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[(essay date 1997) In the following excerpt, Hagen presents an anatomy of Angelou's poetry and its subject matter.] 

 Of Maya Angelou's six published volumes of poetry, the first four have been collected into one Bantam paperback volume, titled Maya Angelou: Poems (1986). Her early practice was to alternate a prose publication with a poetry volume, and a fifth "collection" follows her fifth autobiography.

Unlike the four previous volumes of poetry, this fifth work titled Now Sheba Sings the Song (1987), adds a new dimension. Here fifteen or so short poems are responses to sketches of African-American women done by artist Tom Feelings, whom Angelou has known for many years. The combined talents of these two are highly complementary and the results are particularly appealing. A sixth volume, I Shall Not Be Moved (1990), contains new love poems and praise poems. A four poem inspirational collection has been available under the title Phenomenal Woman. These four are previously published poems.

 Angelou's poems are a continuum of mood and emotion. They go from the excitement of love to outrage over racial injustice, from the pride of blackness and African heritage to suffered slurs. Angelou follows Countee Cullen's literary perspective that black authors have the prerogative to "do, write, create what we will, our only concern being that we do it well and with all the power in us."1 Angelou indeed speaks out in many ways and with the best of words she can summon. 

 Angelou's poetry is generally brief, in the tradition of Langston Hughes who believed that a poem should be short--the shorter the better. Forty percent of the 135 poems in the Bantam edition are 15 lines or less. Of this forty percent, fifteen poems contain three stanzas, twelve have two stanzas, and eleven poems are unstructured. These eleven seem rather forced and rhetorical. Another dozen poems contain between eleven and fifteen lines each. The remainder of her 135 collected poems range from 30 to 50 lines. Angelou never indulges in lengthy narrative poems. She chooses words frugally. The length of line in her poems is also short. Most lines of her three-stanza poems are trimeter; others, particularly those in the unstructured poems, are from two to four syllables long. Some critics do cite her poetry as "oversimplistic or slight because of the short lines, easy diction, and heavy dependence on rhythm and rhyme in her poetry."2 But Angelou herself has frequently commented on the difficulty of reducing complex thoughts and ideas to a poetic format. She says she begins with many pages of words on her yellow legal pad and works long and hard at distilling them. 

 Total poetic meaning stresses both emotional content and rhythmical elements.

If the emotional content can be considered the bricks of the poem, the rhythm would be the mortar that binds. Angelou is a natural builder of poetry for she not only has a keen sensitivity to feeling, but also a marvelous sense of rhythm. Her musical awareness is so strong that she claims she hears music in ordinary, everyday circumstances. A rhythmical awareness has been reinforced by four important influences on her: first, her many readings of the lyrical King James Bible; second, acknowledged reading of traditional white writers such as Edgar Allan Poe, William Thackeray, and particularly William Shakespeare; and of prominent black writers such as Paul Laurence Dunbar, Langston Hughes, James Weldon Johnson, Countee Cullen, and of W. E. B. DuBois' "Litany at Atlanta." A third strong influence grew out of her participation in the rhythmical shouting and singing in African-American church services with their emotional spirituals; and the strong, moving sermons preached in those churches, whose tones she absorbed into her being. The fourth shaping force derives from childhood chants, songs and rhyme games long familiar in folklore. 

 With her keen sense of feeling, it is natural for Angelou, when she decides to compose a poem, first to find the rhythm of a subject, however mundane that subject may be. This approach is outlined in an interview with Arthur Thomas as Angelou explains the lengthy procedure she follows to produce a poem: 

When I write a poem I try to find a rhythm. First, if I wanted to write a poem about today. ... I would write everything I know about today. 

 Then I find the rhythm. Everything in the universe, Art, has rhythm. The sun rises and sets. The moon rises and sets. The tides come, they go out.

Everything moves in rhythm. Tangentially, I would like to say that when people say of black people, "You have rhythm," it is not an insult. ...

 It means that you are close to the universe. ... I will find that maybe the rhythm changes. ... This rhythm is slow and simple, and then maybe it's faster, more complex; and then there's the audience, and then--it'

s marvelous! Exciting! 

 Then I start to work on the poem, and I will pull and push it and kick it and kiss it, hug it, everything. Until finally it reflects what this day has been. 

 It costs me. It might take me three months to write that poem. And it might end up being six lines.3

 Angelou has often spoken about this painful process of distilling her thoughts and the flow of her words. She mentions that 15 pages of notes might end up producing four lines of poetry. She has explained that the effort involved encompasses a discipline that is very difficult. But she finds the results rewarding and is still attracted to this means of expression.

 A few of her poems seem pretentious with somewhat forced language, but most of her poetry has the spritely diction of the vernacular and the dialectical.

It is with this language mode that she is most successful. She has no objection to using dialect, as long as it does not denigrate. She admires the dialect poems of Paul Laurence Dunbar because of "the sweetness of them." The high regard for this kind of poetry might have astonished Dunbar. He was dismayed that his vernacular poems were more appreciated than his romantic and cultured ones. 

 Of the poetry Angelou has published, only a few poems first appeared in journals or literary reviews, the usual path to publication for poets.

Her work finds its way immediately into books. R. B. Stepto waspishly observes that Angelou's slight poems "cannot but make lesser-known talents grieve all the more about how this thin stuff finds its way to the rosters of a major New York house while their stronger, more inventive lines seem to be relegated to the low-budget (or no-budget) journals and presses."4 Angelou's 'thin stuff' is not so thin if read with an eye to inner meaning.

Her deliberate distillations are effective. They are written for people, not other poets. Some of the poems in her first volume, Just Give Me a Cool Drink of Water 'fore I Diiie, were originally published as songs.

The volume includes many of the lyrics from her 1969 recording of "The Poetry of Maya Angelou" for GWP Records. Most of her other poetry could easily be set to music. It is purposely lyrical. It is designed to elicit stirring emotional responses. Much of it is meant to show fun with the familiar. 

 There has been little critical attention given to Angelou's poetry beyond the usual book reviews. A scattering of negative responses have greeted each book of poetry. Ellen Lippman writes that "... Angelou is more adept at prose than verse."5 Janet Blundell agrees: "This Shaker, Why Don't You Sing? poetry is no match for Angelou's prose writings."6 A third reviewer, J. A. Avant, judges that "... this Just Give Me a Cool Drink of Water isn'

t accomplished, not by any means. ..." But he concedes that "... some readers are going to love it."7 And S. M. Gilbert suggests publishers have exploited Angelou. Gilbert comments that her second poetry book, Oh, Pray My Wings Are Gonna Fit Well "... is such a painfully untalented collection of poems that I can't think of any reason other than the Maya myth for it to be in print; it's impossible indeed."8 It is not unusual to capitalize on a successful author's name. A new book by a currently popular writer generally guarantees at least minimum sales with minimum promotion. But Angelou had been writing poetry long before her prose ventures and has considered herself basically a poet. These negative reviewers have failed to look beyond the apparent simplistic lines to discover the power of their message. Angelou tries to reach readers not attuned to soaring poetics but comfortable with sparse exchanges. 

 Contrary to the negative criticism, positive comments have also appeared.

The reviewer in Choice magazine finds that Angelou's work is "... craftsmanlike and powerful (though not great poetry)."9 Chad Walsh says the work in Just Give Me is "... a moving blend of lyricism and harsh social observation."10 The reviewer of Shaker, Why Don't You Sing? in Publishers Weekly says, her "poems speak with delicacy and depth of feeling."11 Robert Loomis, Angelou's long-time editor at Random House, supports her with his well-taken

remarks: 

I've always believed that those who have reservations about Angelou's poetry simply don't understand what she's doing. She is very strongly in a certain tradition of Black American poetry, and when I hear her read or declaim the works of other Black American poets, I can see very clearly what her heritage is and what her inspiration is. Furthermore, Maya is not writing the sort of poetry that most of us grew up in school admiring. What she is writing is poetry that is very definitely in what I would call the oral tradition. That is, what she writes can be read aloud and even acted. When her words are spoken, they are extremely effective and moving. They always sound just right.12

 Although few critics have found great merit in her poetry, Angelou has acquired a dedicated audience. Her work seems to have a special appeal to college students. At her public readings, a generally balanced cross-section, male and female, black and white, is in attendance. She delights and enchants the entire group with her timing and her powerful delivery. Some admirers of her poetry have been so impressed with its rhymes, rhythms, and content that they themselves have been encouraged to write. Many poets manque have sent Angelou their unsolicited creations. Quite a few of these can be found stored with her collected papers at the Wake Forest University library.

Angelou encourages young people to express themselves openly and seeks to inspire them. 

 The titles of Angelou's first four books of poems are attention getters.

They are catchy black vernacular expressions. Her first volume, Just Give Me A Cool Drink of Water (1971), refers to Angelou's belief that "we as individuals ... are still so innocent that we think if we asked our murderer just before he puts the final wrench upon the throat, 'Would you please give me a cool drink of water?' and he would do so. That's innocence. It'

s lovely."13 

 Angelou covers a wide range of subject matter. In Angelou's writings, poetry or prose, she holds to tradition and makes a special effort to dispel false impressions about African Americans, but does not use this as her sole motivation. 

 Angelou's poetry belongs in the category of "light" verse. Her poems are entertainments derived from personal experiences and fall into one of two broad subject areas. First, she writes about everyday considerations--the telephone, aging, insomnia--topics that are totally neutral. Second, she writes with deep feeling about a variety of racial themes and concerns.

 "The Telephone," for example, exemplifies her universally identifiable reflections on an ordinary subject. She admits in verse that she is dependent on it. Its importance to her daily life is notable by a contrast to its periods of silence. 

 But she can't stand the quietude long, nor the isolation implied, and so she impatiently demands that the phone ring. This demand follows three structured stanzas: the first physically describes the telephone; the second, its active effect on people's lives; and the third, the effect of its silence.

In the second stanza, she emphasizes the familiar and the feminine by employing a metaphor of sewing, tatting, crocheting, hemming, and darning. The intrinsic themes of black and blue and week-end loneliness are often found in popular blues songs. 

 Another light general rumination is "On Reaching Forty." In somewhat stuffy language Angelou regrets the passage of time and expresses tongue-in-cheek admiration for those departing this world early and by this bestows upon the poem an unexpected conclusion. She is saddened by the passing of youthful milestones. The years forward will weigh even more heavily. 

 Inasmuch as Angelou is an accomplished cook, it is not surprising to find that she addresses the appreciation of traditional foods. In "The Health-Food Diner" exotic, faddish health food items are rejected in favor of standard fare such as red meat. In alternating tetrameter and trimeter quatrains, Angelou concludes each stanza with a food preference. Her reader finds life must be sustained by solid values, not notional influences. 

 Angelou not only has a keen ear for dialogue and dialect, but she also evidences a keen psychological understanding of an adolescent girl's romantic concerns and possessiveness. The speaker in "No Loser, No Weeper" expresses in the vernacular a universal sentiment. Again Angelou carefully structures her poem. In each stanza, the speaker notes how her reaction to losing something, beginning with childish items and advancing to that of major

worth: in the first stanza, a dime; then a doll; then a watch; but especially in the last stanza when she truly hates to lose her boy friend. 

 The same subject matter--the loss of a boy friend--is expressed in "Poor Girl." The speaker is a teenager who addresses a fickle fellow playing the field. She's afraid there will be another disappointed girl in a long line of disappointed girls, just like her. One girl, she says, will believe the lies but can't be forewarned because of a possible misunderstanding.

Eventually the truth will be realized and awareness will set in. 

 Angelou is a realist. She knows that a married man who sees other women usually returns home to his wife in spite of the attraction and charm of the Other Woman. The speaker in "They Went Home" is aware that she plays a loser's role. While the sentiment is psychologically sound, the lines are prosaic, reflecting the pitiful state of the abandoned. 

 Sometimes Angelou uses contrasting pairs in her poetry. For example, in "Phenomenal Woman," considered a personal theme-poem, she asserts the special qualities of a particular woman. The woman described is easily matched to the author herself. Angelou is an imposing woman--at least six feet tall. She has a strong personality and a compelling presence as defined in the poem. One can accept the autobiographical details in this poem or extend the reading to infer that all women have qualities that attract attention. Angelou's dramatic presentation of this poem always pleases her audience and is frequently the highlight of her programs. 

 Angelou pairs this poem with "Men." The speaker is a woman whose experience has taught her the games men play. In this she uses a raw egg metaphor to contrast fragile femininity with dominant masculinity, but the female speaker has perhaps learned to be cautious. 

 Other contrasting poetic pairs are "America" and "Africa"; "Communication I" and "Communication II"; and "The Thirteens (Black and White)." 

 In Gather Together in My Name, Angelou describes being shown a room full of dope addicts and the impact this picture had on her. In both "A Letter to An Aspiring Junkie" and in "Junkie Monkey Reel" she details the dangerous consequences of using drugs. In both poems the slave master of today is drugs, and the junkie is tied to the habit as if he were the monkey attached to the street vendor's strap. Both poems contain particularly disturbing images. 

 Angelou uses every opportunity to build African-American pride and in "Ain't That Bad?" she praises black culture, mores, customs, and leaders.

Its short lines, its repetition of imperatives, and its repetition of the title help constitute a chant, which categorizes it as a "shouting poem."

 In black West African English (Sierra Leone) i gud baad means "it's very good." Thus "bad" as used extensively in this poem carries a favorable connotation, meaning to be "very good, extremely good." This meaning has been incorporated into everyday black vernacular and therefore is commonly understood. The last word in the last line of the poem sustains the positive connotations and provides a closure. 

 As detailed in an earlier chapter, a number of children's activities and responses have been handed down through the years in all cultures and are considered folk materials and light entertainments. This wealth of rhyming folklore, so important in Angelou's childhood, provides an indigenous and unconscious source of much of the style and the flow of both her poetry and prose. It dictates the structure of much of her poetry. 

 Angelou's second group of meditations is concerned with racial subjects and themes. This group allies poetry with morality by continuing the themes of protest and survival found in her autobiographies. These poems are not excessively polemical; they voice only mild protest. 

 In this category is Angelou's favorite poem and theme, "Still I Rise,"

the same title as that of a play she wrote in 1976. The title, Angelou says, refers "to the indominable spirit of the black people." She often quotes this poem in interviews and includes it in public readings. The poem follows Angelou's customary fashion of incremental repetition, and catalogues injustices. 

 In spite of adversity, dire conditions and circumstances; in spite of racial epithets, scorn, and hostility, Angelou expresses unshakable faith that one will overcome; one will triumph; one will Rise! The lines remind us of the black spiritual "Rise and Shine" as well as other religious hymns that express hope: "Oh, rise and shine, and give God the glory, glory!

/ Rise and shine, and give God the glory, glory!" In "Our Grandmothers"

Angelou voices a similar sentiment contained in another dearly loved spiritual:

"Like a tree, down by the riverside, I shall not be moved." 

 The "I" in "Still I Rise' is designated female by Angelou herself as she numbers this poem as one of the four about women in Phenomenal Woman. She speaks not only for herself but also for her gender and race. This extension of self occurs in Angelou's autobiographies and protest poetry. It is in keeping with a traditional practice of black writers to personalize their common racial experiences. Moreover, Angelou implies that the black race will not just endure, but that in the words of Sondra O'Neale, "will triumph with a will of collective consciousness that Western experience cannot

extinguish."14 Angelou's most militant poems are contained in the second section of her first volume of poetry, "Just Before the World Ends." They have "more bite--the anguished and often sardonic expression of a black in a white dominated world," Chad Walsh observes.15 In her moving address "To a Freedom Fighter," Angelou again as a spokesperson for all blacks acknowledges a debt owed to those who fought earlier civil rights battles.

They did more than survive; they endured all indignities for the maintenance of their race. 

 In "Elegy," the speakers are early black activists, Harriet Tubman and Frederick Douglass, who proudly observe successors to their cause, the torch bearers they spawned. 

 In their battles for status, African Americans have experienced disappointment with political and social liberals. In her early twenties, Angelou wrote "On Working White Liberals," which expressed the prevailing cynical view of their broken promises. Liberal words have often been empty words, and so the black came to doubt their sincerity. The poem challenges white liberals to an extreme action to prove their racial tolerance. Words are not enough.

Angelou has since disavowed the poem's sentiments; she says she was a young "hot-head" at the time she wrote it. 

 Angelou comes to the defense of Uncle Toms, people censured by black activists because they do not overtly resist unfair treatment. In "When I Think About Myself," Angelou explains why a black woman responds with a simple "Yes, ma'am" for the sake of a job, even to a young white who insults her with the offensive word "girl." The servant does not pity herself and knows she is keeping her race alive. By being servile for an entire lifetime, she has provided sustenance for another generation who may find better conditions. Whenever appropriate, Angelou voices approval of those who endured indignities to feed, shelter, clothe, and educate the family. 

 Angelou also praises the black slaves who helped build America. In "To a Husband," she reminds readers of this, and that the black man proudly reflects his African roots, while contributing to the physical growth of this country. 

 Angelou also idealizes black men and enhances their pride in her love poems. Two poems in particular in the first section of Just Give Me present admirable images of black men--their color: Black Golden Amber; and their behavior--gentle and grave. In "A Zorro Man" love is found to be exciting; the speaker is delighted that her man is courageous and thrilled with her.

"To a Man" admires a man's special qualities: he is Southern, gentle, and always changing. That Angelou dedicated her first book of poems to Amber Sam and the Zorro Man is not at all surprising. 

 Her best poem in the section on love is "The Mothering Blackness." In incremental repetition and with biblical allusions, the speaker observes that black mothers forgive their prodigal children. A black mother loves her children simply because they are her children. These mothers refrain from condemning and warmly welcome their wanderers. Angelou's poem praises such unconditional love. Whenever Angelou found herself troubled, she went home to her mother or grandmother for nurturing; the bond between them was always strong and supportive. It is a natural consequence of motherhood in Angelou's mind. 

 Angelou speaks positively about women in various mundane settings. "Woman Work" reinforces the saying that "women's work is never done." It's a list of the endless daily chores faced by a housewife and mother. Its lines do not explain or complain. They merely list. 

 In "Momma Welfare Roll," Angelou tells how brave a mother is when she accepts welfare. Circumstances force survival to depend upon government largesse, but pride dictates an attitude toward it. This poem acknowledges the demeaning turmoil endured when accepting welfare benefits. Malcolm X blamed his mother's death on the bureaucratic bungling of social workers.

 Angelou's poems are dramatic and lyrical. Her style is open, direct, unambiguous, and conversational. The diction is plain but sometimes the metaphors are quite striking. The most successful of her poems are those that "have language close to speech or more nearly song,"16 those written in the vernacular.

When she steps outside this level of language, the resulting effort appears affected. An example is "Unmeasured Tempo." In this poem we find awkward, forced lines. Some of Angelou's best "poetry" might well be her song lyrics such as "They Went Home." 

 When Paul Laurence Dunbar complained that his vernacular poems were better received than his romantic, he was referring to vernacular as the everyday language of the street as opposed to dialect--that is, the black dialect of the "comic minstrel" tradition. The phonology of "yo" for "your" and the grammar of "be's" for "is" or of the zero copula are examples. 

 The use of the vernacular can convey a maturity, while the dialectical can imply a childishness, an inferiority. Angelou avoids anything that might make her race an object of ridicule, and the use of black dialect--or soul talk--might compromise dignity. Therefore, she chooses a language level perceived to be more dignified. 

 Angelou's poems read easily and smoothly by utilizing both rhyme and repetition, particularly incremental repetition. However, out of 39 poems in Just Give Me she uses rhyme in only seven and the rhymes she chooses are rather ordinary and unimaginative: approaches/coaches; weaving/leaving; or in another volume, cake with steak. She shows a keen ear for sound as when in "Harlem Hopscotch"

she rhymes the words "left" and "hisself." There is also an occasional internal rhyme such as "Carrot straw" and "spinach raw" in "The Health-Food Diner." 

 Her theatrical sense exemplifies itself in her rhythms. In an interview with Bill Moyers on National Educational Television where they discussed black writers and white critics, Angelou said, 

Quite often there are allusions made in black American writing, there are rhythms set in the writing and counter-rhythms that mean a great deal to blacks. A white American can come in and he will hear, he will understand hopefully, the gist. And that's what one is talking about. The other is sort of "in" talk.17

 As the fundamental appeals in poetry are the emotion, the feeling, and the rhythm, anyone can appreciate them in a successful poem, even poetry of different cultures. The "in" talk, on the other hand, refers to "signifying"

wherein certain phrases evoke a response from an African-American reader but might be unknown to other readers. For example, the phrase "cigar-box guitar" means a string instrument associated with the devil but that most consider merely a primitive musical device. There are also words in black linguistic lore that have restricted meanings such as the word "dichty"

in "Weekend Glory," which means "snooty," "high-hat," or "snobbishness."

Line six in "Harlem Hopscotch" recalls a popular jingle of black origin:

If you're white, all right

If you're brown, hang around

If you're black stand back.

 A knowledge of black linguistic regionalisms and folklore enhances the appreciation of Angelou's poems. Thus a Whorfian "linguistic relativity"

in which language shapes the way we view the world may be at work here.

But most of Angelou's poems can be understood and appreciated on their own merits, sans special insight. Her topics of simple universal concerns embrace the breadth of everyday worldly encounters, and, through poetic presentation, uplift these ordinary experiences to special status for the ordinary reader. 

 The tone in many of Angelou's poems is somewhat muted and reserved. There is frequently a melancholy, a blues feeling. There are no explosive outbursts like John Donne's "Batter My Heart, Three Personed God" or "For God's Sake, Hold your Tongue"; nor outrage as in John Milton's "On the Massacre at Piedmont." Perhaps her restraint derives from the African-American attitude of fatalism which has been noted by many scholars and particularly evidenced in black folklore. Perhaps it is merely for the emphasis related to a mutual response. 

 The sound should echo the sense, as Alexander Pope suggested, and Angelou does achieve a correspondence of sound and sense in many of her poems.

The monotonous rhythms and diction of her poem "Greyday" seem to echo the feeling of loss and emptiness without the presence of a loved one. The lines clearly depict the perception of a time of loneliness. 

 R. B. Stepto points out parallels between Angelou's poetry and that of Sterling Brown, Langston Hughes, and Gwendolyn Brooks, particularly "Annie Allen" and "the Bean-Eaters" of Brooks' pre-Black aesthetic period. He also notes Angelou's marriage of "work song" refrains and "protest" couplets and wishes she had developed this further.18 In Angelou's latest collection, I Shall Not Be Moved, she does give testimony to hard work in the poem, "Worker's Song." This poem sings the praises of those whose work contributes to the orderly function of vital activities. African Americans do have a long history of hard work. In Angelou's writings, rarely is there anyone who does not work. Everyone of her characters--singers, dancers, railroad workers, etc.--works hard. 

 While Angelou's poetry is not generally acclaimed as great poetry, it is nevertheless highly enjoyable as J. A. Avant observes. Angelou may rank as a poet of moderate ability, but her poetry is praised for its honesty and for a moving sense of dignity. Angelou is consistently understandable, enlightening, and entertaining. Her personal readings of her poetry are moving events and greeted with great enthusiasm. Angelou plays an audience masterfully and her delivery enhances the most simple rhyme. It is little wonder she inspires novices; she makes the difficult seem simple and touching.

This in itself is an accomplishment reflecting more than moderate ability.

 Angelou discussed her crowning moment as a poet with Oprah Winfrey on a recent television interview. A telephone call came from Harry Thomason shortly after Bill Clinton's election as president. Clinton had asked to have Maya Angelou compose a special poem to be read, by her, at his inauguration.

Angelou said she was overwhelmed, but went to work. She rented a hotel room, as is her practice when composing, took her pads and pencils and closeted herself from early morning to afternoon. She first settled on her theme, America, and then wrote down everything she could think of about the country. Those thoughts were then pushed and squeezed into a poetic form. The resultant poem, "On the Pulse of the Morning," was read by Maya Angelou from the ceremonial balcony at President Clinton's swearing in.

Angelou herself does not consider it a great poem. She says it is a good public poem and carries the message of unity she intended. She has a frequently recurring theme that, as people of diversity, we are more alike than unalike.

This idea is contained in the inaugural poem. Angelou feels that one day she will rework this material into a more important private poem. This distinction she draws between public and private poetry is worthy of note.

 The notoriety attendant upon being only the second poet, and the first African American and first female, asked to be a part of such an important public event, has spilled into Angelou's life of quietude at Wake Forest University and put her again high on the demand list for public speakers.

It also has led to renewed interest in her books and poetry and should result in greater academic evaluation of her lifetime accomplishments.

 Angelou again went public with a specially written poem, "A Brave and Startling Truth," for the San Francisco celebration of the 50th birthday of the United Nations. She once more violated her stated belief that "'

public' and 'poem' go together like buttermilk and champagne." She prefers her poetry to be a private experience, but answers when called upon if the cause is noble. The African-American Million Man March in Washington, D. C., in October 1995 was another request for a specially tailored tribute.

She could not refuse her brothers and agreed to read on their program.

 Maya Angelou has served her people well and has informed and entertained untold numbers of us. Hopefully, she will continue to do so and to point out our "alikes" and oneness. 
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