folkways.

Huntar, Alberta. Classic Alberta Hunter. Stash. Dist.: O0ak Lawn.

Hunter, Alberta, Lucilie Hegamin, Victoria Spivey, and others. Songs We Taught
Your Mother. Prestige/Bluesville., Dist.: DNown Homa Music.

"1 Stacrted With the Blues": 1Ida Goodson and Mary McClain. Dist.: Florida
Folklife Program, Audiotape.

Jackscn, Bessie, Lil Glover, Memphis Minnie, Clira Smith, and others. Easin'
In. Muskadine. Dist.: Down Home Music.

Jackson, Blyden. Black Writers of the South.  ist.: Everett/Edwards.
Audiotape.
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Coretta Seors s My Lite with Martin Luther Kime, Tr. ol it
Wome s Aa s Exaeh m‘gv. Audi )ﬂt'lpr_’ri. T -
. :'ir}’.‘;,\,t‘i‘i{Lin’LiLLﬁlﬁf_' Diat . Women e A o hinan
Pvols, SV, it cowa Home Masie
vols, Folkwavs.,

Lﬁw\n”: Foik and | Popular Blues Stvles trom the Bedinnings to The

1d Records, Dist.: Nown Home Music and Rounder.

l‘)o"s. N w

bl Momay, The Be ¢ of Moms Mablev.  Merears Records,  Dist.r Down Honm
Mo,
Makleyw o Stave,  Chess Reeorda, Diar o Down e Mos i s

. Stars or the pnl O. Columbia, Diwt o Down Home Muasic anl Roander,
,

Soce s M emphil s Minio. Memphis Minnie, vals, Blaes Olassics, Disto: Down

Jove Masie,
. Hot Sturf, 1935-1949. Maupie. bist.:  oak Lawa.
Moanin' The Blues. MJ.CJA. Nist.: Down Home Music,
and others.  I'm Wild About My Lovin', 1928-193) Historicat.
NPt . Doan Home Music and Rounder,
Morrisan, Toni.  Song of Solomon. Dist.: Women's Andio Exehanae,  Aadiotape,

Movement Soul. Folkwavs.

Music from the South. 10 vnls. Folkwavs,

Music of the Sudan...Women's Dance. Folkwavs,

The Nashville Sit-In Story. Folkwavs.

Negro Blues and Hollers. Library of Congress,

Negro Church Music. Atlantic. Dist.: Down Home Music.

Negro Folk Music of Africa and America. Folkwavs.

Negro Folk Music of Alabama. 6 vols, Folkwavs,

Negro Religious Songs and Services. Library of Conuress

Odetta. Sometimes I Feel Like Cryin'. RCA. Dist.: Down Home Music and
Rounder.
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Phomosr any Recorde it Aadiatape s

Aleron, Dames o0 Blacks In Ames i o R T RN
»\\ I'; YOI s, Tttt T o
Sy, oertrude Mal” o oh Z; Babe Blues, Hio o ehy, AR (RN B C N
K [Qleer\tﬁf t he gTGesi—myBi};{rngﬂW. Dt Loadrstinpr.
- . Qines The World Forgot., Bioagranh,  Disr .. Tl oo,
ihin'gu‘ﬂnrnicu. Folk Songs: The South,  Foliwe -,
. Give Your Hand% LQ_SpﬂﬂﬁﬂlS' Tarod o hiwt

e nton, Bernice and Sweet Hounev in the 2oy Sweert Honer in
’ e e e em e e -

Fish, Dist.: Tadvslipper.
weerllv! The Countrvy Blues., Origin Ta- iibrary, it IRSRISTNNS PREIRIRS AN vind
T ounder. o
Ring Games, Line Gimes, and Plav Party Senis o Abahang, Vol ey

Ronts of Bilack Music in America. >F01§;T7§T' o
Yot g ni_the %lﬂgi' New Worl:d Records. Dist,: Wonpnder
incher, Sonia.  Reading Selected Poems.  Dist.r Women s bl o
Aundiotape.
. Sonia sanchez Reads Her ODwn Poetry, RS W Ta A i Fecboane,

Audiotape. T
cn [sland Rketches. Robert Montieael and Toon Steward, Prodaceres s s oo
T T NAtional Public Radio.  Audiotape.
shanve, Ntozake, for colored girls who have considered sufcide when the rainhow

is enuf. Buddabi., Dist.: Women's An417773?3?iip:f T
Sinome, Nina. My Baby Just Cares Fcor Me. Charlv., Dist.: Poneder,
“he Nit-In Storv, Folkways.

Smith, Bessie. Any Woman's Blues. Columbis. Dist.:  TLadvslipper.
The Empress. Columbii. Dist.: lLadvslipper.

kmpty Bed Blues. Columbia. Dist.: Ladyslipper.

. Nobody's Blues But Mine. Columbia. Dist.: Ladvslipper.

. The Worid's Greatest Blues Singer. Columbia. Dist.: Ladvslipper.

Smith, Bessie, Louis Armstrong, Fletcher Henderson, Coleman Hawkins, and others.
"5t, Louis Blues” Soundtrack. Tazz Live. Di<t.: Rounder,

EELEEL_S}ara. 2 vols. Vintage Jazs Music. (1.X.), Dist.: Down Home Musics

Stitn, Trixie. Trixie Smith. Collectors Classice. Dist.: Oax Lawn.

smith, Trixie, Clara Smith, Bessie Smith, Bertha Chippie Hill, Sippie Wallace,
1nd others. Sarry But I Can't Take You: Women's Railroad Blues. Rosetra
2ocords. Dist.: Women's Audio Exchange and Down Home Music.

<aith, Willie e Ford., 1 Believe T'11 Run On. Niashboro., Dist.:  Down Home
Music.

sauthern Soul Belles. Charlv. Dist.: Rounder.

l{iﬂyv; Victoria. The Victoria Spivey Recorded Legacy of the Blues., Spivey.

. The Blues Is Life. Folkways.

. Recorded Legacy. Spivey.

. Three Kings and the Queen. Spivev,

Spivev, Victoria, Memphis Minnie, Lucille Bogan, Mae Glovers, and others. The
Ccountry Girls! 1927-1935, origin Jazz Library. Dist.. Ladyslipper. T

Spives, Victoria, Chipple Hill, Georgia Wnite, Memphis Minnie, Bobby Cadillac,
md sthers. When Women Sang the Blues. Arhoolie, Dist.: Down Home
Masic. 3

Tt Stanle Singers. Will The Circle Be Unbroken. Buddah. Dist.: Down dome

Music.

. The Best of The Staple Singers. Buddah., Dist.: Down Home Music.
. We'll Get Over. Star. Dist.: Down Home Music.
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O Vo Eeacchange . Aadiotape,
. oo i, B Child Portia/3ooker T. Washinet .
arrate IR wormen's Auadio Exchange,

Jitere s Francl o i s MeDaniel ) Clara Snith, Ta Cox, oand others.
sudent W

Vol. 2. Diasotta Records, Dist.:

s gt Macic,

Ca, Frhwel, Mesohis Mianie, Willie 3ocan, ad others, Rare Bilues of the
.. .

wola, Historicat, st .: Nown Home Masic and Rounder.,
S of the Freodom Riders and the Sit-Ins. Folkwavs.

et 1938~nl, Sew Woridd, Hist,: Nown Home
eoar s oand R tor,

Shieee, e oia, Bl Pieroe s 1o Brown, il Armstrong, and others.  Piano
Bacorta Pooarls.  Diwt.r Women's Audio Exchange and
Aoroi, Wi T am 'r. RBlack Folklore, Dist.: Fvorctt/Edwards.  Audiotape,
Siv Ui, Mariana, cessed Assurance.,  Atlantic,  Dist.: Down tHome Music,
. Fhe Now Message. Atlantic., Dist.: Down Home Music,
. Praver Chaneges Things, Atlantice, Nist . NDown Home Music.
iny Here Wondering Which Wav to Go, Atlantic. Dist.: Down
. . . «
vil i a1, Lovie Anstin, Lil Armstromy, and others. Jazz Women: A

s. 1 and 1. Srtash, Dist,: Ladyslipper.
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D. Addresses ot Phonograph Record, Auadiotape, and #ilm Distributors

Atro=An BEducational Materials Churchill Films

911 S, Michiagan Ave. A2 North Robertson Boalevard
Chicays, 1L hidnS Los Angeles, CA 90009

Alile Productions Sinema-o

~lo Shiaroan Larkin 595 Madison Avenue

13909 San Vincente Boulovard - oSaite | New York, NY 10022

Los Amreles, A Yailw
Contemporary Crafts, I:o.

Ames Docoanont oy Filas 5271 W. Pico Blvd.
Yih Woatr Rath S, Los Angeles, CA 9u0lY
New Y orrk, Ny Pty

Goronet/Perspective/Centron

{vidia F. Benitez—-Brown n> K. South Water St,
Hh o Sagamore Road - #1-14 Chicaan, 1L 60601
Bronxville, NY  ja/73

FEle or Bickinsen
BFA Flucations! Media 212% Broderick St
22111 Michigar Avenue San Francisco, CA 94115
Santa Monica, CA 9405

Down Home Music, Inc.

Black Filmmaker Foundation 10341 San Pablo Ave,
Cooperative Distribution Service Fl Cerrito, CA 94530
c/o Transit Media
Box 31% ¥lectra/Asylum/Nonesuch
Franklin Lakes, N/ V7a7 962 N. La Clienega

Los Angeles, CA 90069 !
Blue Skv Films
2 130ss Lane Everett/Edwards, Inc.
South Lancaster, MA  0195al Cassette Curriculum

P.0O, Box 1160
Rrandon Films Inc. Deland, FL 32720
3% Mac Questen Parkway So.
Mount Vernon, NY 1055) Film Images

1034 Lake St.
Canynon Cinema Co-.0 Oak Park, IL 60301
Room 220
Industrial Center Building Film--Makers' Cooperative
Sausalito, CA 94965 175 Lexington Ave.

New York, NY 10016
Center for Southern Folklore .
P. O. Box 40105 . Films for the Humanities
Memphis, TN 38104 Box 2053
Princeton, NJ 08540
Chamba Educatiopnal Film Services ,
P. 0. Box # U Films, Inc.
Brooklyn, NY 11202 1144 Wilmetter Ave.
Wilmette, IL 60091
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Floridy Folwiic Proooram
Pony, Roav nh

Ahite Springs, FL LU
Sloarid s State Mnifwersity

Rovinnil “ila Library

fnctructisnal Support Cent.

Talihasee ) ¥, 3200,
Flower Films/fes Blank
11341 San Pablo Ave.

1 Cerrito, CN 0 dahi

Folkwivs Rooards
v WL oAlst St
New York, NY o3

Georaia Council tor the Art s

2); Peacnhtree St. N
Suite 1ALD

Atlanta, A 30393

GPN Bducational Media
Box 8HA9
Pineoln, NE o »%50]

GTN Productions

239 Park Ave.

Suite 4A0D

New York, NY 1.1/9

Ilndiana University
Andion=-Visual Center
Bloominaton, IN 3740

Richard Kaplan Productions

fanhattan Plaza
407 W, 43 St. - #4D
New York, NY 10036

King Featul s Entertainment

Educational Film Divisinn
235 E. 45 St.
NMew York, NY 10917

Ladyslipper Records and Tapes

P.0O. Box 3124
Durham, NC 27705

LLearning Corporation of America

1350 Ave. of the Americas
New York, NY 10419

175

ihrary of Condress

Recording Lahoratorwy

Washinaoton, he

Marviand Center

20540

tor Pubiic Broadoasting

Attn: Proyram Cirvculation Manaver

Owings Mills, ™MD

217

MeGraw Hitl Films

F1O 15th St

el Mar, CA 92914

National Educational Television
2715 Packard Road

Ann Arbor, Ml

National Public

43104

Radin

2025 M Street, N.W.

Washingtyn, DC
L)

NETCHE
Box 83111

200360

Lincoln, NE 6350]

New Day Films
P. 0. Box 315
Franklin Lakes,

New Yorker Filns

+3 W, b6lst ST.

NI 07417

New York, NY 100273

North State Public Video

P. 0, Box 3398

Durham, NC 27702

Oak lLawn Books
Box 2663
Providence, RI

and Recor:ds

N2947

Ohio State Universitv
Motion Picture Division
Film Distribution

1885 Neil Ave.

Columbus, OH 43210

Pacifica Radio Tape Librarv
5316 Venice Bivd.

Lot Angeles, (3

PBS Video

CIMVB ]

475 L'Enfart pPlaza, S.W.

Washington, C

-

U

b
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Cenasclvania o stiate University
POyt Vigual services

miversity Park, PA Ingal

Porsnect fve Fiims

9 W, Frie Sr.

Chicaon, T minio
Phoenic Hifas

SO Park Ave. South
e York, N Logn

P3P iacus
Voranvilie R,

Cuanhridoe, MA AR

+

Sanca Monica, CA 90ih

Rodiscovery Productions, Inc.
A y

2 Halfnile Chnmon

Westpore, CT On3sn

Lounder Distribution
1 Camp St.
Cambrido., MA 2130

Warren Schloat Productions, Inc.
Palmer Lane West
Pleasantville, NY 102570

Shelby State Community College
Continuineg Edacation and Community
P. O. Bax 40568

Yemphis, TN 38194

Smithsonian Institution
Division »f Performing Arts
Collection of Recordinys
Washington, DC 20560

Smithsonian Institution
Office of Folklife Programs
2609 L'Enfant Plaza
Washington, DC 20560

Spivey Record Productions
55 Crand aAve.,
Broao-'vn, NY LiX2

Swar~i: Motin Picuinres
201 5. Jetferson
€t, Louis, MG 63193

Services

FOB Releasine, Tod,
Stoane Honae

Rindve, Frome

Sy gt N }'Z".\"& youd
Pime- i T,

Time and Lite Baildrns
Rockefoller Contor

Wew York, NY O boels
it ila

Y13 Park Ave. Soath

S York, NvoLnlA

imiversitv of Calitorains
Pxtension Media Center
Lifelong Tearning
Mmiversity of Calitornia
Berkelev, €A 94720

niversity of Michizan
Media Resource Center
“1h 4th St,

Ann Arbor, M1 48109

Iniversity of South Flarida

NDivision of kducation R-sources/Filmg

Tampa, FL 33620

Western Kentucky University
Division of Media Sedvices
Bovling Green, KY 42191

Wheelock Educational Resources
P, 0, Box 451
Hanover, NH 03735

Lance A, Williams
1254 S. Hudson Ave,
Los Angeles, CA 90019

WNET/13 Media Services
3156 W. 98 Street
New York, NY 10019

Women's Audio Exchange
49 West Main St.
Cambridge, Ny 19131



