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Przedrukowany ponizej artykul Michelle Cliff, “Object into Subject: Some Thoughts on the Work of
Black Women Artists” (1982), zaproponowany zostat do galerii dokumentéw sztuki przez Emilie Blanc,

ktéra jest autorka krytycznej, uzupelionej ikonografia, analizy tego dokumentu.

The article by Michelle Cliff, reprinted below, "Object into Subject: Some Thoughts on the Work of
Black Women Artists" (1982), was proposed for the art document gallery by Emilie Blanc, who is the

author of a critical analysis of this document, supplemented by iconography.

L’article de Michelle Cliff, « Object into Subject: Some Thoughts on the Work of Black Women Artists »
(1982) est ici reproduit en facsimilé sur une proposition d’Emilie Blanc qui, par la suite, en effectue une

analyse critique, et complétée par un dossier iconographique en lien avec I'article.
y ,

Na przelomie lat szeSédziesiatych i siedemdzie-
sigtych dwudziestego wieku powstaje wiele ko-
lektywow kobiecych lub feministycznych, aby
walczy¢ z przejawami dyskryminacji w sferze arty-
stycznej. Artystki, kuratorki wystaw i historyczki
sztuki organizuja wydarzenia, tworza struktury
artystyczne, publikujg teksty analizujace mecha-
nizmy wykluczania kobiet jako grupy spolecznej
czy tez zakladaja czasopisma. To w kregu femini-
stycznej prasy artystycznej ukazuje sie dokument
reprodukowany w postaci faksymile (oryginalne
wymiary: 24,13 x 29,21 cm): artykul ,,Object into
Subject: Some Thoughts on the Work of Black
Women Artists” Michelle Cliff, ogloszony w 1982
roku w Heresies: A Feminist Publication on Art
and Politics. Obok innych czasopism, takich jak
Chrysalis i Feminist Art Journal, pismo to sta-
wia sobie za cel upowszechnianie alternatywnych
sposobow myslenia o sztuce. Nie proponujac ani
recenzji wystaw, ani monograficznej prezenta-
cji artystow — dwoch najezestszych form krytyki
sztuki, okresla ono swoj charakter jako pisma idei,
laczacego sztuke i polityke. Jego funkcjonowanie
opiera sie na modelu wspolpracy, zbudowanym
wokot kolektywu matki” i kolektywow tematycz-
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nych, zgodnie z feministycznymi zasadami niehie-
rarchiczno$ci. Miedzy rokiem 1977 a 1993 ukazuje
sie dwadziescia siedem numeréw, z ktérych kazdy
dotyczy odrebnej tematyki (wszystkie numery sa
dostepne online: http://heresiesfilmproject.org/
archive/). Tekst Cliff ukazuje sie w numerze piet-
nastym, po§wieconym rasizmowi w sztuce, spo-
leczenstwie i ruchach feministycznych, a jej arty-
kul wstepny ma ten wyjatkowy charakter, ze jest
zapisem stow czlonkin kolektywu, pochodzacych
Z nagranej rozmowy, w czym wyraza sie wola ko-
lektywu tematycznego wypowiadania sie wieloma
glosami. Autorka analizuje polityki przedstawia-
nia czarnoskorych kobiet w Stanach Zjednoczo-
nych, w tym tworczoé¢ artystki Betye Saar.

O Michelle Cliff

Urodzona w 1946 roku w Kingston, Michelle Cliff
wychowuje sie na Jamajce i w Stanach Zjedno-
czonych. Po studiach odbytych najpierw w Wa-
gner College (Nowy Jork), a nastepnie w Insty-
tucie Warburga (Londyn) opisala, jak jej studia
nad wloskim renesansem przemilczaly proceder
atlantyckiego handlu niewolnikami, ktory byt mu
wspolezesny. W 1975 roku, pracujac jako edytor-
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ka w wydawnictwie W.W. Norton & Co, spotyka
poetke Adrienne Rich, z ktéra bedzie dzieli¢ zycie.
Dolgczywszy w 1977 roku do warsztatu pisania
dla kobiet, zaczyna oglaszaé w nastepnym roku
poematy prozg i eseje w lesbijskich pismach ar-
tystycznych i literackich, takich jak Sinister Wis-
dom (1976), ktore wydaje wspdlnie z Rich od roku
1980. Po$wiecajac sie wtedy pismu i pracy pisar-
skiej, publikuje w tym samym roku swa pierwsza
ksiazke Claiming and Identity They Thaught Me
to Despise. W 1983 roku otrzymuje pierwszy etat
w szkolnictwie wyzszym na uniwersytecie w Nor-
wich (Vermont). W latach osiemdziesigtych nale-
zy tez do komitetu redakcyjnego feministycznego
czasopisma Signs: Journal of Women in Culture
and Society, a jej teksty ukazuja sie w najwaz-
niejszych antologiach literatury feministycznej,
takich jak Home Girls: A Black Feminist Antho-
logy (1983) i Making Face / Making Soul / Ha-
ciendo Caras: Creative and Critical Perspectives
by Women of Color (1990). Jej teksty, w tym trzy
powiesci: Abeng (1984), No Telephone to He-
aven (1987) oraz Free Enterprise (1993), zglebia-
ja przede wszystkim tematyke dziejopisarstwa,
rasizmu, homofobii i tozsamo$ci. Cliff zmarla
w 2016 roku w Santa Cruz (Kalifornia).

O Betye Saar

Urodzona w 1926 roku w Los Angeles (Kalifornia),
Betye Saar wiaze sie na poczatku lat piecdziesia-
tych, po uzyskaniu dyplomu Uniwersytetu Kali-
fornijskiego w Los Angeles, z Curtisem Tannau;
pragnela studiowaé w Chouinard Art Institute, lecz
nie miala takiej mozliwos$ci z powodu dyskrymina-
cyjnej w owym czasie polityki tej instytucji. Oboje
artySci tworza pracownie bizuterii i przedmiotow
emaliowanych. Wykonujac réwniez prace asy-
stentki socjalnej, Saar poznaje wielu artystow z Los
Angeles, w tym Charlesa White’a, z ktorym bedzie
uczy¢ w Otis Art Institute. Poczynajac od lat szes¢-
dziesiatych Saar zaczyna wykonywaé asamblaze
z przedmiotow, ktére zbiera. To dzialanie twor-
cze czerpie inspiracje zwlaszcza z Watts Towers
(1921-1954) Simona Rodii, imponujacej instalacji
pod golym niebem, zbudowanej gtéwnie z surow-
coOw wtornych, ktdra Saar widywala w dziecinstwie,
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przebywajac u swojej babci w dzielnicy Watts (Los
Angeles). Na jej tworczych dzialaniach odciska
trwale pietno wiele wydarzen z lat sze$cdziesia-
tych i siedemdziesiatych, w tym wystawa Jose-
pha Cornella (1903-1972), pokazujacego w roku
1967 swoje asamblaze w pudelkach w Pasadena
Art Museum, zabojstwo bojownika o prawa oby-
watelskie Martina Luthera Kinga w 1968 roku czy
wreszcie lektura artykulu ,,Accumulation: Power
and Display in African Sculpture” historyka sztu-
ki Arnolda Rubina, opublikowanego w Artforum
w roku 1975. Od konca lat sze$édziesiatych Saar
jest obecna na artystycznej scenie feministycznej,
w tym na 25 California Women Artists, uznawa-
nej za pierwsza w Kalifornii wystawe po$wiecong
wylacznie artystkom wspoélczesnym (Lytton Cen-
ter of Visual Arts, 1968). Jej tworczoéc, eksploru-
jaca przede wszystkim tematy zwigzane z pamie-
cia, duchowoscig i rasizmem, byla przedmiotem
dwdch niedawnych wystaw: w Los Angeles County
Museum of Art (Betye Saar: Call and response,
2019—2020) oraz w Museum of Modern Art (Be-
tye Saar: The Legends of Black Girl's Window,
2019—2020). Otrzymawszy nagrode Wolfgang
Hahn Prize w 2020 roku, Saar zostala wybrana
w nastepnym roku na czlonka Amerykanskiej Aka-
demii Sztuki i Literatury.

Podziekowania

Pragne najszczerzej podziekowaé Leszkowi Bro-
gowskiemu i Christopherowi Davisowi, Christine
Rivalan Guégo i Evelyne Toussaint, a takze Mi-
chaelowi Crowleyowi z bibliotek City College of
New York oraz Mary Skarbek i Francesce Con-
sagra z galerii Roberts Projects (http://www.
robertsprojectsla.com/artists/betye-saar) za po-
moc i wsparcie przy publikacji tej dokumentacji.
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About the document

In the late 1960s and early 1970s in the United
States, several women's or feminist collectives
emerged to fight against discrimination in the
art world. Artists, curators and art historians
organized events, created art organizations,
published texts or founded magazines. The
document reproduced in facsimile (original
dimensions: 9.5 x 11.5 in) is part of the feminist
art press: the article "Object into Subject:
Some Thoughts on the Work of Black Women
Artists" by Michelle Cliff, was published in
1982 in Heresies: A Feminist Publication on
Art and Politics. Alongside other feminist art
magazines, such as Chrysalis and Feminist Art
Journal, Heresies: A Feminist Publication on
Art and Politics aimed to support alternative
ways of thinking about art. It didn’t publish
reviews of exhibitions, nor monographic features
on contemporary artists — both of which are
common forms of art criticism. It defined itself as
an idea-oriented journal, devoted both to art and
politics. The journal embraced a collaborative
model, based on a mother collective and issue
collectives, in line with the non-hierarchical
feminist principles. Between 1977 and 1993,
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twenty-seven issues were published, each dealing
with a specific topic (all issues are available
online: http://heresiesfilmproject.org/archive/).
Cliff's text is included in issue 15, dedicated to
racism in art, society and feminist movements,
whose editorial has the singularity of transcribing
a taped conversation between the members of the
issue collective, which reflects their wish to make
several voices heard. In her article, Cliff analyzed
the politics of representation of Black women in
the United States, including the work of artist
Betye Saar.

About Michelle Cliff

Born in 1946 in Kingston, Michelle Cliff grew up
in Jamaica and the United States. She earned
a bachelor’s at Wagner College and did her
graduate work at the University of London’s
Warburg Institute. She has recounted how her
studies of the Italian Renaissance didn’t take
into account the contemporary slave trade. In
1975, while working as an editor at W.W. Norton
& Co., she met poet Adrienne Rich, with whom
she formed a lifelong partnership. After joining
a women's writing workshop in 1977, she began
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publishing prose poems and essays the following
year in lesbian art and literary journals, such as
Sinister Wisdom (1976), which she started co-
editing with Adrienne Rich in 1980. She then
concentrated on the journal and her writing, and
published her first book Claiming an Identity
They Taught Me to Despise that same year. In
1983, she began teaching at Norwich University’s
Vermont College Campus. During the 1980s, she
also served on the editorial board of the feminist
journal Signs: Journal of Women in Culture
and Society, and her work was included in key
anthologies of feminist literature, such as Home
Girls: A Black Feminist Anthology (1983) and
Making Face/Making Soul/Haciendo Caras:
Creative and Critical Perspectives by Women of
Color (1990). Her writings, including her three
novels Abeng (1984), No Telephone to Heaven
(1987), and Free Enterprise (1993), explore
issues of historiography, racism, homophobia,
and identity, among other things. Michelle Cliff
passed away in 2016 in Santa Cruz, California.

About Betye Saar

Born in 1926 in Los Angeles, California, Betye
Saar partnered with Curtis Tann in the early 1950s
after graduating from the University of California,
Los Angeles - she would have liked to study at the
Chouinard Art Institute, but was unable to do so
because of the institution's discriminatory policy
at the time. The two artists set up a workshop to
create jewelry and enameled objects. While also
working as a social worker, she met several Los
Angeles artists, including Charles White, with
whom she taught at the Otis Art Institute. In the
1960s, Saar began making assemblages from
objects she collected. This creative process was
inspired by Simon Rodia's Watts Towers (1921-
1954), an imposing outdoor installation made
primarily of recycled materials that she used to
see as a child at her grandmother's house in the
Watts neighborhood. Several events in the 1960s
and 1970s had a lasting impact on her art practice,
including the 1967 exhibition at the Pasadena Art
Museum of Joseph Cornell (1903-1972) showing
his boxed assemblages, the assassination of civil
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rights activist Martin Luther King Jr. in 1968, and
her reading of the article "Accumulation: Power
and Display in African Sculpture" by art historian
Arnold Rubin published in Artforum in 1975. In
the late 1960s, Saar began to participate in the
feminist art scene, such as 25 California Women
Artists, considered the first exhibition devoted
solely to contemporary women artists in California
(Lytton Center of Visual Arts, 1968). Exploring
primarily the subjects of memory, spirituality, and
racism, her work has been displayed in two recent
exhibitions at the Los Angeles County Museum of
Art (Betye Saar: Call and Response, 2019-2020)
and the Museum of Modern Art (Betye Saar: The
Legends of Black Girl's Window, 2019-2020).
After receiving the Wolfgang Hahn Prize in 2020,
Saar was inducted into the Academy of Arts and
Letters the following year.
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Sur le document

Au tournant des années 1960 et 1970 aux
Etats-Unis, plusieurs collectifs de femmes ou
féministes se forment afin de lutter contre les
discriminations dans le domaine artistique. Des
artistes, des commissaires d’exposition et des
historiennes de I’art organisent des événements,
créent des structures artistiques, publient des
textes analysant les mécanismes d’exclusion
des femmes en tant que groupe social ou encore
fondent des revues. Cest au sein de la presse
féministe artistique que parait le document
reproduit en facsimilé (dimensions originales :
24,13 X 29,21 cm) : 'article « Object into Subject:
Some Thoughts on the Work of Black Women
Artists » de Michelle Cliff publié en 1982 dans
Heresies: A Feminist Publication on Art and
Politics. Aux cotés d’autres revues, comme
Chrysalis et Feminist Art Journal, cette derniere
vise a diffuser des manieres alternatives de penser
lart. Ne proposant ni critique d’exposition, ni
approche monographique d’artiste — deux formes
usuelles de la critique d’art —, elle se positionne
comme une revue d’idées croisant art et politique.
Son fonctionnement repose sur un modele
collaboratif, articulé autour d’un « collectif mére »
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et de collectifs thématiques, en adéquation avec
les principes féministes de non-hiérarchie. Entre
1977 et 1993, vingt-sept numéros sont publiés,
chacun abordant une thématique spécifique
(tous les numéros sont accessibles en ligne :
http://heresiesfilmproject.org/archive/). Le texte
de Cliff parait dans le numéro 15 consacré au
racisme dans l'art, la société et les mouvements
féministes, dont 1’éditorial a la singularité de
transcrire les paroles de ses membres issues d’'une
conversation enregistrée, ce qui traduit la volonté
du collectif thématique de faire entendre plusieurs
voix. Elle y analyse les politiques de représentation
des femmes noires aux Etats-Unis, dont le travail
de l'artiste Betye Saar.

Sur Michelle Cliff

Née en 1946 a Kingston, Michelle Cliff grandit
en Jamaique et aux Etats-Unis. Ayant étudié
au Wagner College (New York), puis a I'Institut
Warburg (Londres), elle a relaté comment
Ienseignement de la Renaissance italienne
occultait T'histoire de la traite atlantique. En
1975, alors qu'elle travaille comme éditrice

chez W.W. Norton & Co., elle rencontre la
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poétesse Adrienne Rich dont elle partagera
la vie. Aprés avoir rejoint en 1977 un atelier
d'écriture pour femmes, elle commence a publier
Pannée suivante des poémes en prose et des
essais dans des revues artistiques et littéraires
lesbiennes, telle que Sinister Wisdom (1976)
quelle co-édite avec Adrienne Rich a partir de
1980. Se consacrant alors a la revue et a son
travail d’écriture, elle publie cette méme année
son premier livre Claiming an Identity They
Taught Me to Despise. En 1983, elle obtient son
premier poste dans l’enseignement supérieur
a l'université de Norwich (Vermont). Au cours
des années 1980, elle fait également partie du
comité de rédaction de la revue féministe Signs:
Journal of Women in Culture and Society et ses
textes sont publiés dans des anthologies clés de
la littérature féministe, comme Home Girls:
A Black Feminist Anthology (1983) et Making
Face/Making Soul/Haciendo Caras: Creative
and Critical Perspectives by Women of Color
(1990). Ses écrits, dont ses trois romans Abeng
(1984), No Telephone to Heaven (1987) et Free
Enterprise (1993), explorent notamment les
problématiques de l'historiographie, du racisme,
de ’'homophobie et de I'identité. Michelle Cliff est
décédée en 2016 a Santa Cruz (Californie).

Sur Betye Saar

Née en 1926 a Los Angeles (Californie), Betye Saar
s’associe a Curtis Tann au début des années 1950
apres son diplome a l'université de Californie a
Los Angeles — elle aurait souhaité étudier au
Chouinard Art Institute, mais elle n’en a pas eu la
possibilité en raison de la politique discriminante
de l'établissement. Les deux artistes créent un
atelier de création de bijoux et d’objets émaillés.
Tandis qu’elle occupe également un emploi de
travailleuse sociale, elle fait la connaissance
de plusieurs artistes de Los Angeles dont
Charles White avec qui elle enseignera a 1'Otis
Art Institute. A partir des années 1960, Saar
commence a réaliser des assemblages d’objets
qu'elle collecte. Ce processus de création lui
est notamment inspiré par les Watts Towers
(1921-1954) de Simon Rodia, une imposante
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installation a ciel ouvert faite essentiellement
de matériaux récupérés qu’elle voyait dans son
enfance chez sa grand-mere dans le quartier de
Watts (Los Angeles). Plusieurs événements des
années 1960 et 1970 marquent durablement
sa pratique : I'exposition en 1967 au Pasadena
Art Museum de Joseph Cornell (1903-1972)
montrant ses assemblages dans des boites ;
l'assassinat du militant des droits civiques Martin
Luther King Jr en 1968 ou encore sa lecture de
larticle « Accumulation: Power and Display in
African Sculpture » de I’historien de I'art Arnold
Rubin publié dans Artforum en 1975. A partir de
la fin des années 1960, Saar participe a la scéne
artistique féministe. Son travail est montré au
sein de 25 California Women Artists considérée
comme la premiére exposition consacrée
uniquement a des artistes contemporaines
en Californie (Lytton Center of Visual Arts,
1968). Explorant principalement les sujets de
la mémoire, de la spiritualité et du racisme, son
travail a fait’'objet de deux récentes expositions au
Los Angeles County Museum of Art (Betye Saar:
Call and Response, 2019-2020) et au Museum of
Modern Art (Betye Saar: The Legends of Black
Girl’s Window, 2019-2020). Apres avoir recu le
Wolfgang Hahn Prize en 2020, Saar a été élue en
2021 membre de ’Académie américaine des arts
et des lettres.
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Danese Cattaneo. Black Venus. Mid-16th c.
Branze. Metropolitan Museum of Art.

Harriet Tubman, portrayed in a linocut by Eliza-
beth Catlett; women students making basket fur-
niture at the Hampton Institute; Lucy Parsons;
I1da B. Wells-Barnett; Audre Lorde; Phillis Wheat-
ley; two women in Botswana seated around a
gourd; Sojourner Truth; women in the Black Lib-
eration Movement in England; Betye Saar's Aunt
Sally HooDoo; a girlchild balancing a basin on
her head in southern Africa.

My moving toward the study of the work—
written and visual—of Black women has been a
maving toward my own wholeness. My interest in
this work is a deeply personal interest, because
through these words and images 1 begin to cap-
ture part of who I am.

1 should begin with my title—"Object into
Subject.” What does it mean? We live in a society
whose history is drenched in the philosophy and
practice of racism, the oppression of Black and
other Third World peoples. This is the point at
which my definition begins: If you study racism—
if you understand the history of the United States
—you will find that under racism the person who
is oppressed is turned into an object in the mind
of the oppressor,

The white anti-racist southern writer Lillian
Smith was among the first to offer a metaphysical
and psychological explanation of racism as a
personal and political American practice.! One
essential to the maintenance of things as they are
in this society. Smith—whose influences included
Kierkegaard, Jung, Freud, and Sartre—traced
the origins of racism, and its more apparent
manifestation, segregation, to that place in the
human mind she called “‘mythic’; that place
where dreams, fantasies, and images begin;
where they continue and take form as art, litera-

purpose is to create the form which will support
the ideas moving out of the mythic mind. Reason
is incapable of moral judgment, and therefore
will support any idea or image, regardless of its
moral basis.

When the mythic idea of whiteness, the ob-
session with skin color which is the irrational
and immoral basis of racism, is given a construct
from which the myth takes its form—i.e., the
philosophy of white supremacy— the result is cul-
tural or institutionalized racism, contained in the
politics, literature, art, and religion of the domi-
nant culture. An insane idea now exists within a
reasonable reality, not an irrational dream.

Whatever we may feel about Smith's analysis,
or her sources for that matter, her treatment of
American racism as something embedded in the
white mind, regenerating itself within a psycho-
logical construct, is extremely important. She
recognized early on the character of racism as in
a sense “'larger than life,"” something which could
not be removed by congressional legislation or
Supreme Court decisions, unless these actions
were the result of a completely radicalized mind-
set within the dominant culture. I think that the
rasurgence of white racism in this country today
bears witness to her understanding.

Within the rationale reason lends to racism,
Smith argued, is the practice of objectification,
an absolute necessity in the racist effort to op-
preass. (I use the word “effort” because it is and
has been so; one which has been carried on on
every level of this society, against constant, his-
toric opposition.) Through objectification—the
process by which people are dehumanized, made
ghostlike, given the status of Other—an image
created by the oppressor replaces the actual
being. The actual being is then denied speech;
denied self-definition, self-realization; and over-
arching all this, denied selfhood—which is after
all the point of objectification. A group of human
beings—a people—are denied their history, their
language, their music. Their cultural values are

OBJECT INTO SUBJECT: =°VF

In my room there is a postcard of a sculpture
by the Venetian artist Danese Cattaneo, done in
the mid-16th century—Black Venus. The full-
length nude figure is bronze. In one hand she
holds a hand-mirrer in which she is looking at
herself. On her head is a turban, around the
edges of which her curls are visible. In her other
hand she carries a cloth—or at least what ap-
pears to be a cloth. Who was she? A slave? Per-
haps in the artist's own household, or maybe that
of his patron—one of the many Black women
dragged from Africa to enter the service of white
Europeans. | have no idea who she actually was:
she was an object, then as now,

Around this image are other images of Black
women: Bernadette Powell, who killed the man
who beat her and is now in Bedford Hills; Fannie
Lou Hamer; Billie Holiday; Elizabeth Freeman,
who sued for her freedom and won it, in Massa-
chusetts in the 19th century; Josephine Baker;
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Francis Benjamin Johnston. Students Moking Barrel Furniture at Hampton Institute. 1900.

ture, politics, religion. The mythic mind is a
source of psychic energy—it contributes the mo-
tion necessary for sustained thought. But the
mythic mind needs a structure in which to func-
tion, so that its products will be understood. This
structure is provided by reason. Reason, Smith
argued, is merely a technic, an enabler; its sole

<P

ignored. This history, this language, this music,
these values exist in the subculture, but in the
dominant culture only certain elements are cho-
sen, recast, co-opted, and made available to the
definition of these people. And these elements
presented by the dominant culture tend to serve
the purpose of objectification and, therefors,
oppression.

The practice of objectification stands be-
tween all Black people and full human identity
under the white supremacist system: racism re-

©1982 Michelle Cliff




quires that Black people be thought different
from white; and this difference is usually trans-
lated as less than. This requirement has been
stated in various ways throughout the history of
America. Did you know, for example, that Thomas
Jefferson held the popular view that the Black
race was created when Black women mated with
orangutans?? (I do not know where the original
Black women were supposed to have come from.)

Last October on my local PBS station I watched
the film Birth of a Nation, introduced by a rather
hearty film buff as an American classic, the work
of a “‘tragic poet."” I had never seen the movie,
nor had I read the book The Clansman, upon
which it is based. I felt I “had to watch it."” The
first thing I noticed was that all the Black charac-
ters were portrayed by white actors in “black-
face.” Throughout the film the thing most evident
to me was that this was a playing-out of a white
American’'s image of Black people, crude and
baroque to be sure, but not that far removed from
Gone with the Wind (another American classic),
or even from such white-inspired television pro-
grams as “'The Jeffersons.” If anything, the very
coarse brutality of Birth of a Nation is closer to
the history of the slavocracy than perhaps any
other American film. I could see as | watched this
film how white people were capable of commit-
ting both the acts of the slave period and the
lynchings which flourished during Reconstruc-
tion and thereafter. D. W. Griffiths's imaginings
of Black women and men attempted to justify this
history by replacing a people with the fantasies
of his tragically racist mind. The very title gives
his intention away.

The playwright and activist Lorraine Hans-
berry, in her essay “The New Paternalists,”
observed:

America long ago fell in love with an image. It is a
sacred image, fashioned over centuries of time: this
image of the unharried, unconcerned, glandulatory,
simple, rhythmic, amoral, dark creature who was,
above all else, a miracle of sensuality. It was cre-

nothing in Chicago actually changed.

If anything, the ending of Raisin is hopeful,
not happy. And the hopefulness one feels derives
not from any expectation of a white change-of-
heart, but from the fact that Hansberry has
tested her characters throughout the play and
they have emerged as people of integrity, capable
of facing reality and white racism. She was, 1
think, attempting to create Black characters who
would disrupt white imagery of Black people. But
many in her audience could only see these char-
acters through their own screen of objectifica-
tion.

It is objectification that gives the impression
of sanity to the process of oppression. The cen-
turies-old image of which Hansberry speaks,
actually a collection of images, is necessary to
maintain racism. To hate with no justification for
hatred, to oppress with no reason for oppression,
would be recognizably insane. Once an object is
provided—an object endowed by the oppressor
with characteristics that allow hatred, that allow
oppression—then hatred and oppression of the
object can be defended as logical. An insane idea
has been made rational. Lillian Smith portrayed
this basic insanity of segregation in the South she
knew:

As 1 sit here writing, I can almost touch that little
town, so close is the memory of it. There it lies, its
main street lined with great oaks, heavy with matted
moss that swings softly even now as I remember. A
little white town rimmed with Negroes, making a
deep shadow on the whiteness. Thera it lies, broken
in two by one strange idea. Minds broken in two.
Hearts broken. Conscience tarn from acts. A culture
split into a thousand pieces. That is segregation. I
am remembering: a womean in &8 mental hospital
walking four steps out, four steps in, unable to go
any further because she has drawn an invisible line
arcund her small world and is terrified to take one
step beyond it....A man in a Disturbed Ward as-
signing “'places” to the other patients and violently
insisting that each stay in his place.*

“*Segregation,” for Smith, described a phenome-

ing alongside men—when they were pregnant,
when they were nursing. The Black woman was
made into a sex object, yes, but Smith's use of the
word “'prostitute,” even in quotes, suggests more
choice than any slave woman ever had. It also
denies or glosses over the use of rapism by white
men against Black women as an instrument of
terror, of oppression.

Black women have been doubly objectified—
as Black, as women; under white supremacy,
under patriarchy. It has been the task of Black
woman artists to transform this objectification:
to become the subject commenting on the mean-
ing of the object, or to become the subject reject-
ing the object and revealing the real experience
of being. In her essay *'In Search of Our Mother's
Gardens,” Alice Walker ponders the degree of
difficulty faced by a Black woman in the United
States with artistic ambition: *“What did it mean
for a black woman to be an artist in our grand-
mothers’ time? In our great-grandmothers’ day?
It is a question with an answer cruel enough to
stop the blood.” ®

In her novel Sula, Toni Morrison makes the
following observation about the seemingly de-
structive nature of her main character:

Ina way, her strangeness, her naiveté, her craving
for the other half of her equation was the conse-
quence of an idle imagination. Had she paints, or
clay, or knew the discipline of the dance, or strings;
had she anything to engage her tremendous curi-
osity and her gift for metaphor, she might have ex-
changed the restlessness and preoccupation with
whim for an activity that provided her with all she
yearned for. And like any artist with no art form,
she became dangerous. 7

Sula's tragedy, and the tragedy she represents,
is “cruel enough to stop the blood.” Because of
her race, perhaps also because of her sex, she
has been shut out from art and denied access to
art forms. She is an intelligent, thinking woman.
who ultimately has nowhere to go.

The objectification of Black women has taken
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ated, and it persists, to provide a personified pres-
sure valve for fanciful longings in [white] American
dreams, literature, and life. . . .1 think, for example,
of that reviewer writing in a Connecticut news-
paper about A Raisin in the Sun. ..and marvelling,
in the rush of a quite genuine enthusiasm, that the
play proved again that there was a quaint loveli-
ness in how our “*dusky brethren" can come up with
a song and hum their troubles away. It did not seem
to disturb him one whit that there is no single allu-
sion to that particular mythical gift in the entire
play. He did not need it there; it was in his head.?
Just as this white reviewer could hear Black peo-
ple humming as he watched Hansberry's play,
others could declare it a play about insurance
money, one which proved that all Black people
really wanted was to live alongside whites. Many
white people perceived the ending of Raisin as
“happy,'' unaware perhaps of what it meant for
a Black family to move into a white neighborhood
in Chicago in the post-World War II years. Did
any of these white people know of Hansberry's
own childhood experience when her family moved
into a white Chicago neighborhood? The response
to this move was white violence: the eight-year-
old Hansberry had a brick thrown through her
bedroom window by the white mob. Her father,
supported by the NAACP, took the case all the
way to the Supreme Court and established a
precedent for nondiscriminatory housing— but

non deeper than legal statute or town custom.
She saw segregation as a form of dichotomizing
within the white Western male tradition. She ob-
served, for example, that white women are seg-
regated from Black women and also objectified
within the dominant culture:

Another split took place. . ..Somehow much in the
white woman that [man] could not come to terms
with, the schizophrenic split he had made in her
nature—the sacred madonna and the bitch he had
created of her—could now be projected, in part,
onto another female: under slavery, he could keep
his pure white “madonna’’ and have his dark tem-
pestuous “prostitute.”. , . Back of southern people’s
fear of giving up segregation is this fear of giving up
the “dark woman" who has a symbol which
the men no longer wish to attach to their own
women. 5

Smith's observation is important: White and
Black women were/are hoth objectified and split
from one another. I feel that Smith oversimplified
the split, however. For example, the sacred ma-
donna, in order to maintain her status {and most
often she was intent on maintaining her status),
had to objectify the Black woman according to
the white male imagination. The white woman on
the slave plantation knew that white men used
rape against Black women. She knew that Black
women were for the most part fieldhands, work-
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many forms: The Mammy, Mama—wstnurse,
midwife, cook—usually large, usually dark, com-
bining humility and capability. The temptress,
sex-object, whore—sometimes mulatto (from the
Latin for mule, i.e., a creature unable to repro-
duce herself) —misbegotten and tragic, the power
of the master coursing through her powerless
veins. These are but two examples which recur
in white Western literature and art. And these
have been repeated by white women as well as
white men. There is, of course, “Mammy” in
Gone with the Wind; and there is Julie, the woe-
begone quadroon in Edna Ferber's Showboat.
Another novel, Imitation of Life by Fanny Hurst,
attempts to “‘deal with" both Mammy and mu-
latto.

By many accounts, Fanny Hurst was a well-
intentioned liberal. Much has been made, for ex-
ample, of the fact that she employed Zora Neale
Hurston as her secretary in 1925, But some of
that history suggests Hurst's insensitivity to Hur-
ston’s identity as a Black woman, not to mention
a brilliant novelist and writer, among whose sub-
jects was the self-definition of Black women. On
one occasion Hurst, intent on integrating a res-
taurant in Vermont, prevailed upon Hurston to
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accompany her—passing Hurston off as an “Af-
rican princess.” Hurston remarked, "“Wheo would
have thought that a good meal could be so bit-
ter.” ® In this incident Hurst, the would-be liber-
ator, reveals herself as objectifier. This phenom-
enon occurred over and again during the Civil
Rights Movement. It was most commonly ex-
pressed in the notion that unless Black people
behaved in certain ways, allowing whites to over-
see and control their access to liberation, that
liberation would not be achieved. What is pres-
ent is the need for whites to maintain power, and
limit the access of Black people to that power,
which, finally, is the power of self-definition.

Imitation of Life, published in 1933, concerns
the relationship between two dyads: a white
woman and her daughter and a Black woman
and her daughter, Both pairs are essentially
alone in the world. The Black woman, Delilah, is
hired to run the house by the white woman, Miss
B.. who has been recently widowed. Delilah car-
ries with her various recipes, and these prove to
be the “salvation” of Miss B. and family. In a
relatively short time, Miss B. is the proprietor of
a chain of restaurants in which Delilah’s food is
the main attraction, and which are recognized by
a likeness of Delilah on the sign. When Miss B.
hits on the idea of photographing Delilah as the
advertising gimmick for the enterprise, she
dresses Delilah as a chef, Delilah, faithful ser-
vant throughout the book, in this one instance
asks her employer not to humiliate her but to al-
low her to wear her best clothes.

Miss B., however, prevails. Hurst describes
the final result; *‘Breaking through a white back-
ground, as through a paper-covered hoop, there
burst the chocolate-and-cream effulgence that
was Delilah." ¥ Here is Aunt Jemima; the female
server of Sanka; even Mrs. Butterworth, whose
color literally pours forth. Here is an instance of
the brainchild of a Black woman, her recipe, her
art form, passed through generations of Black
women, co-opted and sold, with a caricature of
the artist used to ensure its success.

In and around the main theme of the novel—
the "'success” of Miss B. as an “independent
businesswoman'—is the subplot concerning De-
lilah's light-skinned daughter, Peola—unable to
be white, unwilling to be Black, in the course of
her dilemma denying her mother. Peola moves
waest, works as a librarian, passes for white, and
marries 8 white man, She has herself “steri-
lized,” eliminating any chance of “throwback.”
Her husband is also mutilated, having lost part of
a hand. Perhaps he is all she is entitled to. Delilah
has the final say: “Black women who pass, pass
into damnation.'

Taken together, Delilah and Peola represent
what Ganrsn Frederickson has characterized as

“soft’" and “‘hard" stereotypes, @ Bell Hooks also
juxtaposes two stereotypes of Black women:
Mammy and Sapphire.

1t is not too difficult to imagine how whites came to
create the black mammy figure....She was first

and foremost asexual and consequently had to be
fat [preferably obese); she also had to give the im-
pression of not being clean so she was the wearer of
a greasy dirty headrag; her too tight shoes from
which emerged her large feet were further confir-
mation of her bestial cowlike quality. Her greatest
virtue was of course her love for white folk which
she willingly and passively served....In a sense
whites created in the mammy figure a black woman
who embodied solely those characteristics they as
colonizers wished to explait.!

As Sapphires, black women were depicted as evil,
treacherous, bitchy, stubborn, and hateful, in short
all that the mammy was not. White men could justify
their de-humanization and sexual exploitation of
black women by arguing that they possessed inher-
enl avil demonic qualities....And white women
could use the image of the evil sinful black woman
to emphasize their own innocence and purity. !2

To talk about the history of Black women in
America, and of the various images I have men-
tioned, we must begin with the woman who was a
slave. Who was she? How did she survive? How
many of her did survive? What did she teach her
children? What was her relationship to her hus-
band? What were her options?

She could be lynched, beaten, tortured, muti-
lated, raped. She could have her children sold
away from her. She was forbidden education.
She was considered a beast of burden. She was
subject to the white man’s power and the white
woman’s powerlessness masking as whim. Her
womb was a commodity of the slavemaster, and
her childlessness, a liability of the slavemaster.
She was not expected to love—but she did. She
was not expected to run away—but she did. She
was known to commit infanticide and induce
abortion rather than have her child be a slave.
She was known to commit acts of violence and
rebellion—with magic, poison, force, even with
spit. And she sometimes learned to read and
write and sustain the art forms she had carried
with her.

In 1960 Lorraine Hansherry was commis-
sioned to write a play about slavery for national
television. She wrote The Drinking Gourd, about
a Black family and a white family under slavery.
In it, as in Raisin, Hansberry attempted to con-
tradict the myths about Black people and to re-
capture and recast history. Her play was never
performed; it was judged “too controversial” by
the network. Hansberry had described Lena
Younger, her mother-figure in Raisin, as an “af-
firmation," as

the black matriarch incarnate, the bulwark of the
Negro family since slavery, the embodiment of the
Negro will to transcendence. It is she, who in the
mind of the black poet scrubs the floors of a nation
in order to m'aast: Iﬂa;:jl]:s diplomats ag:'!n;mimswdi
professors. It is she, while seeming to to tradi-
tional restraints, who drives the young on into the
fire hoses. And one day simply refuses to move to
the back of the bus in Montgomery. Or goes out and
l:mys a house in an all-white neighborhood whare
her children may possibly be killed by bricks thrown
by a shrieking racist moh. 13

With her mother-figure in The Drinking Gourd,
Hansberry went further. Rissa, the slavemother,
does what the Black mother-figure in white Amer-
ican mythology has never done: She, in effect,
kills a white man (the “'good" white man), and
gives his guns to her children, after her son has
been blinded for learning to read. The play ends
as Rissa and her band of revolutionaries escape
into the woods.

We know that Black women—mothers and
nonmothers—have been intrinsic to the activism
of Black history. There is the following story, for
example, quoted by Angela Davis:

She didn't work in the field. She worked at a loom.
She worked so long and so often that once she went
to sleep at the loom. Her master's boy saw her and
told his mother. His mother told him to take a whip
and wear her out. He took a stick and went out to
beat her awake. He beat my mother till she woke
up. When she woke up. she took a pole out of the
loom and beat him nearly to death with it. He hol-
lered, “Don't beat me no more, and I won't let 'em
whip you.”

She said, 'I'm going to kill you. These black titties
sucked you, and then you come out here to beat
me.”" And when she left him, he wasn't able to walk.

And that was the last I seen of her until after free-
dom. She went out and got an old cow that she used
to milk—Delly, she called it. She rode away from
the plantation because she knew they would kill her
if she stayed. '*

Drawing by Vivian E. Browne.

This story tells of a Black woman in the act of
freeing herself. A selfish need for freedom, and a
recognition that freedom is their right. is some-
thing usually denied to Black women historically,
even when they are recognized as liberators of
their race. But Fannie Lou Hamer, Ida B. Wells,
Mary McLeod Bethune, Sojourner Truth—and
the many women whose names we do not know—
all felt a personal desire for freedom, which came
from a feeling of self-esteem, self-worth, and they
translated this into a political commitment that
their people also be free. Harriet Tubman said:

Ilooked at my hands to see if I was de same person
now [ was free. Dere was such a glory ober ebery-
thing, de sun came like gold trou de trees, and ober
de fields, and I felt like I was in heaven.

1 had crossed de line of which I had so long been
dreaming. I was free; but dere was no ons to wel-
come me to de land of freedom, I was a stranger ina
strange land, and my home after all was down in de
ole cabin quarter, wid de ole folks, and my brudders
and sisters. But to dis solemn resolution I came; I
was free, and dey should be free also; 1 would make
ahomefordsmindsNoﬂh,anddeLordhdm
me, I would bring dem all dere. !5

The artist, like the liberator, must begin with
herself.

Edmonia Lewis (1843-19007) is the first wom-
an of color we know whose work as a visual artist
was recognized by the dominant culture. During
her life as a sculptor she was confronted with the
objectification of herself as Black and female.



While her work was not ignored, it was given a
secondary place of importance by most critics.
Lewis was seen as a “wonder,” a work of art in
herself—a curiosity. The following excerpt from
an abolitionist newspaper describes the artist
and her marble group Forever Free (1867):

No one. ..could look upon this piece of sculpture
without profound emotion. The noble figure of the
man, his very mustles seeming to swell with grati-
tude: the expression of the right now to protect,
with which he throws his arms around his kneeling
wife; the “Praise de Lord” hovering on their lips;
the broken chain—all so instinct with life, telling
in the very poetry of stone the story of the last ten
years. And when it is remembered who created this
group, an added interest is given to it. ... Will any-
one believe it was the small hand of a girl that
wrought the marble and kindled tha light within it?
—a girl of dusky hue, mixed Indian and African,
who not more than eight years ago sat down on the
steps of City Hall to eat the dry crackers with which
alone her empty purse allowed her to satisfy her
hunger; but as she sat and thought. . .of her home-
less state, somathing caught her eye, the hunger of
the stomach ceased, but the hunger of the soul
began. That quiet statue of the good old Franklin. . .
kindled the latent genius which was enshrined with-
in her, as her own group was in marble, till her
chisel brought it out. For weeks she haunted that
spot and the State House, whare she could see
Washington and Webster. She asked questions, and
found that such things were first made in clay. She
got a lump of hard mud, shaped her some sticks,

and, her heart divided between art and the terrible
need for freedom, ..she wrought out...an admir-
able bust of [Col. Robert Gould Shaw, white Bos-
tonian commander of A company of Black troops
organized due to pressure from Frederick Doug-
lass], 16
When this article was written Lewis was a well-
known sculptor living in Rome, with a degree in
liberal arts from Oberlin College. She had studied
sculpture with Edward Brackett, a prominent
neoclassical artist. She was not particularly in-
terested in creating likenesses of Franklin, Wash-
ington, or Webster—her interest in these pieces
would have been purely technical, not inspira-
tional, The only “leader” of white America she
ever depicted was Abraham Lincoln. All her
other subjects were drawn from her history as
the daughter of a Black man and a Chippewa
woman, and her consciousness of racism.

Just as the author patronizes the artist, so
does he minimize the political statement of her
work. For instance, he uses the word *'gratitude”
rather than “pride,” or “triumph," in his com-
ments on the male figure; he focuses on the arm
which embraces the woman, rather than on the
hand which is raised, the broken chain dangling
from the wrist. He cites the struggle of the last
“ten"" years with typical white solipsism. In addi-
tion, his “Praise de Lord" does not allow us
knowledge of the politics of Black Americans, to
which religion has been historically intrinsic.
Rather, it can be read in such a way that the
triumph is taken from the hands of those who

have won it and placed somewhere “out there."”

1t is commonly believed that the slaves were
freed by white Northerners. But as W, E. B.
Du Bois observed: “In proportion to population,
more Negroes than whites fought in the Civil
War, These people, withdrawn from the support
of the Confederacy, with the threat of the with-
drawal of millions more, made the opposition of
the slaveholder useless, unless they themselves
freed and armed their own slaves.” ' The jour-
ney out of slavery was one in which Black people
playved a dominant role. It is this that Lewis is
commemorating in her work. She had earlier
commemorated the slave-woman in her piece
Freedwoman on First Hearing of Her Liberty
(which has been lost to us).

In an interview with the Lorain County News,
Lewis spoka of her childhood:

My mother was a wild Indian and was born in
Albany, of copper color and with straight black
hair. There she made and sold moccasins, My fath-
er, who was a Negro, and & gentleman’s servant,
saw her and married her. . . . Mother often left home
and wandered with her people, whose habits she
could not forget, and thus we were brought up in
the same wild manner, Until | was twelve years old.
1 led this wandering life, fishing and swimming. ..
and making moccasins, 18

Alice Walker speaks about looking ‘‘high—and
low" for the artistic antecedents of Black women;
she speaks specifically of her own mother's gar-
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den—how this was the place of her mother’s cre-
ative expression, the background against which
Walker's own work proceeded: "Guided by my
heritage of a love of beauty and a respect for
strength—in search of my mother's garden I
found my own."'® This statement makes me think
of Lewis's mother, her independence and her
craft. The fact that she trained her daughter in
her art form. That she taught her strength.
Lewis’s sculpture, because she chose primari-
ly to depict subjects directly related to her own
and her people's experience, has a certain pow-
er. Where her pieces lose power is in the style
she adopted and the material she used: the neo-
classical style, with its emphatic focus on Greek
idealization, and the pristine whiteness of the
marble, which supports the narrowness of the
style—so that a black face must appear white
and be carved according to principles of beauty
which are white, “‘fine” features as perfection.
The 19th century was the century of jubilee, of a
women's movement, and of a revolutionary move-
ment in Europe. But these moral reactions need
to be understood against the immorality which
dominated that century: the “white man's bur-
den,” the political/religious/economic affirma-
tion of the supremacy of the white race. The neo-
classical style arose quite naturally from all this,
based as it was on the imitation of fifth-century
Athens, a slave-owning, gynephobic society, but
one popularly regarded as high-minded and dem-
ocratic. In Lewis's Forever Free the limitations
placed on a Black and Indian artist working in

this style and with this material are evident: the
curly hair of the male figure and the broken
chain are the only signs that these are people of
color.

Of her sculpture Hagar (1875), Lewis said: “'1
have a strong sympathy for all women who have
struggled and suffered.” ** Again, we have to look
beyond the actual figure to the story Lewis is
illustrating to find the political/historical state-
ment in her work, Hagar was an Egyptian, a
woman of color, the slave of Abraham’s wife,
Sarah. Hagar was “given” to Abraham by Sarah
so that he might have an heir; and she was the
mother of his first-born son, Ishmael. Then lsaac
was born to Abraham and Sarah. The book of
Genesis continues the story:

Sarah saw the son of Hagar the Egyptian, whom she
had borne to Abraham, playing with her son Isaac.
So she said to Abraham, " Cast out this slave woman
with her son; for the son of this slave woman shall
not be heir with my son Isaac.” And the thing was
very displeasing to Abraham on account of his son.
But God said to Abraham, "Be not displeased be-
cause of the lad and because of your slave woman;
whatever Sarah says to you, do as she tells you, for
through Isaac shall your descendents be named. . . .
So Abraham rose early in the morning, . .and sent
[Hagar] away. And she departed, and wandered in
the wildarness of Bear-sheba.?!

It is quite impossible to read this story and not
think of the Black woman under slavery, raped

by the white master, serving the white master's
wife, bearing a child by the white master, and
bearing the responsibility for that child—with no
power over her own fate, or that of her child.
Lewis's choice of Hagar as a symbol for Black
slave-women also fits into the Black tradition in
America, one immersed in the stories of the Bible
(often the Bible was the only access slaves had to
the written word), and characterized by the
translation of these stories according to Black
history.

In reading this account from Genesis, I am
also thrown back to Lillian Smith’s description of
the split between Black and white women. It is
Sarah who is made responsible for the banish-
ment of Hagar. Her husband and his god remain
blameless, even noble.

After approximately ten years of recognition,
Edmonia Lewis “disappeared.’’ This sort of fall-
ing out of fame is usually seen as tragic, but I
wonder what happened to her? Was her disap-
pearance by choice? Or did she disappear be-
cause she was a Black woman artist who was no
longer in vogue, because she was no longer seen
as “exotic’'?

In contrast to Lewis's white marble sculp-
tures, Elizabeth Catlett's figures are done in
brown wood or terra cotta, or another material
which suggests the color of her subjects, or at
least that her subjects are people of color. No
white Western features replace the character-
istics of Black and other Third World people. But
Catlett is a contemporary artist, one who rela-
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tively early in her career left this country and
moved to a country of colored people—Mexico.

Yet her piece Homage to My Young Black
Sisters (1969), when we make allowances over

Edmonia Lewis. Hagar in the Wilderness. 1896. Mar-
ble. 44" high. Frederick Douglass Institute, Museum
of African Art, Washington, D.C,

time and across space, is not that far removed in
political intent from Lewis's Hagar. In form the
differences are enormous: Hagar's hands are
clasped in front of her, in resignation, in suppli-
cation—in the wilderness she has to turn to
Abraham's god to save the life of her son. The
female figure of Homage has one arm raised in a
powerful and defiant fist, The similarity between
the two pieces is that both, I think, represent part
of the history of Black women, particularly Black
motherhood, in America. The midsection of the
Homage figure is an open space, which I take as
Catlett's statement of the historical white denial
of Black women's right to motherhood in any self-
defining way, and of the theft of the children of
Black women, and of what these children repre-
sent—whether through the laws of the slavocra-
cy or those of postindustrial America.

Catlett uses the theme of Black women and
children often in her work, depicting over and
again the heroism required of Black women sim-
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ply to survive. In her lithographs, engravings,
and linocuts, Catlett seeks to tell the history of
Black women, breaking away from the objectifi-
cation of the dominant culture. We might, for ex-
ample, look at her wood engraving of Harriet
Tubman (1975), in contrast to Judy Chicago's
Sojourner Truth plate in the Dinner Party.* Cat-
lett's Harriet dominates the foreground; one pow-
erful arm points forward, the other holds a rifle.
She is tall and she is strong and she is Black. In
the background are the men and women she
leads. What is interesting to me is the expression
on Tubman's face—she is fiercely determined.
This expression is repeated in the group she
leads. There is no passivity here, no resignation,
no impotent tears, no ‘‘humming." Rather, this is
a portrait of the activity of a people in conflict
with their oppression.

Catlett has stated that art should be obviously
political, available to the people who are its sub-
ject. We have no such clear statement from
Lewis, but we must wonder for whom her work
wasdone, finally; and whether she stopped work-
ing as she did because of a distance between her
art and her subjects.

Harriet Powers (1837-1911) was a quilt-maker
{only two of her quilts are known to survive). She
worked in applique, a method of needlework de-
vised by the Fon of Dahomey, brought to this
country on slave ships.*® Betye Saar is a collec-
tor: an artist who constructs images with various
objects, mementos, photographs, bits and pieces
picked up here and there and saved; things used
in another context, by other hands. Both Powers
and Saar endow their work with a belief in the
spiritual nature of the ordinary. Powers’s quilts,
constructed from the scraps saved by a poor
Black woman, convey a real portrait of one Black
woman's religion and politics. Marie Jeane
Adams states: *'The more one examines the style
and content of Harriet Powers's work, the more
one sees that it projects a grand spiritual vision
that breaks out of the confines of folk art,"

The employment of once-used objects by these
artists is one aspect of their work which needs
further thought. In the history of white Western
art there is an obsession with the purity of mater-
ials. And also with their value. For one exam-
ple: In the art of 15th-century Italy, and even
earlier, the color ultramarine was often used to
depict the most important figure or feature in a
painting or fresco. This choice was made with
the knowledge that the color was created by
crushing lapis lazuli, the most expensive source
of pigment after gold.?®> And this choice extended
to the very meaning of the work produced. In the
art of Powers and Saar, the sources of the artist's
materials are also important, but the choice is
more deeply personal. We might ask: How much
does the power of a work of art consist in the
material which makes up that work? What is the
difference between a work of art made with
things specifically employed in that work and
never before, and one which uses only things
used before? Is one more useful than the other?
More magical than the other?

We know of Harriet Powers's work partly be-
cause of a white woman—Jennie Smith, hersslf
an artist—who left an 18-page monograph on the
artist. She recorded the following in 1891, when
Powers finally agreed to sell her a quilt:

1 found the owner, a negro woman, who lived in the
country on a little farm whereon she and her hus-
band made a respectable living. . .. Last year I sent
word that I would buy it if she still wanted to dis-
pose of it. She arrived one afternoon in front of my
door. . .with the precious burden...encased in a
clean crocus sack.

She offered it for ten dollars, but I told her I only

had five to give. After going out consulting with her
husband she returned and said, “Owin' to de hard-
ness of de times, my old man ‘lows I'd better teck
hit."" Not being & new woman she obeyed.

After giving me a full description of each scene with
great earnestness, she departed but has been back
saveral times to visit the darling offspring of her
brain. 2

Powers's second quilt—now in the Boston
Museum of Fine Arts—was commissioned in 1898
by the wives of professors at Atlanta University.
This quilt, known as the second Bible quilt, con-
sists of five columns, each divided into three
frames. All the frames deal with the theme of
God's vengeance and redemption, illustrated
through Biblical images and representations of
cataclysmic events in 18th- and 19th-century
America.

This. . .much-exhibited quilt portrays fifteen scenes.
Ten are drawn from familiar Bible stories which
concern the threat of God's judgment inextricably
fused with His mercy and man's redemption, among
which are the Fall. Moses in the wilderness, job's
trials, Jonah and the whale, the Baptism of Christ
and the Crucifixion. .. .Four others depict astro-
nomical or meteorological events, only one of which,
an extremely cold spell in 1895 in the eastern United
States, occurred in Mrs. Powers' adult life. Given
Mrs. Powers' intensely religious outlook. she inter-
preted these events in the celestial atmosphere as
messages from God to mankind about punishment,
apocalypse, and salvation, 47

The one frame which does not fit into this cate-
gorization is the one which, as Marie Jeane
Adams observes, is the key to the quilt. Powers
left a description in her own words of all the
scenes in the quilt; of this particular frame, she
said:

Rich people who were taught nothing of God. Bob
Johnson and Kate Bell of Virginia. They told their
parents to stop the clock at one and tomorrow it
would strike one and so it did. This was the signal
that they had entered everlasting punishment. The
independent hog which ran 500 miles from Ga. to
Va. Her name was Betts. 28

The frame has a clock in the center, stars and a
moon scattered around, two human figures. At
the bottom is the independent hog named Betts,
the largest figure of the quilt. Metallic thread
outlines the clockface and creates a tiara around
the head of the white woman Kate Bell. Betts is
made from gray cloth, but she is placed over a

Harriet Powers. Bible Quilt (Detail). 1895. Cotton
fabric. 68" x105". Museum of Fine Arts, Boston.



swatch of orange so that her figure unmistakably
stands out.

This quilt represents a great spiritual vision,
but it also represents a great political vision: as

white folks. I take Betts to be a metaphor for this
experience. Angela Davis has quoted Frederick
Law Olmstead's description of a slave crew in
Mississippi returning from the fields:

Betye Saar. The Liberation of Aunt Jemima. 1972. Mixed media. 11%" x 8" x 212",
Courtesy Monique Knowlton Gallery.

well as hope, it represents rage. It is a safe guess
that Bob Johnson and Kate Bell of Virginia were a
son and daughter of the slavocracy. They stand
surounded by scenes representing the punish-
ment meted out to those who are arrogant and
self-serving, and the redemption promised those
who are righteous. In this particular frame it is
their sin of pride which has damned them; and
Powers is clear in her belief that their damnation
is well-earned. In contrast is the dominating fig-
ure of Betts, who in an act of self-liberation goes
free. Her 500-mile flight from Georgia to Virginia
is, as Adams points out, a reference to one route
traveled by runaway slaves. And Betts is undeni-
ably female—her teats hang down from her gray-
cloth body. I think of Dolly—the cow in the anec-
dote cited above—being ridden away by a Black
woman. And [ think of the white idea of Black
women as beasts of burden, “mules," farm ani-
mals; of the image of Harriet Tubman being
forced to draw a wagon for the entertainment of

[1 saw] forty of the largest and strongest women I
ever saw together; they were all in a simple uniform
dress of a bluish check stuff; their legs and fest
were bare; they carried themselves loftily, each
having a hoa over the shoulder, and walking with a
free, powerful swing like chausseurs on the march.®

It would be very simple to romanticize this
group of women. But, as Davis says, it is not slav-
ery and the slave system that have made them
strong; it is the experience of their labor and
their knowledge of themselves as producers and
creators. She quotes Marx: “labor is the living,
shaping fire; it represents the impermanence of
things, their temporality." Davis makes a brilli-
ant connection here:

...perhaps these women had learned to extract
from the oppressive circumstances of their lives the
strength they needed to resist the daily dehumani-
zation of slavery. Their awareness of their endless
capacity for hard work may have imparted to them

a confidence in their ability to struggle for them-
selves, their families and their people. 3

Black women were not dehumanized under slav-
ery; they were dehumanized in white minds. I re-
turn again and again in my own mind to the ad-
jective “‘independent,”” which Powers uses to de-
scribe Betts, a “‘chasseur on the march.”

It is not that far a distance from Lewis's
Hagar, to Catlett's Homage, to Powers's Betts, to
Betye Saar's Aunt Jemima. Saar’s construction,
entitled The Liberation of Aunt Jemima, is per-
haps the most obvious illustration of what I mean
by the title of this essay: **Object into Subject.”
Here is the most popularized image of the Mammy
—in the center of the piece she is a cookie jar,
the source of nourishment for others; behind her
are faces cut from the pancake mix. In front of
the central figure is another image of Mammy,
holding a white baby. And there is a broom along-
side the central figure. But she also holds a pistol
and a rifle; and the skirt of Mammy with the
white baby forms an unmistakable Black fist.
Saar's message is clear: Aunt Jemima will free
herself.

In an interview in Black Art, Saar described
the components she uses in her work:

They are all found objects or discarded objects, so
they have to be remnants. They are connected with
another sensitivity so it has to be a memory of be-
longing to another object, or at least having another
function. ¥

Aunt Jemima has been created by another sensi-
tivity than that of the artist who has made this
portrait. Aunt Jemima has a memory of belonging
to someone else, of being at the service of some-
one else. She exists against an image, which
exists in another mind. The cookie jar is a rem-
nant of another life: most likely she “lived” on the
kitchen counter of a white family, maybe Saar
found her discarded on a white elephant table, or
at a garage sale. She has appeared to me in my
travels, usually turning up in rural antique stores
or church basements, labeled “collectible.” The
picture of Mammy with the white baby reminds
me first of old magazine advertisements, usually,
as I recall, for soap or cereal or other necessities
of the servant role. And I additionally recall the
many films of the '40s and '50s about white middle-
class America, in which a large Black woman
who worked in the kitchen was always present
but only occasionally given a line to speak. She
was played by Louise Beavers, Hattie McDaniel,
or Ethel Waters—and she was usually charac-
terized by her lovalty to the white family for
whom she worked. She also appeared on televi-
sion: “Beulah” was a program in which she was
featured. She was kind, honest, a good cook,
always with a song to hum her troubles away;
and as usual, devoted to those white folks.

All but three of the elements in Saar's con-
struction are traditional to Aunt Jemima; the two
guns and the fist are not. Saar, by including these
unfamiliar aspects has changed the function of
the figure she is representing. She has combined
the myth with the reality of Black women's his-
toric opposition to their oppression.

This representation of Aunt Jemima is star-
tling. All of us who have grown up with the mythi-
cal figure of Aunt Jemima and her equally mythi-
cal attributes—whether or not we recognized
they were mythic—have been affected. We may
not have known her, but aren't we somehow con-
vinced that somewhere she exists, or at least has
existed? The last thing we would expect would be
that she would carry a gun, or raise a hand. As a
child in Jamaica I was taught that the women
who worked for us were to be respected and
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obeved, and yet | remember my 12-year-old light-
skinned self exercising what I felt was my au-
thority over these women, and being guite taken
aback when one of the women threatened to beat
me—and my mother backed her up. Just as I was
shocked to find that another houseworker had
tied up my cousins and shut them on the veran-
dah because they were interfering with her work.

So while we may know the image is an image,
the expectations of Black women behaving ac-
cording to this image persist. As far as I can tell,
Harriet Tubman carried both a carbine and a
pistol. And she threatened to shoot any slave who
decided to turn back on the journey north. Just as
Lorraine Hansberry's slavemother armed her
children and set out with them—after leaving a
white man to die.

1. For Lillian Smith's definition of racism, see "The
Mob and the Ghost" and “Words That Chain Us
and Words That Set Us Free," in The Winner
Names the Age. ed. Michelle Cliff [New York:
Norton, 1978).

2. Erlene Stetson, "Studying Slavery,” in But Some of
Us Are Brave, ed. Gloria T. Hull, Patricia Bell Scott,
& Barbara Smith (Old Westbury, N.Y.: Feminist
Press, 1981).

3. Lorraine Hansberry, quoted in Les Blancs: The Col-
lected Last Plays of Lorraine Hansberry, ad. Robert
Nemiroff (New York: Vintage, 1973), p. 206,

4, Lillian Smith, Killers of the Dream (New York: Nor-
ton, 1849), p. 31.

5. Smith, Winner. p. 204.

6. Alice Walknr. “In Search of Our Mothers' Gar-
dens,” in Working It Out, ed.SmRuddmk&Psm—
ela Daniels (New York: Pantheon, 1977), p.

7 Tnni Mnrrisun. Sula [New York: Bantam' 19?5).

8. antad by Robert Hemenway, Zora Neale Hurston
[Urbana: University of llinois Press, 1977], p. 24.

9 Fannie Hurst, Imitation of Life (New York: Harper
& Bros., 1933), p. 105.

10, Although Frederickson’s The Black Image in the
White Mind deals primarily with sterectypes of
Black men. with some alterations his categories
apply to stereotypes of Black women.

11. Bell Hooks. Ain't I @ Woman (Boston: South End,
1981}, p. 84.

12, Ihid., p. 85,

13. Hansberry, Wirl.ner. p. 210,

14. Angela Davis, "'The Black Woman's Role in the
Community of Slaves," Block Scholar (1971), p. 13.
5. Quoted by Sarah Bradford, Harriet Tubman: Moses
of Her People (Secaucus, N.J.; Citadel, 1974, rpt.),
pp. 30-32.

16. Qunlod by Phebe A. Hanaford, Daughters of Ameri-

;? » Me: True, n.d.), pp. 296-97.
by Sara Bennett & Joan Gibbs, ‘‘Racism and
Gmlsmin the Lesbian Community,” in Top Rank-
ing, ed. Bennett & Gibbs (Brooklyn: Fabnlary 3rd
Press, 1980), m 14-15.

18. Quoted by Eleanor Tufts, Our Hidden Heritage
(New York: Pndding-tm. 1974), p. 159.

19. Walker, "Gardens,” p, 101.

20. Tuﬁa,l'hritaga p. 163.

21. Genesis, 21: 9-14.

22. For a brilliant analysis of the Sojourner Truth plate
in Chicago’s Dinner Party, see Alice Walker, “One
Child of One's Own," in But Some of Us are Brave.

23. This detail, and most of the information about
Powers and her quilt, comes from Marie Jeans
Adams, “The Harriet Powers Pictorial Quilts,"
Black Art, vol. 3, no. 4, pp. 12-28.

24, Ibid., p. 16.

25. Michael Baxandall, Painting and Experience in
Fifteenth-Century Italy (London: Oxford Univarsity
Press, 1972), p. 9

26. Quoted by Mirra Ba.u!. Anon Was a Woman
[New York: St. Martin's, 1878}, p. 118.

s ﬁ:ms. ‘Powers,' dasg.ﬂ 14,

28. Powars's ption of the t appears in
both Adams and Bank. s

29, Davis, "Black Woman's Role,” p. 11.

30. Ibid.

31. Betye Saar, “Interview with Houston Conwill,”
Black Art, vol. 3, no. 1, p. 9.

is it true
what they say about
colored pussy?

by hattie gossett
hey

is it really true what they say about colored pussy?

come on now

dont be trying fo act like you dont know what i am talking about

you l;.ave heard those stories about colored pussy so stop pretending you
avent

you have heard how hlack and latina pussies are hot and uncontrollable

and i know you know the one about asian pussies and how they go from
side to side instead of up and down

and everybody knows about squaw pussies and how once a whiteman got
him some of that he wasnt never no more

now at first i thought the logical answer o these stories is that they are
ignorant racist myths

but then i thought: what about all the weird colored stories about
colored pussy?

cuz you know colored pussies werent always treated with the highest
regard we deserve in the various colored worlds prior to our
discovery by the european talentscoul/explorers

and we still arent

so now why is it that colored pussies have had to suffer so much oppression
and bad press from so many divergent sources?

is it cuz we really are evil and nasty and queer looking and smelly and
ugly like they say?

or

is it cuz we possess some secret strength which we take for granted but
which is a terrible threat to the various forces which are trying
to suppress us?

i mean just look at what black pussies have been subjected to alone
starting with ancient feudal rape and polygamy and clitoridectomy
nndforcadchlldmarﬂngasmdmﬂmﬂngﬂghlmﬂmmghmlmhl
industrial neocolonial rape and forced sterilization and
experimental

andwhsnipu!allthatstuﬂ‘ahnutblackpusdn!ngathsrﬂthlhe
stories i hear from other colored pussies about what they have had
to go through i am even more convinced

we must have some secret powers!

this must be why so many people have spenlsnmnch time vilifying
abusing hating and fearing colored puss

mdyouhowﬂlatmuaﬂylhemwhnbeddngaﬂlﬁisvﬂﬂyhg
abusing hating and fearing of colored pussy are the main ones who
just cant leave colored pussy alone dont you

they make all kinds of laws and restrictions to apartheid-ize colored
pussy and then as soon as the sun goes down guess who is seen
sneaking out back to the cabins?

and guess who cant do without colored pussy in their kitchens and fields
and factories and offices?

then theres the people who use colored pussy as a badge of certification
to ensure entre into certain circles

finally when i think about what would happen if all the colored pussies
went on strike even for a day

look out!

[eapedall;iliummgalhuwute pussies staged a same day sympathy

the pimps say colored pussy is an untapped goldmine

well they got it wrong

colored pussies aint goldmines untapped

colored pussies are yet un-named energies whose power for lighting up
the world is beyond all known measure

hattie gossett work herstory: babysitter paid companion secy cleaning person still
seeking insightful and venturesome pub].ishar for her collection presenting sister
noblues & the original wild & free wimmins jazz & blues desert caravan & fish fry.

1982 hattie gossett









GALERIA / GALLERY

Emilie BLANC

Université Lumiére Lyon 2

BLACK MIRROR. “YOU’VE COME
A LONG WAY, BABY”

L’autrice jamaico-étatsunienne Michelle Cliff (1946-2016) publie en 1982 le texte « Object into
Subject: Some Thoughts on the Work of Black Women Artists » dans le quinziéme numéro
de Heresies: A Feminist Publication on Art and Politics consacré au racisme. Cette revue clé
de I’édition féministe aux Etats-Unis, documente les relations entre arts, féminismes et ques-
tions sociétales'. Créée a New York en 1977 par un groupe d’artistes, d’historiennes de I’art et
de critiques d’art en réponse au manque d’espaces pour les expressions féministes au sein du
monde de l'art, elle rassemble jusqu’'en 1993 des artistes, des autrices, des militantes et des
chercheuses, revendiquant un éventail de positionnements et se consacrant « a 'examen de I'art
et de la politique dans une perspective féministe*> ». En adéquation avec la dimension trans-
formative des féminismes, Heresies: A Feminist Publication on Art and Politics favorise des
publications qui élargissent et démystifient la notion d’art en reliant les vécus, les arts et les
pensées, ces connexions ayant été historiquement rompues pour les femmes, selon la déclara-
tion d’intention de la revue.

Chaque numéro du périodique aborde un sujet différent, sous la forme d’ceuvres vi-
suelles, de poésies et d’écrits historiques, critiques, personnels et politiques. Heresies: A Fe-
minist Publication on Art and Politics s’appuie sur une structure collaborative a deux niveaux :
un collectif mére [mother collective] — composé majoritairement de femmes blanches — déter-
minant les sujets de chaque numéro, et des collectifs thématiques pour chacun d’entre eux. Ce
fonctionnement éditorial vise a ne pas propager une voix autoritaire, et a créer un « endroit ou la
diversité peut étre articulées ». Cependant, cette organisation n’a pas empéché des controverses
et des clivages entre des contributrices au périodique et des membres du collectif mére comme
des comités thématiques, et notamment sur la problématique du racisme*. En 1978, dans le
quatriéme numéro, le collectif féministe noir lesbien Combahee River Collective déplore I’ab-
sence de femmes racisées dans ’édition précédente consacrée aux artistes lesbienness. Le col-
lectif mére y répond I'année suivante avec le huitiéme numéro intitulé « Third World Women :
Politics of Being Other », auquel a également participé Michelle Cliff. Mais cette édition n’est
pas sans faire polémique. Comme I'explique Carole Gregory dans ce quinziéme numéro, elle a
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conduit de nombreuses femmes a considérer le collectif mére comme un « groupe de femmes
blanches racistes® ». Cela révéle les difficultés et les limites du fonctionnement de la revue dans
son dépassement du tokénisme pour une réelle implication de femmes racisées en son sein’.

C’est dans ce numéro, « Racism is the Issue », qui pose la question du racisme dans les
arts et la société ainsi que son fonctionnement dans les relations entre les femmes, que parait le
texte de Michelle Cliff. Le numéro comprend des créations visuelles d’ Emma Amos, Linda Ni-
shio ou encore Jaune Quick-to-See-Smith, des poemes, et des textes de femmes engagées dans
les luttes contre le racisme, comme Audre Lorde, Barbara Smith et Alice Walker. Michelle Cliff y
examine la construction d’'imaginaires racistes et sexistes au sein de la société étatsunienne ain-
si que des écrits et des ceuvres déconstruisant ces mythologies par I’autodéfinition. Plus précisé-
ment, elle analyse des ceuvres des artistes noires Edmonia Lewis (1844-1907), Elizabeth Catlett
(1915-2012), Harriet Powers (1837-1910) et Betye Saar (née en 1926). De quelles maniéres la
contribution de Michelle Cliff éclaire-t-elle les relations entre art et politique a partir d’'un po-
sitionnement féministe dans le contexte de sa publication, et notamment I'objet de la revue ?
A partir des propos de Michelle Cliff et en nous appuyant principalement sur des pensées et
militances des féminismes noirs, des travaux consacrés a I’histoire des femmes noires, des ex-
positions et des analyses d’ceuvres, nous nous interrogerons sur les liens entre création, culture
visuelle et matérielle, historiographie et féminismes. Notre analyse de ce texte nous aménera a
questionner les relations entre représentations et mythologies, puis le réle de la fiction pour ré-
parer 'histoire. Enfin, nous mettrons en perspective le travail de Betye Saar, et particuliérement
lassemblage The Liberation of Aunt Jemima (1972) reproduit dans l'article.

Représentations et mythologies

Le point de départ de Michelle Cliff est une image qu’elle a affichée chez elle : une carte postale
reproduisant une sculpture en bronze d'une Vénus noire réalisée au XVI¢siecle par l'artiste ita-
lien Danese Cattaneo. Celle-ci, nue et coiffée d'un turban d’ou s’échappent quelques boucles, se
regarde dans un miroir qu’elle tient dans sa main droite. Comme le précise Michelle Cliff, il se
pourrait qu’elle soit une femme esclavagisée au service de l'artiste ou de son commanditaire ;
elle écrit : « Elle était un objet, hier comme aujourd’hui® ». Publiée dans I’article, cette figure
parait figée dans une posture de contemplation, dans une relation a son reflet davantage lié a
sa perception comme objet de convoitise qu’a son propre regard. Elle est comme prisonniere de
cette image.

Ce processus d’objectivation est intrinséque au racisme. A partir des travaux de l'autrice
blanche antiségrégationniste Lillian Smith, Michelle Cliff analyse comment la mythologie ra-
ciste s’incarne dans des représentations a la fois nourrissant ses constructions psychologiques
et justifiant son fonctionnement a I’échelle de la société : « Lorsque I'idée mythique de la blan-
cheur, 'obsession de la couleur de peau formant la base irrationnelle et immorale du racisme,
recoit une construction a partir de laquelle le mythe prend sa forme — c’est-a-dire la philosophie
de la suprématie blanche — le résultat est un racisme culturel ou institutionnalisé, contenu dans
la politique, la littérature, ’art et la religion de la culture dominante. Une idée folle existe désor-
mais dans une réalité raisonnable, et non plus dans un réve irrationnel? ».

Ces images déshumanisantes perpétuent ainsi le racisme, 'ancrent dans le réel et va-
lident son soi-disant bien-fondé, participant ainsi a maintenir les rapports de pouvoir. Elles
viennent remplacer la personne, dans sa multidimensionnalité, calquant une image simpli-
fiée, déformée, infériorisante, qui la prive de son droit a 'autodéfinition et a I'identité, dans
« un mouvement a 'encontre de la conscience® », selon Erskine Peters. Dans son texte, Mi-
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chelle Cliff évoque plusieurs formes de 'objectivation des femmes noires, dont le stéréotype de
la mammy que nous discuterons, répétées « par des femmes blanches aussi bien que par des
hommes blancs" ». Il est important de rappeler que les mouvements de libération des femmes
aux Etats-Unis ont été traversés par la problématique du racisme, en particulier les campagnes
pour le droit de vote des femmes au XIX¢siécle comme I’a étudié Angela Davis dans son ouvrage
Femmes, race et classe, paru 'année précédant I’article de Michelle Cliff2. Cette derniere rap-
pelle par exemple l'attitude objectivante de 'autrice blanche Fannie Hurst envers 1’écrivaine
et anthropologue noire Zora Neale Hurston, qu’elle employait comme secrétaire, en la faisant
passer pour une « princesse africaine » lors d’une sortie au restaurant. En placant le sexisme
par-dessus toutes les autres formes d’oppression, des femmes blanches ont considéré la situa-
tion de plusieurs femmes comme celle de 'ensemble et n’ont pas pris en compte les conditions
des femmes racisées, ni I'imbrication des systémes de domination, comme d’ailleurs Frances
Beal le déclare dans Black Woman’s Manifesto (1970) : « Une autre caractéristique majeure est
que le mouvement de libération des femmes blanches appartient a la classe moyenne. Trés peu
de ces femmes souffrent de I'exploitation économique extréme a laquelle la plupart des femmes
noires sont soumises jour apres jour. Si elles trouvent les tiches ménageres dégradantes et dés-
humanisantes, elles sont financiérement capables d'acheter leur liberté — généralement en en-
gageant une domestique noire'. »

Soulignons que les différentes incarnations de la figure de la mammy ont eu une profonde
influence sur la culture étatsunienne. Représentée souriante, cette figure de domestique est dotée
d’une attitude stéréotypée, docile et dévouée a ses employeurs blancs. Kimberly Wallace-Sanders
précise que si la premiére utilisation du mot mammy en référence a une femme esclavagisée s'oc-
cupant d'enfants blancs remonte a 1810, son personnage aurait été inventé apres la guerre de
Sécession (1861-1865) dans le cadre du mythe de la Cause perdue [Lost Cause], entretenant une
image idyllique du Sud esclavagiste4. Utilisée dans la publicité ou encore incarnée au cinéma,
dans des romans et des objets, elle fait partie du répertoire de la mythologie du Sud de I'avant-
guerre [Antebellum South]', visant a faire passer le systéme esclavagiste et ses héritages comme
des institutions bienveillantes a travers le stéréotype des personnes noires ayant des qualités pré-
tendument innées pour le service, ce qui renforce 1'idéologie raciste. Comme 1’a montré Roland
Barthes, le procédé de mythification transforme ’expression des points de vue dominants en ex-
pression de nature universelle, le stéréotype étant un rouage d’un systeme institutionnalisé par
lequel le mythe raciste de l'infériorité noire et de la supériorité blanche est nourri*.

Citant bell hooks7, Michelle Cliff rappelle que la figure de la mammy a été inventée par la
société blanche, reflétant ainsi davantage ses besoins de faire perdurer ses priviléges et, de fait,
ayant plus a voir avec la construction de la blanchité qu’avec I'histoire des personnes noires:®.
Pour autant, si elles relévent de la mythologie, ces images s’infiltrent dans nos vécus et s'impri-
ment dans nos imaginaires, affectant les perceptions que I'on a de soi ou que 'on a de '« autre ».
Elles envahissent ’espace public comme les intérieurs, imprégnant nos consciences. A propos
de Aunt Jemima, une variation de la mammy comme nous le verrons, Michelle Cliff insiste
sur les effets de I'imagerie sur les psychés, et par conséquent sur la réalité : « Nous ne 'avons
peut-étre pas connue, mais ne sommes-nous pas convaincus que quelque part, elle existe, ou du
moins a existé ? (...) Ainsi, méme si nous savons que l'image est une image, les attentes a 1'égard
du comportement des femmes noires d’aprés cette image persistent®. »

Michelle Cliff montre que les images ne sont jamais neutres, ni dans leur présentation, ni
dans les utilisations qui en sont faites. Elles impactent nos positions dans la société°. C’est le cas
de celle de la mammy appuyant la « définition tautologique des domestiques noirs*' », selon les
termes d’Angela Davis qui a examiné comment le travail domestique n’est pas un simple vestige
de I'esclavage appelé a disparaitre au fil du temps, mais se poursuit. A ce propos, dans Black Wo-
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man’s Manifesto, Maxine Williams insiste sur le fait que de nombreuses femmes noires conti-
nuent dans les années 1960 a travailler dans des foyers en tant que domestiques sous-payées2.
Ces images occultent la réalité, déforment l'historiographie, voilant les luttes des personnes
noires pour leurs droits ; cette reconnaissance viendrait, en effet, contrarier le trait stéréotypé
de docilité de la mammy. Comme Michelle Cliff le conclut : « Pour autant que je sache, Harriet
Tubman portait a la fois une carabine et un pistolet. Et elle menacait de tirer sur tout esclave
qui déciderait de faire demi-tour lors de son voyage vers le Nord. Tout comme la meére esclave
de Lorraine Hansberry a armé ses enfants et s'est mise en route avec eux — apres avoir laissé un
homme blanc mourir®. »

Quand la fiction répare I'histoire

En effet, suite a la commande en 1960 d’'une piéce sur l'esclavage pour la télévision nationale,
Lorraine Hansberry propose The Drinking Gourd, ou elle cherche a contredire les mythes sur
les personnes noires. Toutefois, celle-ci, jugée « trop polémique » comme le précise Michelle
Cliff, n’est jamais jouée. L’héroine Rissa « fait ce que la figure de la meére noire dans la my-
thologie de ’Amérique blanche n'a jamais fait®+ » : son fils ayant été rendu aveugle pour avoir
appris a lire, elle tue un homme blanc et donne ses armes a ses enfants, puis la famille s’enfuit.
Les autrices et artistes noires étudiées par Michelle Cliff répondent aux manques des systémes
de représentations et de 'historiographie, comblent leurs effacements, et notamment ceux des
actes de résistance des femmes noires, en visibilisant leur réle dans la lutte pour leurs droits et
la justice sociale : « C'est par la fiction que certains d'entre nous sauvent le passé américain (...)
les résistants, hommes et femmes. Celles et ceux qui se sont organisés, armés et ont riposté.
L'histoire de la résistance africaine-américaine a été rendue inimaginable par les histoires offi-
cielles de ce pays?. »

Dans son article, Michelle Cliff évoque un portrait de Harriet Tubman (1975) par Eliza-
beth Catlett : 1a militante abolitionniste et féministe, qui a conduit plus de trois cents personnes
par I'Underground Rail®®, est représentée au premier plan, un fusil dans une main, tendant
lautre avec détermination pour guider les personnes derriere elles vers leur libération. Onze
années apres la parution de cet article, 'autrice publie Free Enterprise (1993). En s’appuyant
sur des archives, elle retrace des actes de résistance de personnes noires invisibilisées dans I’his-
toriographie dominante. Le personnage central est Mary Ellen Pleasant, inspirée de I’entrepre-
neuse africaine-étatsunienne du méme nom, propriétaire d’hotels a San Francisco au XIX¢siécle
et qui fut I'une des soutiens et organisatrices du soulevement abolitionniste de Harpers Ferry
(1859). Pour autant, cette figure historique est souvent appelée Mammy Pleasant, un nom qui
vise a la renvoyer a I'image de la domestique noire voilant ainsi son engagement pour les droits
des personnes noires?. Comme 1’a souligné Wendy W. Walters en écho au titre du texte de Mi-
chelle Cliff : « Le roman fait passer les femmes noires de la position d'objet a celle de sujet, en
rappelant au lectorat les pratiques abolitionnistes des femmes noires et en présentant ces der-
niéres comme des actrices sociales de la résistance et non comme des victimes suppliantes?®. »

Au début de son texte, Michelle Cliff liste d’autres images affichées aux cotés de la Vé-
nus noire de Danese Cattaneo. C’est le cas du portrait d’'Harriet Tubman par Elizabeth Catlett
ou encore d’'images d’autres figures historiques des luttes noires, comme Sojourner Truth, de
photographies de femmes au Botswana ou encore de I'ceuvre Aunt Sally HooDoo (1978) de
Betye Saar. Reflétant davantage les faits historiques que les mythologies, ces représentations
sont essentielles pour la construction de soi : « je commence a saisir une partie de qui je suis® »,
écrit Michelle Cliff.
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Libérons Aunt Jemima

A ce propos, le travail de Betye Saar est signifiant. Depuis la fin des années 1960, celle-ci com-
mence a collectionner des images et des objets reproduisant des stéréotypes sur les personnes
noires — qui ont longtemps été leurs seules sources d’'images aux Etats-Unis — qu’elle considére
importants « comme documentation de la fagcon dont les Blancs ont historiquement percu les
Africains-Américains et comment ils nous ont dépeints comme des caricatures, des objets, des
étres déshumaniséss® ». Puis, elle recycle ces caricatures dans ses ceuvres, créant ainsi « un art
révolutionnaire? », selon ses propres termes. Dans un texte publié en 1973, elle explique que
cette série Exploding the Myth n'est pas seulement un rappel des douleurs liées aux violences du
racisme, mais aussi une explication de la colére contemporaine, ’artiste étant particuliérement
affectée par le meurtre en 1968 du militant des droits civiques Martin Luther King Jr. : « Les
images injurieuses enchainent encore les personnes noires. Dans mon travail, je m'efforce d'ex-
poser et d'exploser les mythes qui les entourent?. » C’est dans le cadre de cette série que Betye
Saar crée des ceuvres autour de la figure de Aunt Jemima, dont The Liberation of Aunt Jemima
(1972) et Liberation of Aunt Jemima : Cocktail (1973).

L’image la plus popularisée de la mammy est celle de Aunt Jemima associée & une cé-
lebre marque de préparation de pate a pancakes ’ayant utilisée a des fins publicitaires. En effet,
la Pear]l Milling Company, plus tard renommée Aunt Jemima Mills Company d’apres la chanson
Old Aunt Jemima composée par le comédien noir Billy Kersands, a été fondée en 1889 par deux
hommes blancs Chris Rutt et Charles Underwood. En 1893, elle engage Nancy Green, une cuisi-
niére née esclavagisée dans le Kentucky, a I’Exposition universelle de Chicago pour promouvoir
les produits de la marque en jouant le réle de la mammy préparant des pancakes pour le public.
Comme le précise Kimberly Wallace-Sanders, en paralléle, un groupe de femmes noires, dont
Fannie Barrier Williams et Anna Julia Cooper, font entendre dans le méme espace leurs voix au
Congreés mondial des organisations représentatives des femmes (World’s Congress of Repre-
sentative Women), illustrant cette tension entre mythe et réalité : « L'affirmation de cette his-
toire inventée ou révisée de Aunt Jemima prend une plus grande importance si on la compare
a la résistance que les vraies femmes noires ont rencontrée dans leurs efforts pour discuter et
célébrer leurs histoires réelles. »

La popularité de Aunt Jemima — un restaurant a son effigie est ouvert a Disneyland en
1955% — renforce la mythologie romantique de la plantation du Sud. A travers ses publicités, la
marque exploite la nostalgie nationale d’'un Sud avant-guerre utopique dans un effort de réuni-
fication du pays apres la guerre civile®. Ces marchandisations des corps noirs s’inscrivent dans
I'héritage de ’esclavage. Dans The Liberation of Aunt Jemima, Betye Saar en appelle au pouvoir
de 'autodéfinition nécessaire a la libération ; comme I’écrit Michelle Cliff : « Le message de Saar
est clair : Aunt Jemima se libérera par elle-méme3°. »

Créée pour 'exposition Black Heroes organisée par Evangeline EJ Montgomery au Rain-
bow Sign Cultural Center (Berkeley), 'ceuvre se présente sous la forme d’une boite ouverte po-
sée a la verticale dont I'intérieur est tapissé de 'image dupliquée du visage de Aunt Jemima,
une femme noire souriante dont la téte est recouverte par un fichu. Comme I’a précisé Arlene
Raven, cet arriere-plan évoque les sérigraphies d’Andy Warhol — qui représenta Aunt Jemima
dans sa peinture Myths (1981) — comme le rayonnage d’'un supermarché®, ce qui rappelle les
liens entre capitalisme, racisme et sexisme. Devant ce fond, on voit une figurine de Aunt Jemi-
ma installée sur du coton, une matiére renvoyant au passé esclavagiste des Etats-Unis. Trouvée
au marché aux puces d’Alameda (Californie) par Betye Saar, celle-ci était vendue comme un
bloc-notes, pouvant étre utilisée pour noter ses courses. La figurine tient un balai a la main ; en
revanche, Betye Saar I’a dotée de deux attributs non conformes aux stéréotypes de bienveillance

Sztuka i Dokumentacja nr 24 (2021) | Art and Documentation no. 24 (2021) « ISSN 2080-413X « e-ISSN 2545-0050 245 .



GALERIA / GALLERY

et de docilité de la mammy : un fusil et un pistolet « la faisant passer de son statut de servante
et d’esclave a une position de combattante3® », précise I'artiste. Elle la positionne ainsi dans la
généalogie de I'activisme des femmes noires, telle que Harriet Tubman. D’aprés Michelle Cliff,
Betye Saar « a combiné le mythe avec la réalité de 1'opposition historique des femmes noires a
leur oppression3® ». Devant elle, a la place du bloc-notes, I'artiste a placé la carte postale d’« une
femme noire avec un enfant mulatre, parce que cette image en dit long sur le traitement des
femmes noires esclavagisées* » selon elle, ce qui peut évoquer les violences sexuelles utilisées
comme outil de domination par les propriétaires esclavagistes+. Betye Saar a collé un poing levé
sur la carte postale, faisant écho au Black Power Movement et au célebre geste des athletes noirs
Tommie Smith et John Carlos aux Jeux olympiques d’été de 1968. Le poing en avant de 'enfant
pourrait aussi traduire les révoltes en cours de la jeunesse noire.

Le sourire de Aunt Jemima est ainsi resignifié : contrastant avec les armes qu’elle porte,
il crée une forme de distanciation avec le stéréotype, le rendant caduc et pourrait exprimer le
plaisir de la libération des mythologies, de ces « prisons d’images** » pour reprendre les termes
d’Alice Walker. En méme temps que cette ceuvre s’inscrit dans un processus de guérison — en
canalisant et exorcisant des émotions douloureuses — pour l'artiste*3, Aunt Jemima s’est débar-
rassée du miroir comme reflet du regard extérieur, I’a retourné, passant de la contemplation a
P’action. Comme I’a expliqué Betye Saar : « méme si cela est douloureux, il y a de ’honneur a
re-présenter le passé. Le racisme ne devrait jamais étre ignoré, ni satirisé, alors qu’il est une
forme de servitude pour chacun, quelle que soit sa couleur. Le racisme ne peut étre vaincu tant
qu’il n’est pas confronté+. » Selon Samella Lewis, elle active ainsi « une nouvelle force émer-
geant de la résilience historique forgée par la servitude et I'endurance ». En écho de nouveau
avec le titre du texte de Michelle Cliff, le travail de Betye Saar renvoie a I’acte de réplique [talk-
ing back] formulé par bell hooks : « Passer du silence a la parole est pour les personnes oppri-
mées, les colonisées, les exploitées, celles qui font face et luttent cote a cote, un geste de défi qui
guérit, qui rend possible une nouvelle vie et une nouvelle croissance. C’est cet acte de la parole,
de la « réplique », lequel n’est pas un simple ensemble de mots vides, qui est I'expression de
notre déplacement de 'objet au sujet — la voix libérée. »

En 1973, Betye Saar organise 1’exposition Black Mirror a la galerie coopérative fémi-
niste Womanspace (Los Angeles). Elle réunit certaines de ses ceuvres, dont The Liberation of
Aunt Jemima : Measure for Measure (1973)#, aux cotés d’ceuvres de Gloria Bohanon, Marie
Johnson Calloway, Samella Lewis et Suzanne Jackson. L’exposition est enrichie par différents
événements, comme une conférence de la professeure Mary Jane Hewitt et 1a diffusion d’un film
du réalisateur éthiopien Hailé Gerima. Comme I’a précisé Betye Saar, Black Mirror narre « les
propres reflets des femmes sur elles-mémes. (...) Nous sommes a la recherche d'un passé qui
nous a été longtemps refusé, émergeant d'une société blanche, et tentant maintenant de former
notre propre image. (...) Nous voulons que VOUS regardiez dans NOTRE miroir+. » Sur I’af-
fiche, Aunt Jemima, au-dessus de danseuses évoquant le French cancan, est accompagnée d’'une
bulle : « You’ve Come a Long Way, Baby ». Cette forme de sous-titre a I’exposition inscrit ces
artistes dans la généalogie des femmes noires et met en avant leurs capacités de résilience. Pré-
cisons que You've Come a Long Way, Baby est alors le slogan d’'une campagne publicitaire pour
les cigarettes Virginia Slims destiné a séduire leurs éventuelles clientes en récupérant des idées
féministes. Cette appropriation de Betye Saar résonne avec le détournement de 'affiche publi-
citaire publiée dans Black Woman’s Manifesto : sous la photographie d’une jeune femme noire
fumant une cigarette, il est ajouté la mention : « But Is This Where You Want to Go? » [« Mais
est-ce 1a ou vous souhaitez aller ? »], rappelant les instrumentalisations des corps des femmes
noires. Comme I’a expliqué Julianne Malveaux, cette image propage un nouveau mythe, celui
des femmes noires qui ont conquis le marché du travail tandis qu’elles ont alors les plus bas
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revenus et sont les plus exposées au chdmage#. Notons que trois années auparavant, Betye Saar
participe a Sapphire Show organisée par Suzanne Jackson a la Gallery 32, la premiéere exposi-
tion collective exclusivement consacrée a Los Angeles a des artistes noires étatsunienness°. Cette
exposition traduit la volonté de ces artistes de faire entendre leurs voix face a leur exclusion de
la scene artistique dominante, mais aussi du Black Arts Movement, en majorité conduit par
des hommes noirs, et du Feminist Art Movement, représenté essentiellement par des femmes
blanches. A ce titre, précisons qu’au vernissage de Black Mirror, Betye Saar remarque que peu
de femmes blanches sont présentes parmi le public, et s’interroge sur leur intérét pour les pro-
blématiques des artistes noires’. Membre du conseil d’administration de Womanspace, elle a
également relaté des différends, notamment a propos des tarifs des événements ne prenant pas
en compte les vicissitudes économiques des personnes noiress.

En 1998, tandis que son travail a suivi différentes directions, Betye Saar retrouve Aunt
Jemima avec une série d’assemblages présentée dans ’exposition Workers+Warriors. The Re-
turn of Aunt Jemima a la Michael Rosenfeld Gallery (New York). Il s’agit pour I’artiste de ré-
pondre a la persistance du racisme. Elle y associe des planches a laver des années 1940 et 1950, a
des images et du texte, afin de lutter « contre I'attraction de1'oubli. (...) En les recyclant, j’honore
la mémoire de ce travail et de la femme laborieuse sur les épaules de laquelle nous nous repo-
sons aujourd'hui®. » Pour terminer, rappelons qu’apres avoir apporté quelques changements a
I'image de Aunt Jemima — en 1968, I’échange du fichu pour un bandeau, puis en 1989, I'ajout de
boucles d’oreilles en perles et d'un col en dentelle — ce n’est seulement qu’en 2020 que la société
Quaker Oats, qui avait acheté Aunt Jemima Mills Company, annonce que la marque n’existera
plus de cette maniére, reconnaissant que le personnage de Aunt Jemima s’appuie sur des stéréo-
types racistes. Toutefois, comme I’a précisé Betye Saar, si Aunt Jemima a finalement été libérée :
« il reste encore du travail a faires* ».

Conclusion

De quelles maniéres les images agissent-elles ? Comment sont-elles percues selon les positions
dans la société a partir desquelles elles sont regardées ? Dans ce texte, Michelle Cliff apporte
des réponses en examinant le role des représentations dans le fonctionnement du racisme et du
sexisme tout en évoquant le pouvoir transformateur de I’art. Elle met en garde contre les idéo-
logies derriere les représentations et envisage la potentialité des ceuvres a interroger les enjeux
sociétaux, les considérant « comme des éléments constitutifs d'un champ discursif plus large
d’idées, de pratiques et de mouvements sociaux et d’événements politiques » pour reprendre les
termes de Stuart Hall%. Son analyse de la relation entre art et politique questionne la construc-
tion du récit historique et souligne le role des femmes noires, dans les luttes et dans les arts. Au
sein de ce numéro d’Heresies: A Feminist Publication on Art and Politics, son article se révéle
clé pour saisir que le racisme n’est pas une question annexe des mouvements féministes. Il en
est une problématique intrinseque, le sexisme ne pouvant étre séparé des autres rapports de
pouvoir dans la perspective des féminismes intersectionnels®®. Michelle Cliff démontre ainsi
que le féminisme doit étre multivocal tout autant que I’histoire de I’art, surpassant le tokénisme
pour obtenir des transformations profondes, et repenser les schémes.
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Emilie BLANC

Université Lumiére Lyon 2

BLACK MIRROR. “YOU’VE COME
A LONG WAY, BABY”

Jamajsko-amerykanska autorka Michelle Cliff (1946—2016) opublikowala w pietnastym nume-
rze Heresies: A Feminist Publication on the Art and Politics z 1982 roku tekst ,,Object into
Subject: Some Thoughts on the Work of Black Women Artists” po§wiecony rasizmowi. To wazne
w Stanach Zjednoczonych pismo feministyczne dokumentuje relacje miedzy sztukami, femi-
nizmami i zagadnieniami spoleczno$ciowymi.! Utworzone w Nowym Jorku w 1977 roku przez
grupe artystek, historyczek sztuki i krytyczek sztuki w reakcji na brak przestrzeni dla ekspre-
sji feministycznych w obrebie §wiata sztuki, skupialo do roku 1993 artystki, autorki, dzialaczki
ibadaczki reprezentujace pewien wachlarz stanowisk i zajmujace sie ,badaniem sztuki i polityki
z perspektywy feministycznej.”* Zgodnie z transformacyjnym wymiarem feminizmoéw Heresies:
A Feminist Publication on the Art and Politics przyznaje pierwszenstwo publikacjom, ktére po-
szerzaja i demistyfikuja pojecie sztuki, wiazgc ze soba do$wiadczenia zyciowe, sztuke i mysli,
ktore to powigzania w przypadku kobiet byly w przeszloSci zerwane, jak glosi deklaracja progra-
mowa pisma.

Kazdy numer periodyku porusza inny temat w formie dziel wizualnych, poetyckich oraz
tekstow historycznych, krytycznych, osobistych i politycznych. Heresies: A Feminist Publica-
tion on the Art and Politics opieralo sie na zespolach wspoélpracowniczek, dzialajacych na dwoch
plaszczyznach: w kolektywie matce (mother collective), skladajacym sie w wiekszo$ci z bialych
kobiet, wyznaczajacym tematy poszczegdlnych numerdw, i w kolektywach tematycznych, opra-
cowujgcych kazde z zagadnien. Taki model funkcjonowania edytorskiego mial zapobiegaé wy-
powiadaniu sie glosem autorytarnym, a umozliwiaé¢ ,,dochodzenie do glosu réznorodnosci.” Nie
zapobiegl jednak sporom i rozdZwiekom miedzy autorkami czasopisma i czlonkiniami kolekty-
wu matki czy zespotow tematycznych, zwlaszeza w kwestiach dotyczacych rasizmu.+ W 1978 roku
w numerze czwartym feministyczny czarnoskoéry kolektyw lesbijski Combahee River Collecti-
ve ubolewa nad nieobecno$cia kobiet postrzeganych przez pryzmat rasy w numerze poprzed-
nim, po$wieconym artystkom lesbijkom.5 Kolektyw matka odpowiada mu w nastepnym roku
numerem 6smym, zatytutlowanym Third World Women: Politics and Being Other, w ktérym
wypowiedziala sie rowniez Cliff. Ten numer takze wywolal reakcje polemiczne. Jak ttumaczy
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w numerze pietnastym Carole Gregory, tamten 6smy numer spowodowal, ze wiele kobiet uznalo
kolektyw matke za ,,grupe bialych rasistek.”® To pokazuje trudnoéci i ograniczenia funkcjonowa-
nia pisma starajacego sie przekroczy¢ tokenizm,” po to by rzeczywiScie objac¢ swoim zasiegiem
kobiety bedace przedmiotem rasizmu.

To w numerze pietnastym, zatytutlowanym Racism is the Issue, ktory porusza kwestie
rasizmu w sztuce i spoleczenstwie, jak rowniez jego funkcjonowania w relacjach miedzy kobie-
tami, ukazuje sie tekst autorstwa Cliff. Numer zawiera kreacje wizualne Emmy Amos, Lindy
Nishio czy Jaune Quick-to-See-Smith, wiersze i teksty kobiet zaangazowanych w walke z ra-
sizmem, takich jak Audre Lorde, Barbara Smith i Alice Walker. Cliff bada w artykule zar6wno
konstruowanie imaginariéw rasistowskich i seksistowskich w obrebie spoleczefistwa amery-
kanskiego, jak tez teksty i dziela dekonstruujace te mitologie przez samookre$lenie. Doktadniej
mowiac, analizuje dziela czarnoskorych artystek: Edmonii Lewis (1844—-1907), Elizabeth Catlett
(1915—2012), Harriet Powers (1837-1910) i Betye Saar (urodzonej w 1926 roku). W jaki spos6b
artykut Cliff objasnia relacje miedzy sztuka i polityks, bioragc pod uwage usytuowanie femini-
styczne w kontekscie jej publikacji, a zwlaszcza tematyki pisma? Wychodzac od wypowiedzi Cliff
i opierajac sie przede wszystkim na ideach i dzialaniach czarnych feminizméw, pracach poéwie-
conych historii czarnoskorych kobiet, wystawach i analizach dziel, bedziemy zastanawia¢ sie
nad zwigzkami miedzy tworczo$cia, kulturg wizualng i materialna, historiografig i feminizma-
mi. Podczas analizy tekstu Cliff przyjrzymy sie relacjom miedzy wyobrazeniami i mitologiami,
a nastepnie roli fikcji w naprawianiu historii. Wreszcie umieScimy w tym kontek$cie tworczosé
Saar, a w szczego6lnoéci asamblaz The Liberation of Aunt Jemima (1972), reprodukowany w ni-
niejszym artykule.

Wyobrazenia i mitologie

Punktem wyjscia Cliff jest obraz, ktory powiesila w swoim domu: pocztéwka reprodukujaca bra-
zowy posag czarnej Wenus, wykonany w szesnastym wieku przez wloskiego artyste Danese Cat-
taneo. Postac ta, naga i majaca na glowie turban, spod ktérego wymyka sie kilka pukli wlosow,
przeglada sie w lusterku, ktére trzyma w prawej rece. Jak dopowiada Cliff, mozliwe, ze byta ona
kobietg uczyniong niewolnica w stuzbie artysty lub jego zleceniodawcy; pisze: ,,Byla przedmiotem,
zaréwno wczoraj, jak dzisiaj.”® Zreprodukowana w artykule, posta¢ wydaje sie zastygla w pozie
kontemplacyjnej w relacji do swego odbicia, zwigzanej bardziej z jego postrzeganiem jako przed-
miotu pozadania niz z jej wlasnym spojrzeniem. Jest ona niejako uwieziona w tym obrazie.

Ten proces uprzedmiotowienia jest nieodlacznie zwigzany z rasizmem. Opierajac sie na
pracach bialej, antysegregacjonistycznej autorki Lillian Smith, Cliff analizuje, w jaki sposéb mi-
tologia rasistowska uciele$nia sie w wyobrazeniach rownoczesnie wspierajgcych jej konstrukcje
psychologiczne i usprawiedliwiajacych jej funkcjonowanie w skali spoleczenstwa: ,Kiedy mi-
tyczne pojecie bialo$ci, obsesja koloru skory, stanowigca irracjonalny i niemoralny fundament
rasizmu, uzyskuje konstrukeje, dzieki ktorej mit przybiera swoj ksztalt — to znaczy filozofie bialej
supremacji — rezultatem jest kulturowy lub zinstytucjonalizowany rasizm zawarty w polityce,
literaturze, sztuce i religii kultury dominujacej. Obledna idea istnieje odtad w pewnej rzeczywi-
sto$ci rozumnej, a juz nie w irracjonalnym urojeniu.”

Te dehumanizujgce obrazy utrwalaja zatem rasizm, zakotwiczaja go w rzeczywisto$ci
i potwierdzaja jego rzekoma zasadno$é, uczestniczac tym samym w podtrzymywaniu stosun-
kow wladzy. Zastepuja one osobe w jej wielowymiarowoSci, powielajac obraz uproszczony,
znieksztalcony, upo$ledzajacy, ktory pozbawia ja prawa do samookreSlenia i do tozsamosci
w ,procesie sprzecznym ze $wiadomoscia”® - wedlug Erskine’a Petersa. W swoim tekécie Cliff
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przywoluje wiele form uprzedmiotowiania czarnoskdrych kobiet — w tym stereotyp mammy,
ktory oméwimy — powielanych ,zar6wno przez biale kobiety, jak i przez bialych mezczyzn.”
Ze wzgledu na kontekst, w ktorym ukazal sie ten artykul, warto przypomnieé, ze problematyka
rasizmu odgrywala istotng role w ruchach wyzwolenia kobiet w Stanach Zjednoczonych, w tym
w dziewietnastowiecznych kampaniach na rzecz prawa glosu dla kobiet, co zbadala Angela Davis
w ksiazce Kobiety, rasa i klasa, ktéra ukazala sie w roku poprzedzajacym publikacje artykulu
Cliff.*> Ta ostatnia przypomina na przyklad uprzedmiotowiajgca postawe biatej autorki Fannie
Hurst wobec czarnoskorej pisarki i antropolozki Zory Neale Hurston, ktoéra zatrudniala jako
sekretarke, a ktora przedstawila podczas spotkania w restauracji jako afrykanska ksiezniczke.
Stawiajac seksizm ponad wszystkimi innymi formami opresji, niektére biale kobiety uznawaly
polozenie pewnych kobiet za sytuacje ogétu i nie braly pod uwage kondycji kobiet postrzeganych
przez pryzmat ich rasy ani nakladania sie na siebie réznych systeméw dominacji. Jak Frances
Beal stwierdza w Black Woman’s Manifesto (1970): ,Inna wazna cecha jest to, ze ruch wyzwole-
nia bialych kobiet przynalezy do klasy $redniej. Bardzo malo spo$rdd tych kobiet cierpi skrajny
wyzysk ekonomiczny, ktéremu wiekszo$¢ czarnych kobiet jest poddawana dzien w dzien. Nawet
jesli uwazaja zajecia domowe za degradujace i dehumanizujace, to sg finansowo w stanie kupic
sobie wolno$¢ — najczeéciej zatrudniajac czarng gosposie.”

Podkre$lmy, ze rézne ucielesnienia figury mammy wywarly gleboki wplyw na kulture
Standéw Zjednoczonych. Ukazywana jako uSmiechnieta, z okragla twarza, z ciemna karnacja, figura
gosposi charakteryzuje sie stereotypowa postawa uleglo$ci i oddania swoim biatym pracodawcom.
Kimberly Wallace-Sanders podaje, ze nawet jesli pierwsze uzycie stowa mammy na okreélenie
kobiety o statusie niewolnicy zajmujacej sie bialymi dzie¢mi siega roku 1810, to jej postaé¢ miala
zosta¢ wymySlona po wojnie secesyjnej (1861—1865) w ramach mitu przegranej sprawy (Lost Cau-
se), podtrzymujacego sielankowy obraz popierajacego niewolnictwo Poludnia.'* Wykorzystywana
w reklamie i pojawiajaca sie w filmach, w powieéciach i na réznych przedmiotach, nalezy ona
do repertuaru mitologii przedwojennego Potudnia (Antebellum South),'s starajacej sie ukazywaé
system niewolniczy i jego spuscizne jako instytucje zyczliwe poprzez stereotypy oséb czarnosko-
rych posiadajacych jakoby wrodzone cechy predestynujace je do stuzenia, co wzmacnia ideologie
rasistowska. Jak to pokazat Roland Barthes, zabieg mitologizacji przeksztalca dominujace pogla-
dy w uniwersalng nature, gdyz stereotyp jest trybikiem zinstytucjonalizowanego systemu, ktérym
karmi sie rasistowski mit czarnej nizszo$ci i bialej wyzszo$ci.'®

Cytujac pisarke uzywajaca pseudonimu bell hooks,? Cliff przypomina, ze figura mam-
my zostala wymyslona przez biale spoleczenistwo, a tym samym odzwierciedla bardziej jego
potrzeby utrwalenia wlasnych przywilejow i ma w istocie wiecej wspolnego z konstruowaniem
biatoéci (ang. whiteness) niz z historig os6b czarnoskoérych.® Tymczasem, nawet jesli te obrazy
przynaleza do mitologii, to przenikaja do naszych do$wiadczen zyciowych i utrwalaja sie w na-
szych wyobrazeniach, wplywajac na sposoby postrzegania siebie i ,innego.” Opanowuja one
zaréwno przestrzen publiczng, jak i wnetrza domoéw, wsaczaja sie w naszg $wiadomos$é. W od-
niesieniu do Aunt Jemimy, bedacej, jak zobaczymy, wariantem mammy, Cliff kladzie nacisk na
oddzialywanie obrazéw na ludzka psychike, a w konsekwencji na rzeczywistos¢: ,,Byé moze ni-
gdy jej nie poznaliSmy, lecz czy nie jesteSmy przekonani, ze ona gdzie$ istnieje lub przynajmnie;j
istniala? (...) Tak wiec, nawet jezeli wiemy, ze obraz jest obrazem, to oczekiwania wzgledem
zgodnego z tym obrazem zachowania czarnych kobiet trwajg.”

Cliff pokazuje, ze obrazy nie sg nigdy neutralne ani w sposobie przedstawiania, ani
w czynionym z nich uzytku. Wplywaja one na nasze umiejscowienie w spoleczenstwie.>° Tak ma
sie wlasnie sprawa z mammy, wspierajacg ,tautologiczna definicje czarnych stuzacych,” jak pi-
sze Angela Davis, ktora zbadala jak to sie dzieje, ze praca stuzacych nie jest zwyczajnym reliktem
niewolnictwa, ktory musi z czasem zniknaé, lecz czyms, co nadal trwa. W zwiazku z ta sprawa
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w Black Women’s Manifesto Maxine Williams podkresla fakt, ze w latach szeSédziesiatych wiele
czarnych kobiet nadal pracuje w domach jako nisko oplacane stuzace.?* Te obrazy przestaniaja
rzeczywisto$¢, znieksztalcaja historiografie, ukrywajac walki 0os6b czarnoskorych o swoje prawa;
uznanie tego faktu podwazyloby bowiem stereotypowa ceche uleglosci mammy. Jak konkluduje
Cliff: ,,0 ile mi wiadomo, Harriet Tubman nosila réwnocze$nie strzelbe i pistolet. I grozila, ze
zastrzeli kazdego niewolnika, ktory chcialby zawréci¢ podczas jej podrézy na Péinoc. Podobnie
jak matka niewolnica Lorraine Hansberry uzbroila swoje dzieci i wyruszyta z nimi w droge — po
tym jak pozwolila umrze¢ bialemu mezczyZnie.”?3

Kiedy fikcja naprawia historie

W roku 1960, odpowiadajac na zamdéwienie panstwowej telewizji na sztuke o niewolnictwie,
Lorraine Hansberry proponuje utwor The Drinking Gourd, w ktérym zamierza podwazy¢ mity
na temat os6b czarnoskorych. Jednakze sztuka ta, uznana za ,.zbyt polemiczng,” jak podaje Cliff,
nie doczekala sie nigdy wystawienia. Bohaterka Rissa ,,robi to, czego posta¢ czarnoskorej mat-
ki w mitologii biatej Ameryki nigdy nie robita:”24 kiedy jej syn zostal oslepiony, poniewaz na-
uczyl sie czytaé, zabija bialego mezczyzne i daje broni swoim dzieciom, po czym rodzina ucieka.
Czarnoskore autorki i artystki badane przez Cliff odpowiadaja na braki w systemach wyobrazen
i w historiografii, wypelniaja to, co one zamazujg, w szczegdlnoéci akty oporu czarnoskoérych
kobiet, uwidoczniajac ich role w walce o swoje prawa i sprawiedliwo$¢ spoleczna: ,,To za pomoca
fikcji literackiej niektérzy z nas ocalajg amerykanska przeszlosé (...), ludzi stawiajgcych opor,
mezczyzn i kobiety. Te i tych, ktérzy sie organizowali, zbroili i czynnie bronili. Historia afroame-
rykanskiego ruchu oporu stala sie niewyobrazalna za sprawa oficjalnych historii tego kraju.”?

W swym artykule Cliff opisuje portret Tubman (1975) wykonany przez Elizabeth
Catlett: bojowniczka abolicjonistyczna i feministyczna, ktéra przeprowadzita ponad trzysta os6b
trasa Underground Rail,2° jest przestawiona na pierwszym planie, w jednej rece trzyma karabin,
podczas gdy druga wskazuje przed siebie zdecydowanym gestem, aby prowadzi¢ osoby znajdu-
jace sie za nig ku wyzwoleniu. Jedenascie lat po ukazaniu sie tego artykutu autorka publikuje
Free Enterprise (1993). Opierajac sie na dokumentach archiwalnych, opisuje akty oporu oséb
czarnoskorych wymazywanych z dominujacej historiografii. Centralng postacia jest Mary Ellen
Pleasant, wzorowana na afroamerykanskiej przedsiebiorczyni noszacej to samo nazwisko, wia-
Scicielce hoteli w dziewietnastowiecznym San Francisco, ktora byla jedng z podpor i organizato-
rek abolicjonistycznego powstania w Harpers Ferry (1859). A jednak ta historyczna postaé bywa
czesto nazywana Mammy Pleasant, ktore to miano kojarzy ja z wizerunkiem czarnej stuzacej,
przestaniajac tym samym jej zaangazowanie w obronie praw oséb czarnoskorych.?” Jak podkre-
Slala Wendy W. Walters, nawiazujac do tytulu tekstu Cliff: ,Powie$é przenosi czarnoskore ko-
biety z pozycji przedmiotu na pozycje podmiotu, przypominajac czytelnikom abolicjonistyczne
dzialania czarnoskoérych kobiet i ukazujac te ostatnie jako spoteczne uczestniczki ruchu oporu,
a nie jako blagajace ofiary.”?®

Na poczatku swego tekstu Cliff sporzadza liste innych obrazéw wystawionych obok
czarnej Wenus Danese Cattanea. Chodzi miedzy innymi o portret Tubman autorstwa Elizabeth
Catlett, czy o obrazy innych historycznych postaci z walk czarnoskorych, jak Sojourner Truth,
czy o fotografie kobiet z Botswany, czy tez o dzielo Aunt Sally HooDoo (1978) Saar. Bedac bar-
dziej odzwierciedleniem faktéw historycznych niz mitologii, wyobrazenia te odgrywaja istotna
role w konstruowaniu siebie: ,zaczynam pojmowac cze$é tego kogo$, kim jestem,” pisze Cliff. 29
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Uwolnijmy Aunt Jemime

Poczawszy od lat sze$édziesigtych dwudziestego wieku Saar, ktorej prace maja tu duze znacze-
nie, zaczyna kolekcjonowa¢ obrazy i przedmioty powielajgce stereotypy na temat oséb czarno-
skorych — przez dlugi czas byly one jedynymi Zrédlami obrazéw tych oséb w Stanach Zjednoczo-
nych — ktore uznaje za wazne ,jako dokumentacje sposobu, w jaki biali postrzegali historycznie
Afroamerykanéw i w jaki nas opisywali jako karykatury, przedmioty, istoty odczlowieczone.”s°
PoOzniej przetwarza te karykatury w swoich dzielach, tworzac w ten sposéb — jak sama méwi —
»Sztuke rewolucyjna.”s* W tekécie opublikowanym w 1973 roku wyjasnia, ze seria Exploding the
Myth jest nie tylko przypomnieniem cierpien zwigzanych z rasistowska przemoca, ale réwniez
wytlumaczeniem wspodlczesnego gniewu, jako ze artystka wstrzasnelo szczegblnie zabojstwo
w roku 1968 bojownika o prawa obywatelskie Martina Luthera Kinga Jr.: ,,Obrazy wciaz zaku-
waja obelzywie w kajdany osoby czarnoskére. W mojej pracy staram sie pokazywac i wysadzaé
w powietrze mity, ktore je otaczaja.”s* To w ramach tej serii Saar stworzyta dziela osnute woko6t
postaci Aunt Jemimy, w tym The Liberation of Aunt Jemima (1972) oraz Liberation of Aunt
Jemima: Cocktail (1973).

Zaznaczmy, ze najszerzej rozpowszechniony obraz mammy to wizerunek Aunt Jemimy
skojarzony ze stynng marka ciasta w proszku na nale$niki, ktéra wykorzystywata go w celach re-
klamowych. Firma Pearl Milling Company, ktéra p6zniej zmienila nazwe na Aunt Jemima Mills
Company, czerpiac inspiracje z piosenki Old Aunt Jemima, skomponowanej przez czarnosko-
rego aktora Billy’ego Kersandsa, zostala zalozona w roku 1889 przez dwoch bialych mezczyzn,
Chrisa Rutta i Charlesa Underwooda. W 1893 roku zatrudnila ona podczas Wystawy Swiato-
wej Chicago Nancy Green, urodzong jako niewolnica kucharke z Kentucky, w celu promowania
produktow tej marki przez odgrywanie roli mammy smazacej nalesniki dla publicznoéci. Jak
podkresla Wallace-Sanders, réwnolegle grupa czarnoskorych kobiet, wérod nich Fannie Barrier
Williams i Anna Julia Cooper, zabierala w tej samej przestrzeni glos na Swiatowym Kongresie
Organizacji Reprezentujacych Kobiety (World’s Congress of Representative Women), ilustrujgc
to napiecie miedzy mitem a rzeczywisto$cia: ,Afirmacja tej wymyslonej lub przetworzonej histo-
rii Aunt Jemimy nabiera wiekszego znaczenia, je$li poréwna sie ja z oporem, na jaki prawdziwe
czarnoskore kobiety napotykaly w swoich staraniach, gdy chcialy omawiaé i glosié swoje praw-
dziwe historie.”33

Popularno$é Aunt Jemimy — w Disneylandzie otwarto w roku 1955 restauracje z jej po-
dobizng34 — umacnia romantyczng mitologie plantacji na Potudniu. Poprzez swoje reklamy mar-
ka wykorzystuje narodowg tesknote za utopijnym Poludniem sprzed wojny w wysitkach na rzecz
ponownego zjednoczenia kraju po wojnie domowej.3> Taka handlowa eksploatacja czarnych cial
wpisuje sie w dziedzictwo niewolnictwa. W The Liberation of Aunt Jemima Saar odwoluje sie do
mozliwo$ci samookres§lenia sie, ktora jest niezbednym warunkiem wyzwolenia; jak pisze Cliff:
,Przeslanie Saar jest jasne: Aunt Jemima wyzwoli sie sama.”3°

Dzielo The Liberation of Aunt Jemima stworzone na wystawe Black Heroes, zorgani-
zowang przez Evangeline EJ Montgomery w Rainbow Sign Cultural Center (w Berkeley), ma
forme ustawionego pionowo otwartego pudelka, ktérego wnetrze jest wyscielone powielonym
obrazem twarzy Aunt Jemimy, uSmiechnietej czarnej kobiety z glowa nakryta chustka. Jak to
zauwazyla Arlene Raven, takie tlo przywodzi na mysl zaréwno serigrafie Andy’ego Warhola —
ktory przedstawil Aunt Jemime na obrazie Myths (1981) — jak i p6tki w supermarkecie,? co
przypomina o zwiazkach miedzy kapitalizmem, rasizmem i seksizmem. Na tym tle widac figurke
Aunt Jemimy umieszczong na bawelnie, materii przypominajacej o niewolniczej przeszlosci Sta-
néw Zjednoczonych. Znaleziona przez Saar na pchlim targu w Alamedzie (Kalifornia), byta ona
sprzedawana jako notes, ktérego mozna bylo uzywac do zapisywania zakupéw. Figurka trzyma
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w rekach szczotke; natomiast Saar wyposazyla ja w dwa atrybuty niepasujace do stereotypow
dobrotliwosci i postuszenstwa mammy: karabin i pistolet, ,zmieniajac jej status stuzgcej i nie-
wolnicy na postawe bojowniczki,”3® jak podkre§la artystka. Sytuuje ja ona tym samym w gene-
alogii aktywizmu czarnoskoérych kobiet, takich jak Tubman. Wedlug Cliff, Saar ,polaczyta mit
z rzeczywisto$cig historycznego oporu czarnych kobiet wobec ich ucisku.”® Przed nig, zamiast
notesu, artystka umiesScila pocztéwke ukazujaca ,,czarnoskora kobiete z dzieckiem Mulatem, po-
niewaz — jej zdaniem — ten obraz wiele méwi o traktowaniu czarnych niewolnic,”+° gdyz moze
przywodzi¢ na mys§l akty przemocy seksualnej, wykorzystywane przez wilascicieli niewolnikéw
jako narzedzie dominacji.# Saar nakleila na pocztéwke uniesiong pieé¢, nawiazujac do Black
Power Movement i do slynnego aktu czarnoskorych lekkoatletéw Tommiego Smitha i Johna
Carlosa podczas letnich igrzysk olimpijskich w 1968 roku. Wysunieta do przodu piesé dziecka
moze tez wyrazac trwajace bunty czarnoskorej mlodziezy.

Us$miech Aunt Jemimy nabral w ten sposéb nowego znaczenia: kontrastujac z trzymana
przez nig bronia, stwarza on pewna forme dystansowania sie wobec stereotypu, uniewazniajac
go, i moglby wyrazaé¢ rados¢ wyzwalania sie z mitologii, z owych ,wieziefi obrazéw,”#* by po-
stuzy¢ sie stowami Alice Walker. Podczas gdy dzielo to wpisuje sie w pewien ozdrowienczy dla
artystki proces — kanalizujac i zaklinajac bolesne emocje*s — Aunt Jemima pozbyla sie lusterka
jako odbicia spojrzenia z zewnatrz, odwrdcila je, przechodzac od wpatrywania sie do dzialania.
Jak wyjaéniala Saar: ,nawet jesli jest to bolesne, przedstawianie przesztoéci w inny sposob jest
sprawa honoru. Nigdy nie powinni$émy ignorowac rasizmu ani go wy$Smiewac, gdyz jest on for-
ma zniewolenia dla kazdego, niezaleznie od koloru skory. Rasizmu nie mozna pokona¢ dopoty,
dopoki sie z nim nie zmierzymy.”+ Wedlug Samelli Lewis uruchamia ona w ten sposéb ,,nowa
site wylaniajaca sie z dawnej sily wykutej przez zniewolenie i wytrzymalo$é.”+> Nawigzujac raz
jeszeze do tytutu tekstu Cliff, mozna powiedzie¢, ze praca Saar odwotuje sie do aktu repliki (tal-
king back) sformulowanego przez bell hooks: ,,Przejscie od milczenia do stowa jest dla os6b uci-
skanych, kolonizowanych, wyzyskiwanych, tych, ktére sie przeciwstawiaja i walcza ramie w ra-
mie, gestem wyzwania, ktory uzdrawia, ktory umozliwia nowe zycie i nowy wzrost. To wlasnie
ten akt stowa, »repliki, « ktora nie jest zwyczajnym zbiorem pustych slow, jest wyrazem naszego
przemieszczenia od przedmiotu do podmiotu — glosem wyzwolonym.”4¢

W 1973 roku Saar organizuje wystawe Black Mirror w spbldzielczej galerii feministycz-
nej Womanspace (Los Angeles). Gromadzi na niej niektore ze swoich prac, w tym The Libera-
tion of Aunt Jemima: Measure for Measure (1973),4 obok dziel Glorii Bohanon, Marie Johnson
Calloway, Samelli Lewis i Suzanne Jackson. Wystawe wzbogacaja liczne wydarzenia, takie jak
wyklad profesor Mary Jane Hewitt oraz projekcja filmu etiopskiego rezysera Hailégo Gerimy.
Jak podkreslala Saar, Black Mirror opowiada ,,0 wlasnych odbiciach kobiet na sobie samych.
(-..) Poszukujemy przeszlosci, ktorej przez dtugi czas nam odmawiano, wylaniajac sie z bialego
spoleczenstwa i probujac teraz uksztaltowac swdj wlasny obraz. (...) Chcemy, abyScie WY pa-
trzyli w NASZE lustro.”#® Na afiszu Aunt Jemima jest przedstawiona nad tancerkami przywo-
dzacymi na mys$l French cancan, a obok niej dymek: ,,You’ve Come a Long Way, Baby.” Ta forma
podtytulu wystawy wpisuje te artystki w rodowdd kobiet czarnoskorych i podkresla ich zdolno-
$ci przetrwania w trudnych warunkach. Podkre$lmy, ze ,You've Come a Long Way, Baby” jest
w tamtym czasie sloganem kampanii reklamujgcej papierosy Virginia Slims, majacym uwodzié
ewentualne klientki nawiazaniem do idei feministycznych. To zawlaszczenie dokonane przez
Saar wspolgra z przerobka reklamowego afisza, opublikowana w Black Woman’s Manifesto:
pod zdjeciem mlodej czarnoskorej kobiety palacej papierosa dodana jest uwaga: ,But Is This
Where You Want to Go?” (Ale czy to tam pragniesz i§¢?), przypominajaca o instrumentalizacji
cial czarnoskorych kobiet. Jak thumaczyla Julianne Malveaux, obraz ten propaguje nowy mit,
mit czarnoskorych kobiet, ktore podbily rynek pracy, podczas gdy maja one najnizsze dochody
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i s3 najbardziej zagrozone bezrobociem.* Odnotujmy, ze trzy lata wczeSniej Saar uczestniczy
w Sapphire Show zorganizowanym przez Suzanne Jackson w Gallery 32, pierwszej zbiorowej
wystawie w Los Angeles po$wieconej wylacznie czarnoskorym artystkom amerykanskim.5 Wy-
stawa ta wyraza wole tych artystek, by ich glos stal sie slyszalny wobec ich wykluczenia z domi-
nujacej sceny artystycznej, ale rowniez z Black Arts Movement, ktéremu przewodza w wiekszo$ci
czarnoskorzy mezczyzni, oraz z Feminist Art Movement, reprezentowanego przede wszystkim
przez biale kobiety. Odnotujmy w zwiazku z tym, ze podczas wernisazu Black Mirror Saar za-
uwaza obecno$é niewielu bialych kobiet wsréd publicznos$ci i zastanawia sie czy interesuja sie
one problemami czarnoskoérych artystek.5! Bedac czlonkinia rady nadzorczej Womanspace, re-
lacjonowata réwniez spory dotyczace zwlaszcza cen biletéw na imprezy, ktére nie uwzglednialy
trudnej sytuacji ekonomicznej osob czarnoskorych.s

W roku 1998, po okresie, w ktérym jej praca podgzata w réznych kierunkach, Saar po-
wraca do Aunt Jemimy w cyklu asamblazy, eksponowanym na wystawie Workers-Warriors.
The Return of Aunt Jemima w Michael Rosenfeld Gallery w Nowym Jorku. Artystka stara sie
zareagowac na uporczywe trwanie rasizmu. Wstawia tam tary do prania z lat czterdziestych
i pie¢dziesigtych do obrazow i tekstu, aby walczy¢ ,,z pokusa zapominania. (...) Wykorzystujac je
wtbrnie, czcze pamiec tej pracy i umordowanej kobiety, na ktoérej ramionach dzisiaj sie wspie-
ramy.”s3 Na zakonczenie przypomnijmy, ze wprowadziwszy pare zmian do wizerunku Aunt Je-
mimy — w 1968 roku zastapila chustke opaska, a potem, w roku 1989, dodala kolczyki z perel
i koronkowy kolnierzyk — dopiero w roku 2020 firma Quaker Oats, ktéra kupila Aunt Jemima
Mills Company, zapowiada, ze marka ta przestanie istnie¢ w tej postaci, uznajac, ze posta¢ Aunt
Jemimy opiera sie na stereotypach rasistowskich. Jednakze, jak powiedziata Saar, nawet jezeli
Aunt Jemima zostala w koricu wyzwolona, to ,trzeba jeszcze wykona¢ sporo pracy.”>*

W jaki sposob oddzialuja obrazy? Jak sa one postrzegane w zalezno$ci od pozycji w spoleczen-
stwie, z ktorej sie na nie patrzy? W omawianym tekscie Cliff udziela odpowiedzi, badajac role
wyobrazen w funkcjonowaniu rasizmu i seksizmu, przywolujac zarazem moc transformacyjna
sztuki. Ostrzega przed ideologiami, ktore kryjg sie za wyobrazeniami, i traktuje dziela jako pry-
zmaty umozliwiajace refleksje nad celami spoteczno$ciowymi, ,jako elementy tworzace szersze
pole dyskursywne idei, praktyk i ruchéw spolecznych oraz wydarzen politycznych,” by postuzyc
sie sformutowaniem Stuarta Halla.5s Jej analiza relacji miedzy sztuka i polityka bada konstru-
owanie narracji historycznej i podkresla role czarnoskorych kobiet w walkach i w sztuce. Opu-
blikowany w pietnastym numerze Heresies: A Feminist Publication on Art and Politics artykul
jej autorstwa okazuje sie kluczowy dla zrozumienia faktu, ze rasizm nie jest kwestia poboczng
dla ruchéw feministycznych. Stanowi on dla nich problematyke nader istotna, gdyz seksizmu
nie mozna oddziela¢ od innych stosunkéw wladzy w perspektywie feminizméw intersekcjonal-
nych.5¢ Cliff pokazuje, ze feminizm musi by¢ wieloglosowy podobnie jak historia sztuki, przekra-
czajac tokenizm na rzecz glebokich przeksztalcen, aby przemysle¢ na nowo schematy.
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50 Tytul wystawy wpisuje sie w taktyke zawlaszczania, a tym samym przerabiania stereotypu czarnej matriarchy, a Sapphire
jest nazwiskiem jednej z postaci zAmosn’Andy (serialu nadawanego najpierw przez radio, poczgwszy od lat dwudziestych,

a nastepnie przez telewizje az do polowy lat szeS¢dziesiatych), ktory powiela te klisze.

5t Betty Ann Brown i Arlene Raven, Exposures: Women & Their Art (Pasadena: New Sage Press, 1989), 32.

52 Betye Saar, A Conversation with Dr. Samella Lewis,” City University of New York, Hatch-Billops Oral History Collection of
Black Culture; nr 6 (1974). Audio cassette. https://cuny-network.primo.exlibrisgroup.com/discovery/fulldisplay?docid=alma

991003873709706121&context=L&vid=01CUNY_NETWORK:CUNY_NETWORK&lang=en&search_scope=DN_and_CI&a-
daptor=Local%20Search%20Engine&tab=Everything&query=any,contains,04621863.

53 Betye Saar, ,,Unfinished Business: The Return of Aunt Jemima,” 3. Zob. tez Hally K. Harrisburg, red., Betye Saar: In Service.
A Version of Survival (New York: Michael Rosenfeld Gallery, 2000). Kat. wyst.

54 Betye Saar, The Liberation of Aunt Jemima, 1972,” East of Borneo, dostepny 19 czerwca 2020, https://eastofborneo.org/
archives/betye-saar-the-liberation-of-aunt-jemima-1972/.

55 Stuart Hall, ,,La modernité et ses autres: Trois « moments » dans I'histoire d’aprés-guerre des arts de la diaspora noire,”
w Identités et cultures 2, Politiques des différences, red. Maxime Cervulle, tham. Aurélien Blanchard i Florian Voros (Paris: Edi-
tions Amsterdam, 2013), 229.

5 Zob. Kimberlé Crenshaw, ,,Demarginalizing the Intersection of Race and Sex: A Black Feminist Critique of Antidiscrimination
Doctrine, Feminist Theory and Antiracist Politics,” University of Chicago Legal Forum 1989, nr 1, art. 8 (1989): 139.
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l conoeography

Uzupekniajaca ikonografia do analizy artykulu Michelle Cliff.
Complementary iconography for the analysis of Michelle Cliff's article.
Iconographie en lien avec I’article de Michelle Cliff.
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Betye Saar, Liberation of Aunt Jemima, 1972. Mixed media assemblage, 11.75 x 8 x 2.75 in (29.85 x 20.32 x 7 cm). Collection

of Berkeley Art Museum and Pacific Film Archive, Berkeley, California; purchased with the aid of funds from the National
Endowment for the Arts (selected by The Committee for the Acquisition of Afro-American Arf). Courtesy of the artist and Roberts
Projects, Los Angeles, California; Photo Benjamin Blackwell.
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1. Betye Saar, We Was Mostly 'Bout Survival (Ironing), 1997.
Mixed media on vintfage washboard, 24 x 12.6 x 1in (61.0 x 32.0 x 2.5 cm)
Courtesy of the artist and Roberts Projects, Los Angeles, California; Photo Robert Wedemeyer

2. Betye Saar, Liberation of Aunt Jemima: Cocktail, 1973.

Glass, paper, textile, metal, Overall: 121/2 x 5 3/4 in. (31.8 x 14.6 cm)
Courtesy of the artist and Roberts Projects, Los Angeles, California
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Elizabeth Catlett, Harriet Tubman, 1975.

Linoleum cut, Composition: 12 7/16 x 10 1/8" (31.6 x 25.7 cm); sheet: 18 5/16 x 15 1/16" (46 x 38.3 cm)

Publisher and printer: Elizabeth Catlett, Mexico City. Edition: 60; plus several arfist's proofs. Ralph E. Shikes Fund. Acc. n.: 545.1994.
Digital image (c) 2021, The Museum of Modern Art, New York/Scala, Florence
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You've
come a long way,
baby.

BLACK MIRROR

SAT.

SUN.,
FRI.

SAT.
SUN.
WED.
FRI.
2

SAT.
SUN.
WED.

FRI.
SAT.
SUN.

FRIDAY EVENTS FOR WOMEN ONLY
L R S L)

MARCH

APRIL
APRIL

APRIL
APRIL
APRIL

APRIL

APRIL
APRIL

APRIL

APRIL
APRIL
APRIL

31

[

Pk

13

14
15

18

20
21
22

ART EXHIBITS OPENS. Artists; Gloria Bohannon, Marie
Johnson, Samella Lewis, Suzanne Jackson, & Betye Saar.

COLOR ME BLACK, informal rap with the artists, 3-5 pm.
ONE CAMEL DDES NOT MAKE FUN OF ANOTHER CAMEL'S HUMP, a
talk by Mary Jane Hewitt, prof. at ﬂc%&?ﬂ&géé 7:30 pm
ART & BLACK LIFESTYLE, talk by Dr. Samella Lewis, 7:30
ART & S0UL, the body as an artform. Several Black wo-

men who express art in personal adornment., DANCEFORMS
by Suzanne Conjers. Plus a "taste" of soul food, 3-6*

RUTH WADDY, pioneer woman who at 53, decided to become
an artist. Ruth talks about "doin' it". 7:30 pm.
HEARTBREAK HOTEL (by Argus Cruthers), the reflections

of three women: Pat Armitage, Cynthia McPherson, and ,
Marquerite Ray. B:00 pm.

YOUNG, GIFTED, & BLACK: African dances.
Duneen Farrell & Friends (Script's College) 3=5 pm.*
Marthu Gardner & Friends (U.C.L.A.) 5:30~7:30 pm. *

THE LIBERATION OF AUNT JEMIMA (pioneer woman), talk by
Jeffalyn Johnson, Black Studies Professor, P.C.C. T7:30

BLACKBERRIES, words and music by Bonnie White, 7:30 pm*®
19
CHILD OF RESISTANCE, a revealing film by Haille Gerima.

THE BLACK WOMAN IN FILM; panel discussion with Olga A
Adderly, Abby Lincoln, and Carol S5ides. 3:00 pm.

* DONATION REQUESTED *
PR C E 11007 VENICE BLVD. CULVER CITY

Plakat wystawy Black Mirror zorganizowanej przez Betye Saar w Womanspace (Los Angeles) w 1973 r.

Poster of the Black Mirror exhibition organized by Betye Saar at Womanspace (Los Angeles) in 1973.

Affiche de l'exposition Black Mirror organisée par Betye Saar f Womanspace (Los Angeles) en 1973.

Courtesy of the artist and Roberts Projects, Los Angeles, California.
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Betye Saar

Black Mirror is the theme at WOMAN-
SPACE from March 31 through April 22nd.
The works of five artists; Gloria Bo-
hannon, Marie Johnson, Suzanne Jackson,
Samella Lewis, and Betye Saar will be
exhibited. The exhibit and events will
interpret the black woman's reflections
on hevrself, the way she lives, the thouzhts
she thinks, the way she looks, loves,
and creates.

The black woman has been labeled
mammy, Aunt Jamima, Sapphire, and ba-
by. Hey, we're all that and more. We
are in the throes of discovery. We are
searching for a past that has been long
denied us, emerging from a period of a
white program society, and now attempting

to form our own mirror image. Deep
in our inner consciousness (thoughgener-
ations removed) there still exists the
essence of Africa (soul?)., This essence
is the core of our survival and the basis
of our creativity. This creativity takes
many forms - words, music, dance, art,
axd most important, life-style. The African
concept of ‘‘life is one and the arts
the unifier'' is our premise, For us
the arts are expressed black soul, an
extension of black life-style,

We don't want to teach, we don't wantto
preach, - we want to share. We want
YOU to look into OUR mirvor; hzy,
can you dig it!

Betye Saar The Liberation of Aunt lemina — 1972

Betye Saar, "Black Mirror," Womanspace Journal, vol. 1, no.2 (April-May 1973): 22.
Courtesy of the artist and Roberts Projects, Los Angeles, California
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