Defining Us: A Critical Look at the Images of Black Women in Visual Cultue and
Their Narrative Responses to these Images.

DISSERTATION

Presented in Partial Fulfillment of the Requirements for the Degree Doctor of Philosophy
in the Graduate Schoof The Ohio State University

By
Tanisha Monconjae Jackson

Graduate Program in Art Education

The Ohio State University

2010

Dissertation Committee:
Dr. Vesta A.H. Daniel, Advisor
Dr. Karen Hutzel

Dr. Osei Appiah



Copyrightby
TanishaMonconjae Jackson

2010



Abstract

There is a disconnection between the visual and visuality when it comes to the issues of
representation and identity for a particular group of people. According to Sturken and
Cartwright (2001) visuality can concern how we see everyday objects and e plest

those things we think of as visual texts (p. 370). The relationship between images and
their visuality renders serious consequences when the group (i.e. Black women) in
guestion is misrepresented. Images of misrepresentation are even more cuiaeque
when it occurs within the realms of mass media and popular visual culture because the
viewing audience is pervasive. So then, the question that must be asked is how can
marginalized groups that are misrepresented in a highly visual world take adéritreir
images? How can they acquire the agency to construct self and group identity? These
guestions addressed in this research study where their answers can be cultivated and
examined within the realm of contemporary art, mass media and popularcukued.

| use a mixed methods approach to collect data through the development of both a focus
group and use of content analysis, rhetorical analysis and a quantitative survey (i.e., The
Rosenberg Self Esteem Scale). A focus group is useful in gainowjédge from
disenfranchised or marginalized groups. Specifically, the goals of this study call for the
use of Participatory Action Research (PAR) with a small population of Black women at
The Ohio State University and the use of a survey and questiesitiz@t measure self

esteem and perception.



The main goal for conducting a theoretical and participatory study of the images of Black
women in visual art and popular visual culture is to develop pedagogical
recommendations of how visual culture scholans gse narrative inquiry and counter

narrative to explore race and gender representation
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CHAPTER 1 INTRODUCTION

ARSTANDI NG ON SHAKEY GROUND I POSE MYSEL
STUDY BUT WAS NO LONGER CERTAIN OF THE QUESTION TO
AS KO . rrie-Ma€\Weems

| sat under a hot dryer at the beauty salon and | looked at a mature woman who

was flipping througtEssence Magazinén it was a picture of Beyonce in a very

hyper sexual pose with a white man.ondt squi
| i ke beganwd d hl a mi ni |l ecture about how it wa
al |l | dondt even know her. My response foc

overdone, over worked over mgsentation of Bick women as overtly sexual,
AHottentotso in the medi a. | said, AThe me
woman nodded in agreement and gave a sigh. Satisfied that | had just enlightened her or
in more coll oqui al t er moscouidhegainty voiceaaverihe d g e 0
noise of the running hair dryers, when my hair was done, | left feeling that | had said
something necessary about imageBlatk women.

Issues about the wdlack women are perceived today are often the main topics
by menand women in beauty salons. Stephen Carpenter (2003) makes a similar

connection to bar ber s hop ershophieasiteobdisgparsent s o



interpretatiormandcommentary about social and cultural norms. All statements are fair
game for critical deconstructiono (p. 12).
women come to get beautified and to be around a group of people with common interest
and sometimes Wes and perspectives. Many conversations develop out of commentary
on popular culture.

Black culture at its finest is well preservedBiack salons. | should specify that |
go to an alBlack salon in what is considered the hood or in politically cariexens an
urbanBlack neighborhood. This salon in owned and run iBfaeck woman, the operators
are allBlackand womerwith the exception of one mamd the clients are mostBfack
women, children and occasionally men. It is a space where an outsiglebssave
Black culture at its finest. It is also a space that is heavily loaded with images and popular
culture text. Simultaneously, one may find magazines sugatdsbony, andEssence
that give focus entirely to tHglack audience and sometimes these read by
mainstream Americdt is not rare hear comments about articles and picturdstan
Ebonymagazine and tthen see these passed aroundféice or beauty salon. From
there a conversation begins or as usual a debate ensues. A radio sspadwang music
from one of the locaBlack radio stations such as smooth jazz from 98.9, R&B, and from
107.5 or the gospel/ contemporary Christian station power 106.3. Sometimes a tune
inspires patrons to sing out loud. A tune evokes memory. At the samée TV is
playing shows omBlack Entertainment Television (BET), soap operas, football and
basketball games, bootleg tapes and even the news get their fair share of play. And if
what is showing on television is most contemporary that show wins oveortigetition,
and the radio is shut off. What | am describing here is what Carpenter (2003) calls a

2



Ahypertexto or environment of Taylg, @2 cul tu
go on toueveploaisnsfii multaneous penters20@jpat i onso
12). These types of associations are often worked and reworked in the beauty salon and
this makes this a space of learning and agency.
| mention all of this to suggest that the beauty salon is a very significant space and
yet one of manylaces wher8lack people andlack women in particular have a voice,
and possess agency to freely define, reinvent and perform in a way in which they truly
see themselves. What occasionally takes place is what hooks (1992) postulates as the
Acr iBlatkE amal e spectatorshipd that emerges a
a space that has a pervasive amoumaterialsyisual pop cultural text that reiterates
some stereotypical narratives that devdiseck women, and could potentially undercut
their selfesteem. The two reinforce each other making the process by Bilaidh
women construct their identity cyclical in nature. The focus of this research is not to
explore the social instructional components @redominately African American beauty
salon. There is a need for dialogue about the ways in viieatk women actively
engage in redefining various forms of a collective identity in everyday life and how
visual culture educators should lookBlack women to develop critical questions and
affective pedagogy that address their visual images. Space and the position of groups of

people are essential to this study and it should be taken into consideration that:

A classroom is not simply a room in which leiag takes place based on a
prescribed curricul um, a textbook, or g
classroomo exists when the classroom en
complex texd comprised of interactions among teacher, students, visitors,

subject area conterdrtifacts in the room, external references, and other

3



stimulitwort hy of interpretation and relevar
(Carpenter, 2003, p. 15).
Such an undertaking could inform educators who explore the content and impact of

visual culture on socig.

Background to the Problem

Schol ars explain that, #AWhile most peop
particular are perceived through a distorted |&tsck women are routinely defined by a
specific set of grotesque caricatures that are reduyctive naccur ate, and unf
ShorterGooden, 2003, p. 3). EssentialBlack women are heavily stereotyped. And this
i ssue has a strong presence in their visua
di cti onary someathing coefanigt@adixed & genefial pattern;
especially a standardized mental picture that is held in common by members of a group
and that represents an oversimplified opinion, prejudiced attitude, or uncritical judgment
As it relates to race and ethnicity, steypats are attached to every group. Silverman and
Rader (2009) remind us that, Athe probl em,
propensity to attribute group characteristics to individuals. Believing all Jews are smart or
all African Americans are athie can have subsequent negative effects that balance out
any positiveso (p. 271).

Still people living in a society are unlikely to be neutral and cannot move away
from the practice of ascribing stereotypes to other people; it is a part of our saorlizat
process. An even more significant issue related to stereotypes is their connections to

4



prejudices. Patricia Devine (1989) extends the conversatiorewitability of prejudice

and explains that fAas | ong as reotymesaeot ypes
automatically appliedéknowl edge of stereot
groupo (p. 5). The argument that stereoty

understanding of just how significant they are to our navigation in thelworl

If we are to believe that stereotypes are inescapable then we must pay attention to
the processes under which they operate. There are two models of responses, automatic
processes and controlled processes, which convey how individuals deal with their
knowledge of stereotypes. Shiffrin & Dumais (1981) explain that Automatic processes
involve the unintentional or spontaneous activation of someleaglhed set of
associations or responses that have been developed through repeated activation in
memory. They dmot require conscious effort and appear to be initiated by the presence
of stimulus cues in the environmento (as ¢
processes occur at the subconscious level and within a time period before any cognitive
control takes face. What is revealing about the automatic process is its capacity to reveal
how certain stereotypes about a particular group are activated despite the fact that it may
conflict with a persondés belief. ndln contr
require the active attention of the individual. Controlled processes, although limited by
capacity, are more flexible than automatic
the controlled processes that a person can acquire new personal bafiefetty
challenge the already established stereotype. The application of both processes allows us

to understand the difference between high and low prejudiced people.



Priming Stereotypes

Regardless of whether a person is of high or low prejudicat 18 always present
is the exposure of stereotypic messages that are significantly and culturally identifiable.
One way in which stereotypes are identifiable in the mainstream is through a process
called priming. Brewer & Nakamura, 1984, Fiske & Linvill©80; Hastie, 1981; Taylor
& Crocker, 1981, have all argued that, APr
schema is activated and applied to other, even unrelated, objects or events (as cited in
Power, Murphy & Coover, 1996, p. 39). As it relatesamal signifiers, many studies
have been done where researchers will prime participants with text to see how it affects
their responses to people of a particular race. One study in particular by Devine (1989)
presented words related to African Americagrabtypes to participants. This was done at
an exposure threshold below conscious awareness. In a later task participants who had
been primed subliminally with stereotypic traits were more likely to rate Donald, an
unrelated target person, as hostile keeping with the racial stereotyfpehan
participants who were subliminally primed with traits unrelated to the stereotype. (Power
et al, 1996). Priming occurs often. For example, within society language and media
(especially media which incorporates visuabhgery) have been rich sources for priming.
They pervasively provide the access to these racial signifiers and make them relevant and
recognizable in mainstream society. When looking at race, priming of certain minority
groups appears to be most saliergaciety because of the media and this has often led to
negative stereotypes regarding race specific groups.

6



Abraham and Appiah (2006), Il n AFraming
| magery in Priming Racial St er etoetrigstreats 0 o f f
are related to visual i magery. The article
visual propositioningo and this theory exp
images and textual narratives as it relates to news medifi&gby, implicit visual
propositioning is, fidefined as the wuse of
that stated explicitly in the verbal text) juxtaposed with the explicit verbal statements to
make a comment, proposition or suggest new mearthat go beyond the meanings
simply produced through the written or ver
185). This theory makes a direct connection between the-mattal messages that are
disseminated when visual images and text are witegtl. From there the article makes a
direct linkage to how this process works in relation to race.
The production of racial stereotypes is rehashed and reinforced through the

juxtaposition of images and text. Texts alone create racial subtext of meandiage
only elaborated and enhanced with pictorial images (Abraham & Appiah, 2006). This
article shows how visual images have a dominant majority power when it comes to media
messages. In relation to my research on visual culture and the represerit@tamk
Women, this article is an appropriate reference for theoretical considerations of race and
imagery. Two other theoretical frameworks, Cultivation Theory and the Theory of
Accessibility further establish the sustaining existence and affects ebsfees in visual
culture media.

Cultivation Theory and the Theory of Accessibility allow us to critically
evaluate the acceptance of messages of African Americans found in television media.

7



Fujioka (1999) posits that cultivation theory conveys messagdslevision that are
cumulatively internalized by viewers as a result of massive exposure (i.e. frequency of
television viewing to televisionbds uniform
interested in measuring repetitive exposure to televisiangyats of African American
women, the concept Cultivation Theory leads to our understanding of the acceptance of
these messages and long standing survival of these messages. The Theory of
Accessibility uses the concept of automatic processes; whichusitmtentional and
spontaneous activation of a whdarned set of associations that have been developed
through repetition. And this theory suggests that the availability of these repetitive
associations that are distinctive, unique and vivid have aogiefdronate impact on

human judgment (Tyversky & Kahneman, 1973). This theory also works in conjunction
with the Schema theory that explains images or schemas are stimulus cues, which help
us, understand how we process and interpret messages. From ¢loesectl

frameworks we gain a better understanding of the profound nature of the stereotypical

nature of visual images &flacks and stereotypes.

African American Stereotypes
The general representationBlacks in the media has historically been steeped in
denigrating stereotypes. In ChapterMédia Stereotypes Of African Americans

Lester and Inkges tha Isjurd i2ud AbBham explores racial stereotypes

that ar e r ecur r ¢amof African Ambrieansnidediistaexpkcated that i ¢
there is a historical narrative of African Americans that dates back to slavery. In
reference to Donald Bogglebés (1991) ident:i

8



types used to stereotypdacks over time (Toms, Coons, Mulattoes, Mammies, and
Bucks), Abraham establishes that, Athe cha
character portraits, toneeanmglazp mdolem, darefrede,e s av
optimistic, and intellectually liited, and the savagea synonym for sexual prowess,
dangerousness, and i mp u-nsoductemoéteesecchatager 8 7 ) .
portraits sets readers expectations of what narratives can be found throughout the media
because his argument is thia¢se narratives are present and often perpetuated visually

and covertly.

Definition of Popular African American Stereotypes

T h e a BlackStereetypés As Reflected In Popular Culture, 18802 0 0 ,
presents a list of images of African Americans thateaprevalent in popular
entertainment; all of which were denigrating®iacks. Lemons (1977) explicatdsat,
Afall these stereotypes were part of the po
twentieth century. They were so familiar that few peopl@ &iny notion that they
degradedBlackAmer i cans (p. 103) . |l 6m not sure whe
argument that few people realized how these images of African Americans were
denigrating. Regardless, it is important to krepecifically what these iages wee

denigrating as well as the messages they convayedt African Americans. The typical

stereotypic images that were commonly found alBbatks are:

ZipCooniii s a preposterous, <citified dandy
brightloud and exaggr at ed c¢cl ot heséa high stepping
mi smatched vocabularyo (Lemons, 1977, p

9



Jim Crow/Samb®é i r e p r e s e n-thiakethg, sldwenoweny aountry

and plantation darkey. He wore tatters and rags and a battered hat. He

spent histime sleepio6, fi shind, huntind possums, o
mol asseséexcept when stealing chickens
(Lemons, 1977, p. 102).

TheBlack bruteBlack Buck - (1870s-) is a violent, angrlack male. He
tends to have a violent nature anduagontrollable sexual appetite, often
for white women. The quintessential example is perhaps Gus or Silas
Lynch from the filmfiBirth of a Natiom, 1915. They cannot control

t h e ms eAs stezedtgpes go, this one is pretty nawlid not arise till

the 1&0s, after th@lack slaves were freed. As slaves they were seen as
simple and childlike. Once freed, they were seen as being wild and out of
control (http://abagond.wordpress.com/2008/04/2 3Blaek-brute
stereotype/).

Jezebel The portrayal oBlackwomen as lascivious by nature is an
enduring stereotype. The descriptive words associated with this stereotype
are singular in their focus: seductive, alluring, worldly, beguiling,

tempting, and lewd. Historically, White women, as a category, were
portrayed as models of setéspect, seltontrol, and modesty even

sexual purity, buBlack women were often portrayed as innately
promiscuous, even predatory. This depictioBlaick women is signified

by the name Jezebdit{p://www.ferris.edu/jimcrow/jezebgl/

The Tragic Mulatto stereotype reflects a mixedce child, the product of
aBlack/white relationship. They are usually ligsitinned and attempt to

pass for whig in a society that consideBack a bad thing. Being

chronically unhappy and confused are standard traits of the tragic mulatto.
The Peola role in both the 1934 and 1959 versioffithafation of Lifed

was a tormented mulatto stereotype
(http://encyclopedia.jrank.org/articles/pages/3219/Stereotypd.html

The Pickanny is aBlack child with his or her hair uncombed, nappy, and
often shooting straight up on the head. With @stthat are sometimes
dirty and raggedy, they are usually depicted aswlitted. Stymie and
Buckwheat, two of the Little Rascals in The Our Gang series, are early
examples
(http://encyclopedia.jrank.org/articles/pages/3219/Stereotypg.html

The Tom and Mammyare often portrayed as kind, loving "friends" of
whites. They are also presented as intellectually childlike, physically
unattractive, and neglectful of their biologicahfilies
(http://www.ferris.edu/jimcrow/caricatune/

10
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AHottent ot 0/ Qu i-fortadosgdimen Europehns bavethado ¢ k s

a fascination with thgenitals and the buttocks of the African woman.

This fascination reached its zenith when a South African woman, Saartjie

Baartman, the soalled Hottentot Venus, was taken from hemeland in

1810 to London and then Paris as the prized huspanimen to show the

supposed inferiority of thBlack femalephysique.She was exhibited

naked daily, sometimes in a cag#er times private viewings were

organi zed fostamedi off. ahefgheer her death
body was cut up and put alisplay in a French museum to illustrate the

Fr ench Sustcoaceited rsotios that the female African form was
Aabnoamdl dani mal istic. o0 (Aduonum, 2004,

For the purpose of this study it would be a benefit to look particularly at the
stereotypes that are applicabledBlack women and how they are strategically used for
sociaeconomic and political purposes. Through these images we learn so much about
the soci al i mplications of race. Patricia
exercise power, elite white men aheir representatives must be in a position to
manipulate appropriate symbols concerritbfackwo men o (p. 68) . Thi s
power is done through exploration of already existing symbols and through the creation
of new ones (Patterson, 1982). Fertinore, Page (2003) goes on to say that studies of
racialized gender and other media enhanced instruments of social stratification perform
special social functions in the new world order (p.99). She establishes a direct
relationship between the represeiota of Black women in the media and a white cultural
practice to establish certain social structure in mainstream society. What seems like old
practices of racism is in part new because of the more covert ways in which these
historical stereotypes &lack women are being disseminated. This we can credit to
popular culture and how it is widespread through the constant advancement of

technology.
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African Americans and Representation in the Visual Culture media

Abraham (2003) warns readers that becausealitagan political correctness,
the blatant racist text and messages that were once overtly expressed is not done now.
|l nstead, Awhat is increasingly worrisome i
itself in less apparent and subtle forms tmatraore difficult to detect and therefore to
confronto (p. 90). 1t is the covert for ms
than those that are blatant because their difficult detection provides a false sense of
progress in the media effort taifly portray African Americans and other people of
African decent. The reality is that racist stereotypes still exist and go unchallenged as
Abraham states above. It is efficiently easy to play on stereotypes when it comes to using
visual narratives in xtaposition with other media text. The goal for most media formats
is to have audiences buy into and easily read the message with little effort. The visuals in
the media have a substantial amount of pow
serve very imlicit and subtle functions of stereotyping that call little attention to the
artifice of construction. And because this practice seldom proclaims itself openly, visual
stereotyping can be very insidious and more potent than explicit verbal stereotgping (a
cited in Browne et al., 1994). The lack of checks and balances in the production of media
stereotypical visuals leads one to question the social responsibility, if any, that the
producers of these images have to audiences? It is acknowledged thatdahsuch
narratives is not always intentional and can even be created subconsciously but in a
market media that arguably aims to be fair and balanced; the issue of accountability must

be raised.
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Osei Appiah (2007) makes a direct connection between thod siereotyping
and the media. His researatgues that theedia is a powerful source of stereotypes
because, fithe media are powerful in develo
beliefs and expectations concerning certain groups, particylar when t he audi er
personal experience with those groups is |
only access or exposure of a particular group then this makes stereotypical narratives all
the more powerful and believable. Appiah further disesise functionality of
stereotypes in media when he explains that
messages are easily accepted because they are usually simple and have little ambiguity
(as cited in LaFerle & Lee 2005, p. 142). This suggeststaetotypes have a functional
role in society that is both desired and needed.

In fact, this article makes a distinction between social stereotypes, positive
stereotypes and negative stereotypes. Social stereotypes are acquired through a variety of
media. Their presence is explainedahere, i
clear message, the media often uses stereotypical categorizations of individuals or groups
based on attributes such as ethnicity, gender, class, employment, sexual orientation,
religion, mental or physical disability, and age (Appiah, 2007, p.1). $oithe
stereotypes are necessary in order to create a sense of order in society, then why does the
term have such negative connotations? Well
not inherently bad or har mf udusedinnegaiivegener a
ways to serve as the foundation for negative prejudlitieat stereotyping becomes
particularly problematic, potentially leading to discrimination and intolerance of certain
groupso (p. 2). A |l ot of naeaasudlwcenteedonr eot y
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racial and ethnic groups. Visually these are the first or most obvious markers when it

comes to socially contextualizing people. Appiah (2007) makes a point in explaining

t hat , Ai n Ameri can medi aesofmaaigethnicosteredtypes mo st
are associated witBlackpeople (p.3).As stated before, there is a long history of

denigrating images d@lacks in the American media and as a result this has impacted the
attitudes and opinions of audiences and partitguahite audiences.

The effects and challenges of stereotypes in the media are critically explored
throughout the remainder of the article an
to realize that stereotypes are permanent fixtures in ouateedsociety and in our
mindso (p. 3). The permanency of stereoty
being that there is a social responsibility that should be assumed when creating these
images and more accurate diversified images should é&xptah, 2007, p. 3). This is
definitely important as it relates to racial stereotypes aBlaukk women.

AThe I ntersection of Race and Cri me 1in
on Black females in visual culture media because this article igdbasés definition of
the term racial stereotypes and the explanation it gives of the importance of visual
images. Mark Peffley, Todd Shields and Bruce Williams (2001) conducted a quantitative
study in which they expl orveullporinagalsgBlaeks t i on s
criminal suspects in televised news stories, independent of the audio and textual portions
of the broadcast, activate and reinforce w
Americans? Once activated, to what degree doracig@ stdr y pes bi as Vvi ewer ¢
impressions oBlack (versus white) suspects portrayed in television news stories about
violent crimes?0 (p. 312) The study is fou
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stereotypes are commonly defined as cognitive structarestt cont ain the per
knowl edge, beliefs, and expectations about
Hamilton & Trolier, 1986, p. 133). The most interesting thing about this theoretical
argument is the fact that the same behaviors perform@&tblis and whites are
interpreted differently by white subjects, wBltacks often seen as more guilty and more
aggressive when it comes to criminal narratives. Although this study is specifically
|l ooking at race and cr i mesteieatypes aré lkelyitobe on, i
activated automatically by encountering ra
2001, p. 312) aids in our understanding of how people might read race in other media
formats; and is applicable to the discussion of viseplesentation ddlack women in
the media.

Mark Peffley et al (2001) specifically explain the importance of visual images
when they tell readers that visual images have a great potential for generating powerful
emotional responses (Biocca, 1991). Tésponse to African Americans in media and
particularly television is a testament to that. The rationale is that there are negative
stereotypic images of bo@lack males and females that portray them as a menace to
society or that objectifiesand marginat es t hem i nto a state of T
understand the prolific nature of African American stereotypes one must look at
contemporary media with a critical eygdlacks 6 r epr esent ati on i n Vvi s

embroils todayoéacialeccietyon of a post race
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Statement of the Problem

Our girls are in Crisis! According to Janice Ferebee, BPDC

Director, ffAGir FPeentyyarfe faccdWwitb chdllenges t he 21
that threaten their future including poverty, poor sdteem and body

image, teen pregnancy, highdraput r at es, medi a expl oit af
girlso and sophisticated cyber bullying
and mentoring. o0 Despite these challenge
but do survive and succeed with the suppbwamen who believe and

invest in them for the health and sust a

(Women & Girls Changing The World, Para. 2).

The quote above comes from the National Council of Negro Women (NCNW)
website and it establishes that the attentd the state of minority females and
particularlyBlack females is a current and relevant concern. Because of this,
organizations like the NCNW develop initiatives to combat some of the challenges that
these women face; it also provides a sound purfooghis study. The purpose of this
study is to bring race to the forefront of visual pedagogical discourse through the
exploration oBlackwo mendés perceptions of their repre
culture media; and in the observation of tffeas that these messages have on their
identity. The purpose of this study is also to promote social uplift and empowerment
among theéBlack females that participate in this study. Throughout the remainder of this
proposal | will refer to the targeted getts of this study aBlack women. This term is
also inclusive oBlackteenage girls who according to the above quote are faced with the
challenge of media exploitation. | believe that their point of view is equally important
because visual media heauvihfluences their process of framing a seifage. The
critigue of the visual images &lack women is not new in scholarly discourse. However,

this study gives participants an opportunity to develop questions Blamktwomen and
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visual culture represegtiion that they consider to be pertinent. Art educators and visual
culture scholars can refer to the questions to get insight about how to engage visual
culture in the exploration of race and gender specific representation. Throdgbuhef
artwork created bflack female artists and the useBifick female participants, this
study pusheBlackwomen from the pgphery of visual culture discourse the forefront
and in a position of agency. The problem is that we (society asla amdBlack

women in particular) are not looking at these images critically. Also, there are few
opportunities provided fdBlack women and others who are concerned about the
misrepresentation of this group, to challenge the existing-neetatives oBlackfemale
inferiority. This study will also use the practicum of counter storytelling as a means of
recreating narratives and messages that authentically express the ways in which a
particular group oBlackwomen view images ddlack females. This is ndb suggest

that the narratives that will be created in the study are representativ&laicklivomen,
but rather it isanopportunity for creating narratives that are socially uplifting to the
participants involved in the process. These endeavors @ledgoy a particular set of

research questions.

Research Questions
The main goal for conducting a theoretical and participatory study of the images
of Blackwomen in visual art and popular visual culture ig$tablish and reinforce
practical approacheas academia that will provide fresh discourse on how we use this
media to explore race and representation in the field of Art EduaatimVisual culture
studies In order to find out how African American women perceive visual
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representations of themse$vand what pedagogical approaches should be taken to
develop critical questions about these images, | will seek answers to the following
guestion:

How does the investigation of visual images (fine art and popular culture images)
portrayingBlackwomen hel@Blackwomen and others to critically view and engage with
representations of themselves in visual culture? This question promptsraalditib

guestions

1. What critical questions should be asked about the imadgéscif women according
to Blackwomen?

2. In what ways ddBlack women identify with commercial images Black women?

3. What is the relationship between the images oBllaek female body an@lack
wWo0 me n Gesteegn@ | f

4. How can the convergence of the imageBlaick women and personal written
narratives be used to interrogate the concepts of race, gender and identity?

e From these personal written narratives what understanding can we get
aboutBlackwo mendés perception of: empowerm
beauty and seality, and their various roles in society?

Artists are always responding to, interpreting and questioning what is taking place in
the world. Their art is a mimesis; a mirror of the culture in which the artist lives and
works (Silverman & Rader, 2009, p99). Concomitantly, art education pedagogy,

Sshould offer a platform for exploring the
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This research attempts to explore an aspect of these effects through the creative art

making and narratives &flackwoment o ar ti st so6é i nterpretatio

Rationale of the Study

| sensed grave reluctance, denial even. And it struck me thBtefok

people, the pain of learning that we cannot control our images, how we

see ourselves (if our vision is not decolonized), or how we are seen is so

intense that it rends us. It rips and tears at the seams of our efforts to

construct self and identiyhooks 1992, p.34).

The guote above suggests that there is a disconnection between the visual and
visuality when it comes to the issues of representation and identity for a particular group
of people. According to Sturken and Cartwright (2001) visualityooartern how we see
everyday objects and people, not just those things we think of as visual texts (p. 370).
The relationship between images and their visuality renders serious consequences when
the group (i.eBlackwomen) in question is misrepresentedatyas of misrepresentation
are even more consequential when it occurs within the realms of mass media and popular
visual culture because the viewing audience is pervasive. Sahkejuestion that must
be asked is how can marginalized groups that areepresented in a highly visual world
take control of their images? How can they acquire the agency to construct self and group
identity? | believe these questions can be deeply explored through a research study where
their answers can be cultivated and exesd within the realm of contemporary art and
popular visual culture. Furthermore, | want bwfikual culture educatornd students to
consider the power of images and text. Particularly, | want them to consider the use of

counternarratives as a meansin¥estigating and contextualizing visual art and-pop

culture images of race and gender in ways that make them relevant to their lives. In
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recent scholarship, Art Educators have used art as a transformative tool to communicate
At hat 1t i isytodharmessthe tsapstommativelpower of art in order to educate
the next generation of students to become
2005, p. 306). So then, this study expands the opportunity for educators to see how
contemporary arand popular visual culture can be used to foster social change in the art

education classroom and the field itself.

Scope and limitations of the study

My research identifies the presence of historic stereotypes;magtives that
are ascribed to thiemale body through contemporary images found in popular visual
culture and fine art. The research also looks at the significance of impact and
interpretation that these images invoke through the critical investigat®laak
undergraduate college womeho believe that these images are a representation of their
race and gender group identity. | am not examining whether or not these images are
interpreted to be positive or problematic. Nor am | trying to promote an overall
representation of ideas and ieetation of these images as something that represiénts
Blackwomendés senti ments on the issue. This re€
self-identify asBlack women are diverse in a muitde of ways. This includdsow we
defineBlack womanhoodtself and the acknowledgement of whether or not an image

accurately is a representationBlack womanhood.

My shared background as a student andidelitity as eBlack woman positions
me as an insider in the focus group. This could prove to be beneficial to providing me
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with access to the focus group and in removing social distance. However, | acknowledge
that | already have determined notions about the issugiacik female identity in visual
culture and both of these factors come into play in my role as researcher. This could be
considered problematic for fellow researchers and for those who adopt a quantitative

approach to methodology. My goal then in this studyoisto be an objective researcher

butrather reflexive. HessBiber, and Leavy (2004 est abl i sh t hat, AfARef
important tool that allows researchers to be aware of their positionalities, gender, race,
ethnicity, class and any other factorérat mi ght be i mportant to

143). Through the use of mixed methods, the objective is not to solve a problem but
rather to establish meaning(s) and to excavate multiple voices as it relates to this one

particularissue: the visual representationBtdck women.
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CHAPTER 2: REVIEW OF LITERATURE: HISTORICIZING THE BLACK
FEMALE BODY NARRATIVE AND BLACK VISUAL CULTURE
Introduction
Narratives about thBlack female body have been documented by Hill Collins

(1990); Hobson, (2005); hooks, (1992); Mohanram, (1999):&haftall, (1995); and
Williams & Williams, (2002). In this chapter | discuss the representati@®taak women
in Western society. | also inseadme of my own personal experiences with the issues of
gender and race representation as an effort to assert and validate my own narratives. |
begin by lookingat1®c ent ury Western European cultur ecq
race through a critical alyais of visual and written narratives of Sarah Bartman
South African Khoisan woman who was displayed on an English and French national
stage. Next | address the influence of the
representation ddlack womenand how specific stereotypic narratives have been
ascribed to African American women. Lastly, | talk about the pedagogical roBl#at
visual culture has in teaching audiences about the nat@aak culture. |1 conclude this
chapter by discussingehmplications for usin@lack visual culture as a pedagogical

tool in Art Education and for visual culture educators.
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Bartman mania: Reading theBlack female body from an European perspective

TheBlackbody has, of course, been demonized in Western eultur

represented as ogreish, coarse, and highly menacingly sexualized. But the

Blackbody has also been valorized, represented as darkly alidirétig

highly menacingly sexualized but, well, in a good way. And this,

historically, is its ambiguous role inéhWestern imagination.

--Henry Louis Gates JR.

There is an image of a womanBEck woman with short cropped hair who
stards stoutly before viewers. She is naked. Her eyes are cold and lifeless. Her breasts are
large. Her hips are unusually wide. Still what is even more defined about her is not her
character, or her occupation or even her achievemt g @
in life; it is what is onsidered to be an enormous an ';, 4)
abnor mal butt. We donot

image that presents a front view of the woman but

rather in the second image that shows a profile vie\

Images like these were pervasive throughout WeSt‘Figurel Drawing of Sarah

_ . Bartmann
European societ'eand soon madbeirway to North
America. The image presents a woman without the context of her culture, and personal
background. These sketched images of the woman are similar to those found scientific
journals of the 18and 14" century. These journals depicted animals and plants
objectively and in profile in order to help readers and other researchers identify what
species they belonged to. Consequently, these images described here invoke a scientific

presence in the way it olgtfies thisBlack female body. Furthermore, they are evidence

of the I ong history of the display of huma
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of the ruling classes in Europe (Willis & Williams, 2002). Within context, these images
are actually deptions of a real person exhibited under the gaze of white eyes. What this
image does not depict is the journey of which this woman took to be in this position of
objectification. The sketches do not tell her story and yet they are images that are socially
ascribed to countle®dlackf e mal es 6 who have come after he
In an effort to further expand the discourse on the imagBtaok women in
popular culture | look to the ¥&entury phenomenon known as Bartmannmania.
Specifically | am talking about thekibition of a South African KhoiKhoi woman
known as Sarah Bartmann, (Saartjie Baartman) oBldek Hottentot Venus. The
variations of her name alone leiadevidence about colonial domination, possession and
mythical identities that have been commorthaehed tdBlack women held in subjugated
positions. Master (2004) explains that AT
name has centered around the use of the di
Sarah, offered as an example of the walygenous people were belittled and robbed of
their dignityo (p. 77). Masterods insight
serves more than an example of how indigenous people have been denigrated but is a
signifier to how text or narratives abdsieick, about women, aboack women are
changed and altered for the purposes and goals of white hegemony.
Willis and Williams (2002) report that Sarah Bartmann was exhibited as a
curiosity in Europe, first in London and then Paris, from 1810 to 181%y(Batch
settlers of South Africa dubbed the South
Furthermore, fABartmann was given a sobriqu
pulchritude and sexual desirability. Yet, by European standards Vendotten
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goddess of | ove and beauty, di ffered from
notoriety as th&lack Venus or Venus noir was part of the attention grabbing that was

needed to lure spectators to han8nth exhibit. Bartmann was herself luredarope

based on a promise or contract that she would earn a significant about of money by
exhibiting herself. Accordingly, AContempo
and lived a free woman. Some reports say that visitors paid two shillicigsceaiew her

and that she was given half the admission
Bartmann was presented in the nude, with the exception of an apron and became a

sensation for her large buttocks, a condition known as steatopygia, gemitbléage

breast. It is not surprising that Bartmann was exhibited since according to Thompson
(2008) fAFrom the begi nni-twgntiethtenturynduropé net een
and America, the display of indigenous bodies increasingly occurred Uses,czo0s,

and museumso (p. 27). Thompsondés historica
public interest in Sarah Bartmann. Even if people in London and Paris did not get an
opportunity to see her in person they could see depictions of herbecadus he was wi
portrayed in the popular press, although m
2002, p. 61). The depictions of Bartmann in caricatures and the construction of her in

popular ballads and plays have huge implications about Ea@aoratives play in the

mythic representations &lack women. The narratives of Bartmann are evidential to

how white Western Europeans viewed Biack female body. Yancy (2008) notes,
AFunctioning as a sBlackdemald bodyihabitscarsacialand we al t
discursive universe within which she is constandyned always already interpellated.

As a fNnsexual abnor Bexkbodyiga site oBdis¢uesiyerfarnmatton ( n) 6 s
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that is structured through a larger historical a prioti doastitutes a white epistemic

orientation to th&lack( f emal e) body o ( p.BlaklemaleYaypasy 6 s vi

rhetorical wealth, suggests that the body

construction of particular knowledge that suppa@twhite epistemic and ontological

point of view of seHnormalcy. This is why thB8lack female body has and continues to

be presented as a fisexual abnormalityo.
Many narratives have been constructed from myths abo@aloc& female body

and they have been deconstructed in Women Studies, African, African American Studies,

History and contemporary studies. However the contention of T. Denean Sharpley

Whitingds (1999) i 8lackfanale botdyiparticuariglacko ur se on

women in French culture and literature has not been defined as a critical issue. Her book

Black Venus: Sexualized Savages, Primal Fears, and Primitive Narratives in French

overwhelmingly explorghe presence and role tiglack women in France havdgyed
within French culture during the £@entury. Her thesis reads:
The specific thesis of this work then is tBdéck women, embody

the dynamics of racial/ sexual alterity, historically invokprgnal fears

and desires in European (French) men,eggnt ultimate differencéhie

sexualized savag@nd inspire repulsion, attraction, and anxiety, which

gave rise to the nineteentientury collective French male imaginations of

Black Venus primitive narrative$ (p. 6).
| look at Sharpleywwh i t t indingsGaloutdiiference through the exploration of three
themes: The Development of a Master text, Representation and the Gagkackraohd
Identity. These particular themes give insight to the assignment of difference through
narrative, on th&lack female body and the social and cultural implications that this

difference answers to.
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In her first chapte¥riting Sex, Writing Difference: Creating the Master Text on
the Hottentot VenysSharpleyWhitting examines how little is known about Sarah
Bartmannexcept for the narratives that have been constructed by white men. She
explains how the penned writings of naturalists abouBthek female body are actually
dominating narratives that subjugate Biack female to white patriarchal oppression.
The pen bthe naturalist is a reference to the scientific, ethnographic and historical
writings that was conducted in Europeds <co
constructed these texts did so through a p
objects undethe gaze to be ordered into a tatimlg system of representatitimat allows
the seen body t o bec onrWhittihghl®99kpn2@)wkmowtedgd,y 6 ( S

the perspective of seeing is also a Constructivist point of view in which it is predicated on

=]

experiences. Howeveras Sharpph i t t i ng (1999) point out,
within the constitutive framework of the discipline arises because of its dependency on
the human eyeo ( pabouBarimann @ré socialtarsttuetiondthuie x t
out of the perception of white Westerners.

The master text consists of seeing Bartmann as &tdgheloped animal,
primitive and alluring. Much of the woskhat hare been examined to support this
argumat are descriptions of SarahrBaann from the journals and published text of the
anatomist George Cuvier. Cuvier observed Bartmann and published ®iscolars sur

les revolutions du globén which he writes:

That which our female Bushman possessed that was the most repulsive

was he physiognomy. Her face takes in part after the Negro by the jutting

out of the jaw, the obliquity of the incisor teeth, the thickness of lips, the
shortness e of c¢chin € and in part after
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cheek bones, the flatness of tte®be of t he noBleek é. Her hair
and woolly I|Iike that of Negroes, the sl
|l i ke that of Mongols éher eyes were dar
Blackish, 2awand monstrously swelled; her complexion very
swar t hy é Hemuch lke tosevorind in many monkeys, small
and weakly formed at the tragus. (as cited in Shaflbitting, 1999, p.
25).
As stated before, Cuvierodos description of
classified animal species. This is knovatlae Scientific Gaze in which animals and
plants were classified into certain categories based on their physiological characteristics.
It would be a few decades | ater, dAln 1854,
and George Robins Glidon, an gglogist, publishedypes of Mankindpopularizing
the polygenist theory of s e phhittiagt1899,or i gi ns
25). The application to people was done in order to explain racial diversity except
Cuvi er 6 s de s crBapnanndona mankey.\Ske islnot Bescnitsed in a way
that establishes her as either a human or a woman. Keep in mind, there is a difference in
language that identifies something as female and someone as a woman. Sex can be
applied to animals and plants e label woman is associated with a particular social
and cultural construction predicated on aesthetic and behavioral values associated with
human being. Bartmann cannot be described in the master narrative as a woman because
of her physical differenc® white womanhood. Rather, the narrative presents her as the
antithesis of this nomenclature. Itis Sharggh i t t i ng, (1999) argumen
text onBlack female sexuality anBlack remains superficial and incomplete.

Further mor e, vierkeraeaeoregtb proventdaladksGvere not only

physiognomically and physiologically distinct, but tBdéck women were anatomically
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di fferento (p. 27). Hi s endeavor, |l ed to t
of her brain, skeleton andproductive organs.

The dissection of Bartmannds reproduct.i
1815 or January 1, 1816 (she died of smallpox aggravated by alcoholipg)seas
done so because upon examination, Cuvier discovered that Bartmann had an enormous
labia minora or nymphae. Prior to her death, no one knew she had this except for people
she agreed to give private showing too. She had her genetalia discretetyhetkeen
her thighs. It is my contention that Bartmann
herself did this as a means of agency and
control of her body and what she actually was

willing to let be observed. There is debate as to

Figure2 Drawing of Bartmann and whether the condition of this area of the body

"Hottentot Apron" . e
was done pumsely for fashion or if it is a

result of natural development. Bartmann was not the first woman from her area to be
observed with this condition. Described as
nymphae were visual evidence of the underdevelopmdatrafleBlack bodies

according to Cuvier. Accodummafewgdhort, ACuvi er
paragraphd its existence, suggesting primitive, and consequently a difference in
comparison to Eur op e -aMhitting,dd®d, p.&2%). Teie x 0 ( Shar p
comparative difference of femininity is what allowed Bartmann and many Bthek

women to be presented to society as a spectacle, sexual deviant and derision. However,

what is ironic is the contradictory reception of Biack female body.
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As much as thenaster text works to show difference and repulsionBthek
body was also conceptualized as erotic and seductive. Shavilgyng, (1999) presents
this contradiction by analyzing Cuvieros d
A Cuvi e rit@gpeagasztempered with eroticism. The hand, foot, and other body
parts, endowed with grace, charm, and allure, become a synecdoche for the palpably
titillating Blackf e mal e body o (p. 24) . S8lackfenmkemesswi t hi n

there is aontradiction in the representation of it. The descriptive language of sexual

abnormality as well the descriptive | angua
that, Aln reference to Hottentot Venus, Fr
perceptim of fAreal i tyodo is negotiated within a
vested interests and desireso (p. 12). The

development of written text and caricatures of Bartmann but also in the representation of
her in Vaudeville and through a soaaltural Gaze.
Another theme that Sharpl&yhiting presents is the representatiorBtdck
women under the Gaze. Specifically, she explores the representation of Sarah Bartmann
in the vaudeville productioba Vénus httentote, ou haine aux Francaisesy A-ad¢t o n e
v a u d e The HoéttentobVenusyhich was written in 1814 by Messieurs Théaulon,
Dartois and Brasier. The vaudeville production reveals how Europeans, and specifically
the French have defined self by casting it to the Other. The premise of the play is
about a French man, Adolph, who has developed a hatred and fear for Frenchwomen
because he was fnAnDisgracefully deceivedo by
reading of his uncH edbet drrmivred s mehmeoti rhsi sA drod »
exotiqueo. Once ag aodlennthedesives ancekoiotiansthah e s s e n
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European men had 8lackwo men during that time. The con
widowed cousin, Amelia secretly ares to the family chateau and plots with the
baroness to trick Adolph into marrying her. She decides to impersonate the Hottentot
Venus through dress and darkening of the SRladkface). Shipleywhiting analysis of
the play centers on the representabbthe Hottentot as comedic, ridiculous and savage.
This must be done because fisurely the desi
[ Adol phds] incomprehensi ble desires not on
racial hierarchization, butalsodeat e f r om t h enotdpropensitycfaracy 6 s |
incestuous |-Whisbngp (989 plpy 36). Ameli ad
Hottentot becomes satirical through her choice of speech and actions; her impersonation
is a social commentary on thiesardity of Frenchmen desiring the Other over
Frenchwomen.

It is important to note the significance of the Gaze as it etateepresentation.
SarahBartmann was literally subjected to the Gaze of numerous Europeans while under
exhibition in London andParis and then she is personified in Théatre de Vaudeville in an

attempt to redirect the gaze. ShipMhiting (1999) suggests that:

The gaze is always bound up with power, dominatowl, eroticization; it

is eroticizing, sexualized, and sexualizing. The indisputable fact that
throngs of a predominantly male, French crowd paid to gaze upon
Bartmann as the essential primitive, as the undeveloped savage unable to
measure up tycetFrtéhrec hcrmemsesdéy 6s i ntentions
gaze have still more faeaching and insidious cultural implications. The
de-eroticization of the French male gaze with respe&ack women
(embodied in the objectified Sarah h Bartmann) and the redineatithe
eroticized gaze of white female bodies underscore the pervasive
nineteentkcentury male fear of cultural/racial dissolution embedded, as
Sander Gilman has tex in the act of miscegenatidp. 34-35)
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Looking at Bartmann with an eroticized gaze challenges the since of self that the French
have; and their ideas of what is beautiful and desirable. It could be that the presence of
theBlack female body under the gaze of white European eyes is actuallyadet

calls theobjet petit a In his rationalization to determine the relationship between the
subject (which in this case would be the European patriarchal society) and a lost object

(theBlack female body) Lacan describes the gaze as:

The objet petitn of the scopic drive (the drive that motivates us to

|l ook) éThe objet petit a is in each case
subject separates itself from in order to constitute itself as a desiring
subjectéThe subject iIisitndomphétehavwvel &

object, though the object only exits insofar as it is missing. As such, it acts
as a trigger for t hecasaodbthiedesirerot desi r e,
as the desired obgt. (Todd McGowan, 2007, p. 6)
TheBlack female body opmites as thebjet petit abecause within European social
conventions it is an object that is not permitted to be obtained or accepted as a human
being. This conflicts with howlack female bodies like Sar&artmann are exhibited
and positioned as objeat$ sexuality; consider the fact that Bartmann was always
displayed nearly naked. Tlgdack female body gets missing in the translation of white
desirability and yet it also triggers the
Black female bodies operate so much as a trigfelesirability that soon this desirability
turns into fetishism. The implication of tiack female body under the gaze of white
patriarcly has resulted in certain thematic representations that reveal it as a fetishized

object. Historically and presegtlwe see images &lackwomen in subjugated
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positions, which according to film critic Laura Mulvey, is a result of the gaze being
associated with male spectatorship and with the ideological operations of patriarchal
society (McGowan, 2007, p. 4). Conseqtly, a lot of the contemporary imagesBtéck

women are replications of already existing master texts that are constructed through white
patriarchal fetishism. Still, in order to fully understand howBleck female body

becomes an object of contemptladesirability, we must take into consideration the issue

of identity andBlack as a racial signifier of difference.

The third theme that will be explored in Sharpl)h i t | n g 6Bsackeaar k i s
identity. Specifically, she looks 8lack as differencettrough the prose of Charl€serre
Baudelaire and the nineteenth century French cultural fetishism of the Hottentot apron
and prostitution. Baudelaire wrote a series of poems based on his affair with mulatto
prostitute and travels to French colonies. Hitection of poems ies Fleur du mal
were at one time censored but it is through close analysis that SRéfpityg finds
significant evidence of hoBlack female bodies and the notion of the aprotebtier is
closely connected to venal sexual ati@a that were taking place between bourgeois
Frenchmen and their maids as well as prostitutes who dressed like maids. A maid holds a
domestic occupation whose dress often requires the wearing of an apron. As discussed
earlier, Sarah Bartmann, worean@pr ar ound her apr eWhitigr fAs e X
(1999) explains, Al n t he e aablieywasalreadyt eent h
fetishized in the French scientific and cultural imagination thanks to Sarah Bartmann, the
Hottent ot Ve tiond thelermus at thisjiintte with her apron(s) into the
prostitute body as the quintessence of vic
(p. 65). The amalgamation Bfack female bodies with sexual proclivities is definitely a
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process that connected to the issuesBiack identity. According to Fanon the question

of Al n reality, who amBladckbodylasto do vaththeddcte d by
that its identity is connected to the ideas that others have of it (Shavibigyng, 1999, p.

69). Baudel airebs t daBRehedsrothédn which & ffeed®lackk n hi s

prostitute Dorothée develops an identity bound in her actions. Specifically:

Her livelihood as a prostitute is bound up with this identity, which

continuougy denies her Frenchness and, at one time, rendered her a

bondwoman. In essence, DorothéBliack; she is a prostitute because she

i s a Bldckwemad i the colonies; she can never be French

because she Black; she was a slave because si@lagk Hence she can

exist only as either slave or prostitute in the colonies, because she is a

Blackwoman (SharpleyVhiting, 1999, p. 67).
The circumstance surrounding DorotBaskkeds so
and the fact that it is inhently different in French society when compared to white
Frenchwomen. As a result Doroth®e can neve
positioned as sexually venal and useful, racially subjugated, and economically
dependent é-Whiting,399% bPl) ey Li ke Cuvierb6s narra
Baul del ordés poems can be taken into consi
and difference thalack female bodies are identified with. Along with these examples is
contemporary evidence accordingidh o mpson (2008) who notes,
Blackwomen as sexually available bodies in present day European advertisements
indicates that some of the same ideologies that enabled the mobility of Baasenta

[Josephine Baker] in European society still entrenched in current spatial politics and

inform the spaces available for negotiatBlgck womanhood in contemporary France (p.
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262). This is also evident in the contemporary representatiBlack women in North

America and especially, the Uad States.

From Mammy To Miss America: A | ook at K S
female body in American media
About two years ago, | purchased a Verizon Internet package (I was switching

from my Insight Services because they had lost the monopatyarea of services and
had been robbing me for over a year). | found out soon that one of the reasons why
Verizon was cheaper was because customers have to assemble the service themselves. So
here | was with a box full of wires, a picture diagram andeeght hundred number
just in case | ran into installation problems. Needless to say | called for some assistance.
When | eventwually Dbroke through the aut oma
LeRoy greeted me. LeRoy was all too helpful andd@tten comfortable enough to tell
me that he was new to the city of Columbus (he had just relocated from Detroit) and was
getting grounded in his new job. | must admit the conversation was entertaining and it
became obvious that LeRoy was flirting. He vahto show me his savvy technical skills
and prompted me to give him access control to my laptop. This means that he could
control my mouse function. This was necessary in order for me to get my wireless service
set up. Soon while heas fixing the networkervicehe got into a conversation abdnis
My Space page and withminutes he took me to his sitevp things was going on here,
remember he haontrol of my computer and his agenda wastiovg me what he looks
like). My first thought wasfithisdudei s crazy and a | imyle unpr
seondthoughtvas Al really need tos@etl 6hy owiod elr e g
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LeRoy scrolled through his My Space page and showed me pictures of hingther
and homeboys all while we waittdor s ome program to downl oad

it happened. As LeRoy scrolled down his page, | was soon looking at various images of

half dressed women. These women were clearl
music video dancers. One particular image cau@i

my attention becauseunlike the other images

wasnot still. It wBlaxk I mage
women dancing erotically around a group of me
One woman in particular was dressed Black Figure3 Scene from "Tip Drill"
video
swimsuit and wasdmt over while rolling her butt
in a circle. Il n capt t Bhesenathen gotavemeoravor ds AT

degrading as one of the men took out a credit card and slid it down the crack of her
behind! | was shocked! This was unexpected. The theughat went through my head
wer emygOlod why i si$whg dei hg dbi ®90t hi s?o,
all owed to happen?bo AWhy does LeRoy have

ofBlackwo men t hat men have?dysawlLerayamnplaetalys gust ed.

! "Tip Drill " is the name of @003Nelly song, the video of which became controversial among studetistatically Black

colleges and universiti€siBCU), most notablspelman Collegeblack political and popular cultural commentatovy me n 6 s
groups, and other activists for its overt depiction of women as sexual dBf@dtsvas meant to be a single, but withdrawn due to its
potentially offensive content.

Most interpret the phrase "tip drill" to mean "a person with a 'nice’ body but an 'ugly' face" or "a man with an ‘ugho faasa lot
of money," due to the lyrics "it must be yo ass ‘cause it ain't yo face" and "it must be yo money 'cause it ain't yo face."
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different than how | saw him a few minutes ago beforebk e to his page. | asked,
AWhy do you have that on your page? | mean
know, it was meant t o be nderoftekeehaicalsppNeedl| es
was strictly more businedike (the way it should have been in the first place). And |
promptly hung up after my wireless service was working properly. Yet, my experience
with Leroy left me in deep thought. What was the jokeWw could this man, some
sister6s brother, some motherods son, have
the same page? Where was the disjunctufecording to Dr. David Pilgrim (2002), a
professor of sociology at Ferris State University:

The potrayal ofBlackwomen as lascivious by nature is an enduring

stereotype. The descriptive words associated with this stereotype are

singular in their focus: seductive, alluring, worldly, beguiling, tempting,

and lewd. Historically, White women, as a catggevere portrayed as

models of selrespect, seltontrol, and modestly even sexual purity, but

Blackwomen were often portrayed as innately promiscuous, even

predatory. This depiction @lack women is signified by the name
Jezebel(http://www.ferris.edu/jimcrow/jezebél/

It seems now more than ever that the shadow of Jezebel is pervasively hBlating
women whether they choose to participate in denigrating performances or not. Despite
many of the insurmountable odds tB&ick women have survived and their

achievements, collectiveBlack women are still viewed and (re)presented to the nation
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as fAmampe d® This sheull have come as no surprise to those who have
followed the narrative text @dlack women because the writirggon the wall. Now with
the prevalence of such misogynistic images the new arsenal of objectifying text makes
the misson of renegotiatin@lack female subjectivity even more challenging.

Sociologist K. Sue Jewell explains how policy and the American social strata
influence the representation of tBlack women in the United States. In her boBkom

Mammy To Miss AmericéAnd Beyond: Cultural Images & the Shaping of US Social

Policy (1996), her argument is that the United States has a social hierarchy in which, a
paucity of individuals have a monopoly on wealth and power (p.4). This power is

sustained through hegemony, miegrthat other groups outside the dominant group,

white males, have limited access to power, which they control and they believe and play

into various ideologies that keep them under white male subjugation. Some of the

i deol ogi es di s cauchis thal of & meritdceagy s\istendtlsat teaehsseahe
masses that people are without because the

the innate talent or skills necessary to acquire the resources of wealth and power. This has

2 0n April 4, 2007, during a discussion about tN€AA Women's Basketball
Championshiplmus characterized tHutgers Universityvomen's basketball team
players as 'sugh girls" commenting on their tattoos. His executive prodBeenard
McGuirk responded in his familiar "urbespeak" vernacular by referring to them as
"hardcoreho's’. The "urbarspeak” banter continued with Imus describing the girls as
"nappyheaded ho§*% and McGuirk remarking that the two teams looked like the
"jigaboos versus the wannabes" mentionefoike Leés film, School Dazgapparently
referring to the two teams' differing appearances.
(http://en.wikipedia.org/wiki/Don_Imus#Controversial_Rutgers_comments
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been the message ab@l&ack women, who are at the bottom of the rung in American
society (Jewel |, 1993, p . 6). The Ameri can
huge implications for the representatiorBtdck women. Jewell (1993) gives an

explanation of how the media enates:

The media can and does validate and
worth to society, as an individual and a member of a particular racial or
ethnic group. Perhaps the most signific
constructing i mbasamngdtht lines ofcacesdthpidé s me m
group, gender, social class and other ascribed categories is that it does so
using diametrically opposed categoriese

ordinal, meaning that categories are ranked as higher or lower, &ad bet
or worse. Thus, certain races are defined as better than others, men are
more valuedtiian women, and so forth. (p. 23)
Jewel |l 6s explanation has vBatkwemenmteen consi d
American mediaBlackwo me n 6 s p o s iahdipower a fietemménad oh tivo
significant criteriads, race and gender an
status in comparison tther groups. Consequentignages oBlack women in the
American media continue to have a residue of dati@n despite the major
breakthroughs and individual successes that provéthek women have the talent and
can acquire the skills to succeed. Specifically, tleeeultural images oBlack women
that are stereotypic, inaccurate, and false and ggtdhe accepted and internalized.
These images, which influences the expectatio®auafk women are best defined as
specific symbols. Scholars have pinpointed that the representadackfwomen in
America have historically fallen into these four categs: Mammy, Aunt Jemima,

Sapphire, and Jezebel/the Hldck girl. As discussed earlier, the image of Mammy is
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often a passive domestic worker who is large in size. The Aunt Jemima stereotype is
similar to Mammy but different in that, she is limitedhe task of cooking and can be

jolly and cantankerous. The Sapphire image, serves the purpose of preB&uing

women as being fiercely independent, headstrong and often emasculating when it comes
to her interactions witBlack men. This suggests thAtackwomen are hypanasculine

and finally the Jezebel/ balack girl image in American media often can be identified
when lighter complexioneBllack women are presented as sexually alluring, arousing and
seductive. HereBlack women are presented as having hypersexuality (Jewell, 1993,
WallaceSanders, 2002). There are many other stereotypical images attribBtadko
womanhood as the media and society has evolved but these four are the staple. All of
these stereotypical irgas ofBlackwomen are considered to be the antithesis of white
womanhood. Settles, Prdtyatt, and Buchanan (2008) explain the origin of this

difference and the perception of white womanhood:

Many of these differencegew out of thecult of true womahood

(Perkins, 1983Welter, 1966), a notion of womanhood that emerged for

White (middleclass) women in the miti800s. This idesgmphasized

modesty, purity, and domesticity for Whitemen and identified wife and

mother as their primargnd most importainroles. (p.455)
In a society that builds its social relations on a foundation of dichotoBiaask
women in the United States context, still must contend with visual messages that
suggest they are not 0 Blackwomen clatenged . So then

these messages? Thare many ways that these stereotypes have been

confronted. The Afcan American community hasstrong legacy of protest and
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confronting ideologies that challenges our civil liberties. As it relates to women,
there has beenwery strong heritage of literacy that proves this. One literary work
that comes to mind is Sojourner Truthos (1
she stood at the Womends Rights Convention

asked the quesnain@m AAIindt | a Wo

That man over there says that women need to be helped into carriages, and

lifted over ditches, and to have the best place everywhere. Nobody ever

helps me into carriages, or over raualddles, or gives me any best place!

And ain't | a woman? Look ate! (Widmer, 2006)
This excerpt from her s peBlackwomen ptheUnited J e we
States are placed in a lower social stratum due to gender and race. And yet, the fact that
Sojourner Truth, an eglave and abolitionist, penned@esch to challenge American
patriarchy and racism is proof of the methods in wididck women have used to
rewrite and chal |-aanrgies dbduethem. Likewvise,tket y 6 s met a

production of visual art as a means for producing courdeativescan also be found as

an dfective method to produce new ways presentingBllaek female body.

Speaking out:Black women artist addressing theBlack female body in fine art
Trying to confront and challenge the stereotypeBlatk people is an arduous
task that has been approached before. Harry B. Shaw (1990) reminds readers of this in his
discussion of th&8lackAr t s Movement in the Bh&artstS8s. He e
not only confronted the numerous racist and white sugceshideologies, but in their
attack on the former, they confronted them
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denigrating narratives dlacks is not solely coming from whites but al&backs
themselves are complicit in perpetuating and embgeattiase narratives. One artist in
particular who challenges the racist stereotypddatk women is Murry DePillars.
Through his reproduction of the Aunt Jemima imageiconic image of the Mammy
stereotype, Depillars develops a coumtarrative oBlack women. Specifically, in his
work entitledFor Ron Smith and John Carlbe challenges the docility of the Aunt

Jemima narrative. Shaw (1990) explains:

Before [DePillars’ work] Aunt Jemima smiled contentedly from the sides

of pancake and syrup containgisst like Uncle Ben, Elsie the Cow, and

the nameless but loveable pooch that is always used to sell dog food.

However, in this work by Depillars, Aunt Jemima is assuming a role that

is completely different from her historic one. This Aunt Jemima, wsth it

full-length figure and stern facial expression, indicates the emergence of

an image of heroic proportiong. 90)
DePillars' image and narrative of Aunt Jemima as a hero alongside Sojourner Truth and
Harriet Tubman in the struggle fBtack liberation mirrors the historic image of Ron
Smith and John Carlos at the 1968 Olympics holding their fist in air as a syniilatkf
Power. These images are coumarratives that challenges what Shaw describes as
Apositive negat posgite images gitaskd that aperused fart h e r
commercial purposes but lack a substantive change in the way white Americans deal with
the question of race (p. 88). Positive negative images uphold the stereotypes that we
have come to know and imagesthatheMeaped Ameri cads narrati ve
However it is the finegative positive 1 mage
the metanarratives of race and cause us to bergdliéctive of the inherent social

injustices that still persist withiAmerican society.

42



DePillars is not alone in trying to deconstruct the Aun :
Jemima narrative. Artist Betye Saar does this in her mixed
media titled fAThe L@Q%W2Hae i c.

there is a figure of a gun and broaating mammy against the

Figure4i The Li |

backdrop of the popular Aunt Jemima pancake mix Iogo.,AIs0 t Aunt Jem

within the Mammy figurebés dress 1s a pictu
Jemima figure holding a distressed white baby. The dfdassscAunt Jemima figure is
actually part of 8lackfist (a symbol foBlackp o wer ). Saar éds i mage i s
Depillars in that it represents protest and resistance through the imagery of the shotgun
andBlackfist. And like Depillars, her workepresats a countenarratives of the Aunt
Jemima image. The works of these artist and other like them suggests that the
construction of countemarratives is a necessary activity for social justice because it
instructs us to look keenly at everyday embedded@maf race and racist narratives that
we receive from them.
From June 19to July 19", 2008 at the Arlington Art Center in Arlington
Virginia, 11Blackwomen artists displayed counteairrative images ddlack women in
the exhibit 0 BlackWanerbAstistARetlaincthe Naratieike
DePillars and Saar they presented work that established new narrativeBlabkut
women while simultaneously challenging existing ones. Executive Director Claire
Huschl e notes, fA[ The exhibit] presents ele
contemporary culture. They employ the strategies and conventions of narrative for a

variety of purposes: from dissecting new media technology, to critiquing popitiares
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to attempting to alter the way our national story itself is told (Catalogue, 2008, p. 7). With
a combination of emerging arssind established artists, this exhibit provided a space for
dialogue that suggests the appropriateness and necessitivedy construct counter
narratives of the images that represent them. Through my own exploration of images of
the exhibit | have come across three themes that are informative of my current research
on the images dBlackwomen and the development of cbernarratives. These themes

are: Assuming power, Memory and Hegemony, and Culture.

Similar to the works of DePillars and Saar, artist Renee Cox challenges the
commodified and stereotypical images of Aunt Jemima along with Uncle Ben. In her
Cibachromer i nt entitl ed, fALiberation of Aunt J
t heme of AAssuming Powero. The print cons
box and the Uncle Bends rice box joined si
images is ammage of the artist Renee Cox dressed in a superhero outfit. Joined on each
side of her arm are the imageadBlack woman with an AfroBlack bikini and tallBlack

boots and &8lack shirtless man iBlack and

,’mef" ,\o 61N : red shorts an8lack boots. Cox appears to

TIe l" | i,’.-,ql @.x )
Pancake & WY ( \.‘ ‘ ] g X
— LY \ ,‘ \ ? S
" i A\
~ . ' \

be pulling them along with her, which

L |
Th x‘u % suggests that she is freeing therhelping
-8 s

them to escapd& heBlackwoman and the

NET a6 OZ.
_allIB) 4545

Figure5 "Liberation of Aunt Jemima an( Blackman are representative of Aunt

Uncle Ben" (1998
( ) Jemima andUncle Ben. Consequently,

iCox 6s o Blacksapererd naneet rescued Black stereotyped advertising
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figures of Uncle Ben and Aunt Jemi ma from
20). Since, Cox has inserted herself in the print asuferhero;this has implications for
assuming power. She is assuming the role of superhero and taking the liberty of liberating
not onlyBlack stereotyped figures but also herself. The theme of assuming power is
strongly connected to my goal of agency thabulld like the participants of my study to
define and establish for themselves. Coxo0s
well as masterpieces by Da Vinci and Michelangelo in order to alter their existing
narratives for narratives that are inclesof contemporar{lack figures. Her art is an
assumption of power and is often met with controversy. It is also a strong example of
how | would like my participants to personally engage with the production of their own
images.

The second theme thatimd relevant to my research is memory
Often the narratives that get told ab&lack women are exclusive of
our memory and experiencésr t i st Maya pangngl o
ABl omdirofAnc e st ortssde papgrandsaakseto wi t

capture memories of ttelackDi aspora in order

recognize that we have the power to represent, rewrite, rethink and Figure6

ifBl ood 1
Ancest'’ P
(2007)

recreate ourselveso (Catalogue
narratives and the layering of memories through visual art are also
useful tomy research goal of constructing countarratives and of exploring issues of
both individual and collective identities Bfack women. Co® description of her

working process supports this goal. She states:

45



For the last three years | have worked witis /ibrant, fragile paper,

witnessing its deterioratioiin and out of water, ripped and pieced back

together, thrown, saturated, baked, stepped on, forgotten, and

remembered. And since | havenoét discard
speaks to me as a memof existence, a record of time, a history.

Independently, a torn piece of paper seems like a scrap of trash. But once

unified with others, the force is overwhelmir{@atalogue, 2008, p. 18)

Met aphorically, Asant e0s wadstke thrawn,saiugated,r oc e s

forgotten and stepped on, mirrors the experiences of those who are marginalized. Her use

of fragile material such as tissue paper appropriately is symbolic of the fragility that

Blackwomen and other marginalized groups fatemwconfronted with the issues of

identity and representation. The theme of memory allows for the research participants

and myself to focus on already existing knowledge, and personal experiences as a way to

conceptualize our identity and think abounidépendently as well as collectively in such

a way that it becomes more recognizable to how we truly feel about ourselves, as

opposed to how we are told to feel about ourselves from certain hegemonic images of

Blackwomen.

The third theme fAiHegemony
deeply explored in the artwork of artist, Erika Ranee.
Ranepeidesc e i Sup emegratesthemeg¢dt 007 ) ,
theBlack Afro, a symbol of empowerment with her

research ofhe Blackwoman in rap videos. She finds

-y

Figure? "SUpertar" (2007) these images to be contmst each other and as it

relates tBlackwo men i n videos she expl ains, Al am

and to the complex relationships between these women and their ragpaisscinated
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by the corporate entities that encourage s
Raneeds attempt t o wor Blackwomen in begembriicendr epr e s
cultural spaces is useful to my research because she puts to praatitectiend

slowing down process of reading these images, that bombards viewers at such a fast pace.
Furthermore, Ranee asks pertinent questions that | address in my study. For example she
asks, i How do t hese 1 ma Blacly woménftoelayy2 How o u n g,
does this influence t hBlackmomas regardingntybotyh | 6 m
and sex? In short, the negative images of the video girls are encroaching on the powerful
Afro (Catalogue, 2008, p. 3r@develofeadthraughd s que
the process of selfeflection. In my research studlyasked that all participants make an

effort to engage in this as well. To be critically reflective is important to the validity of

this qualitative research that is seeking thofugiiytconstructed narratives from the

participants. Visually, Ranee works with the layering of materials that are symbolic of the
experiences of the women of the rap videos
The detritus of t-tb-éaytdildsuah asrbgrdidsoused faldes d ay
eyelashes, and makp/decalsar e | ocked inside the o0o0zeo (
Likewise, | see the representationBd¥ack women caught inside the ooze of a hegemonic

culture that supports these denigratingges. This entrapment Bfack female

representation is actually pedagogical and begs for an examination of the relationship

betweerBlackvisual culture andlack culture.
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How Black Visual Culture teachesabout Black Culture

Radio, television, filnand the other products of media culture provide

materials out of which we forge our very identities, our sense of selfhood;

our notion of what it means to be male or female; our sense of class, of

ethnicity and race, of amat iidadmalm.toy, of

Media images help shape our view of the world and our deepest values:

what we consider good or bad, positive or negative, moral or evil (Dines

& Humez, 1995, p. 5).

How canBlack Visual Culture teach abo@iack Culture? This is a pertinent
guestion becaudsBlack Culture is not something that can be clearly pinpointed or
defined. It has multiple meanings and diverse layers of existence aBthglkeCulture is
distinctly recognizable in visual culture. The ubiquitous natuiadtk Culture isclearly
recognizable in visual culture because societies depend on visual cultuprdgect
their perceptions and social construct8lzfck Culture as well as other cultures.
Evidence oBlack Culture can be found in a variety of media. Newspapeagazines,
television shows, comedy acts, commercials, movies, radio, advertisements, theatre,
architecture, fashion, websites, CD covers, and labels are just a few media in which we
find Black Culture. Even more significant than all of these are&aifk representation
is art.Blackart is the one medium @&flack Visual culture that has the most stability in
chronicling theBlack Diaspora. For this reason, the teachin@lafck culture through
Blackvisual culture is essential in the field of Art Educatio

People who have encountered diverse groufautk people may understand
thatBlack culture is not homogenouBlacks are a quintessential example of diversity; a

melting pot within a melting pot if you will. Although this statement might be viewed as

an essentialist claim it is based on the experiences of colonialism, slavery, miscegenation
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and wide embracement of group membership that has taken place within these historical
contexts. However, if we are to critically examine the portray8latk throughBlack
visual culture both past and present, we get the opposite message. People with a dearth of
exposure tdlack people buy into the limiting images and messag&axfks in the
media as true representations oftdicks . T h e g u e s Blackwsuafctitarey d o e s
teach abouBlackc ul t ur e ? 0 assumes t hBlackvisualscultare r el at i
andBlack culture and that the two do not exist without the other. The question also
assumes that there are particular consequences for this figmélimtionship. These
assumptions are true. We (meaning human beings) learn how and what to be through the
visual cultural images that we create. The visual cultural images that are created by us
give back to us our own cultural identities, understagglamd values; as well as our
notion of others. As it relates Rlack visual culture, not only does it expose hBlack
people see ourselves but also how others and particularly the dominant white patriarchal
Western societies view us. H®lack visual clture teaches abo&@ack culture is
heavily connected to the notionsldckness audience, marketing and Impact.

The idea oblacknessor rather how it is conceptually perceived varies also but
there are some common identifiers that must be explareder to fully understand the
relationship betweeBlack visual culture an@lack culture. In an effort to explain why

Blacks are so committed to the ideabtdckness Rhett S. Jones explains that:

Blacknesss similar to ethnicity in that it marks one group off from

another, has a distinct set of cultural traits, and those who share it believe
they are related. Bidlacknesss both more narrow and more brahdn
ethnicityn q,puwB)chi nson, 19
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Thepervasiveness diflacknesshas contributed to a global community built out of the
common experiences of both social inequities and a quest for survival. For this reason,
blacknessalthough socially constructed, serves as both a political and economaaagen
to answer to those common experiences. Initisligknesswas used to categorize and
i mpl ement social i1 nequi ti es Blacknesssvetedim e t o
the one drop rule, in the absence of ethnicity among African Americans) theslave
experienceo (Hutchinson, 1997, p. 50). |t
American colonies to make the polemic distinction between themselves and other groups.
When miscegenation imposed a threat to polluting the sociallyraotest white race
(which before had only identifiable ethnic distinctions) and challenging the economic
institution of slavery both in numbers and potential coalitions with poor whites and
i ndentur ed ser v abatkses® tchaemeu sieohtytbokmieagpo f A
to be assigned the lalBlack

This classification system bares significance not only on how whiteBlaeles
but also on hovBlacks see themselves, both in the past as well as the present. Critical
Race Theorist Paul Gilroy (20pattributes the conceptual longevitylécknessto a
survival tactic; he describes how, AThey h
constructions that have the primary function of absorbing and deflecting abuse. But they
have gone far beyond merely afford protection and reversed the polarities of insult,
brutality, and contempt, which are unexpectedly turned into important sources of
solidarity, joy, and collective strengtho
the conceptualization @lackis a utility whose purpose has transgressed over time.
Black mediates and agitates; it is ephemeral and yet constant. Michelle Wright (2004)
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ar guBlaski di@dénti ty has been pr oduBlakhasiwithihcont r a
it contradictions ad yet is consistenBlackis real and cannot be denied, or ignored.

Without Black, whiteness does not exist; it serves an antithetical purpose. Given the
contradictions and diversity @&lack, one must question why the presentatioBlatk

appears in ery formulaic ways that makes it seem more stereotypical and at times
homogenous. Perhaps this could be best understood if we IBtdcktn a global space.

Sp e ci fBlacka ih the/Diaspdra possess an intimidating array of different historical,
cultural, national, ethnic, religious, and ancestral origins and influences. At the same

time, despite this range of differences, they are most often identified in the West as

si mpBlagkdo fand t herefore as | argely how®genou:
some insight on how visually the representatioBlatk Qulture is limited in its

possibilities. It becomes clear that the investigatioBlatk CQulture througBlack

Visual Qulture should be continuous and critical since the two are always evolving.

Black Visual Culture: t he representation ofBlack

Black visual culture is the representationbtdcknessin visual texts. Visual texts
are often combined with other elements such as written texts and audio sound and music
that only strengthen the meaning making of the visual representatitackiess Black
Visual Qulture andBlack Qulture is a befitting mion becausbélacknessis primarily
visible (Harris, 2003, p. 1). The significance of locatingtilgg visuality of blackness
and labeling it is embedded in the fact tB&tck Visual Qilture is political and has the
ability to pr ojdpresentsaciesonanicand guiiusal valizes. tit is éon
this reason thalack Qulture is a powerful pedagogical tool; and it is at times a weapon
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of mass destruction against the very people it represents. What | am referring to is what

in the foreword tcColored Pictures: Race and Visual Representakitmyo Okediji

describes as a dualistic stateBtdick representation. This is a binary state that is

asymmetrical and he explains that:

The bias of representation is that it only includes the interestsegparty

and excludes those of the other party. It therefore reduces reality to a

partisan struggle between two forces: one good, the other bad. In the

specific case oBlack representation, Harris demonstrates that the story

has been onsided because¢h noi se of O&éwhiteness have
t he v olblackees®. (bldrris,/2003, p. viii)

The messages abduacknessthat are disseminated through visual text have historically
beenusedto perpette Whi t eness as superior. This fAnoi
t h e i rolacknessprinpafily because of the access of power and control that whites

have had when it comes to the creatioBlaickimages. As stated earli@lack Visual
Cultureispol t i cal because the fAni mages are | aden
potential and potency. They help ideological constructions like race take form in the

physical world. They construct, confirm, and affirm identity (Harris, 2003, p. 14). No

moreisthiimor e evi dent than in the 1915 silent

D.W. Giriffith:

T h e fmelbdmadatic plot revolves around the intertwined fates of a

southern and northern family before and after the Civil War. It openly

depicts southerBlacks as vicious and lascivious, their northern white

allies as cunning, unscrupul ous, and ar
whites as suffering repeated political and sexual indignities at the hands of

white northerners anBllack southerners before literalbeing rescued by
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the gallant, hooded riders of the Ku Klux Kl#@enter ér History and

New Media, 2009)
In this film blacknesss represented primarily by whites done uBlackface (with the
exception of some phenotypicaBfack actors portraying #role of union soldiers in a

group. Blacknesss also represented in denigrating ways:

Griffith presents &eries of scenes to illustrate how baBlsicks behaved

after passage of the Thirteenth Amendment, when they were freed and

given the vote, andfter passage dlie Fourteenth and Fifteenth

Amendments, when they were given free accegpsilitdic facilities. These

scenes include large numbers of phenotypiddliack actors, along with

some inBlackface, aggressively groveling and grimacif\yallace 2003,

p. 93)
What | mostly vant to draw attentiontothati Ho |l | ywood és fapictadt bl oc|
blacknesdo teach audiences about some of the basic stereotypical characteristics that
Blacks continue to be plagued with. Furthermore, these wextegic representations to
further a social and political agenda against miscegenation and Reconstruction.

The film ABirth of a Nationo is definite

images oBlacksbut is a film that has rendered severe consequences to people who

books titledThe Clansman, An Historical Romance of B ‘

the Ku Klux Klan(1905)andThe Leopar dé

Romance of the \WBE51990 Man *

(1902), and a playjThe Clansmai(1906), all authored Figure8 Photo of Lynching
from "Without Sanctuary'
website
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by Thomas Dixon Jr., is responsible for the mass murdBlaoks and particularlyBlack

men who were considered a thr&atvhite womanhood. Wallace (2003) explains

fiLynching was one of the major topicsU.S. news reports at the time of the release of

Birth, in 1915. Such episodesere extensively reported on in local newspapers.

Particularly around 1915, hugestive crowds, including women and young children,

often turned out to witness these hangings, in which victims were sometimes tortured,

slowly burnedalive, or castrated, their body parts distributed among the crowds as
keepsakes (p. 94). We know to what extent
documented in two profound ways. The first being in newspapers, which, only reported

on, theevent occurring but never on the participants involved. The second documentation

is postcard$that visually depict these marred swinging bodies. Ironically, unlike the
newspapers and gazettes, the images of lynched bodies would also have images of a

white audience or rathexlynch mob, posing for the camera as well. The juxtaposition of

tarred and lyncheBlackb odi es wi t h White, well, whole b
is a direct and abiding connection between the maintenance of white supremacist

patiarchy in this society and the institutionalization via mass media of specific images,
representations of race, loacknesshat support and maintain the oppression,

exploitation, and overall domination of &8llackp e opl ed (hooks, fal992, i

Nationo (1915) is one of many visual texts

*The website AWi thout Sanctuaryo presents ;
in Americahttp://www.withoutsanctuary.org/
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stereotypicaBlackimages. Before and after its introduction to society, and particularly
American society, the accumulation of visual texts that make an effieptesenBlacks
have done so in both nuances and dramatic ways. It is because of tBla¢ckatisual
Culture has complex contexts. Its position is always in flux as people add to it and
deconstruct its parts. It is both challenged and celebrated.

Wha has not been fully discussed is the transgression of presentiBtke
body as an object to a subject and in more positive ways. When it comes to critically
discussing3lack visual culture we must acknowledge its existing positive features. Yet,
discussion must erroon theside of caution because a contemporary myth is that
denigrating images d@lacks are hardly ever visible in contemporary society. This speaks

to the more covert nature in which visual messages &jacks are present. Iohapter

three of Gen Black\dssial QuRufeth® explobes thekimportance of
subjectivity within the framework dBlack visual culture. This chapter specifically seeks

to connect the term subject i vonseffhoadiat h a r e
thinking and acting human subject, rather than a passive practice of objectivity that many
Black bodies were subjected to. Doy (2000), explains that both the disciplines of
anthropology and ethnography led to the representatiBtaok bodies as specimens of

racial types collected and documented for study by European, and later American,
scientists (p. 111). Evidence Bfack objectivity can be found visually through the
production of photographs, anatomical charts (such as the kindauseplport

Darwinism and other late f&entury scientists) and material culture found in the

collection of institutions such asuseums and science labs. Thistorical significance

of the use oBlackvisual culture to objectiffBlackssuppors the argiment that it must
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be approached critically in order to meet a critical tegcal goal of not subjugating
others with marginalized text. The first step towards critically dealing with the issue is to
acknowledge thaBlack Visual Qilture is always shiitg with the society and politics of

the times.A larger contributor to this shift is the marketingBlackimages.

Marketing: Using Black visual culture to market to Blacks

There is a strong relationship betwddacksand marketing. David Crockett
(2008) e x p MARKETINESBLACKSINVORBVES advertising and other
promotionalstrategies that incorporaBtack representations in the form of sigmg)ich
may includeBlack people or other symbolic and material artifact8lafck cultural life
(e.g.speech and phonetic conventions, folklore, sfgghion, music, usage of the body,
and t he physi c a6).Cansequentlyt Arian Aimgricang spend niore 5
time than any other group consuming media (Mueller, 2008, p. 188). This statement
indicates that the discourse Black Visual Qilture and its impact must be explored
through marketing strategies. The numbers are clear: Radio reaches Bi#kaidults,
newspaprs reach 80% ddlacks, 85% ofBlacks are magazine readers, 72.8%Blaicks
own computers, and 80% Bfacks have access to the internet. The biggest media use,
African Americans watch television more than any other group (Mueller, 2008, p. 189).
Marketing and advertising agencies reach members @ldek community through the
media and in a strategic way. Muell er (200
market, African Americans use a variety of media, but, unlike the general market, they
embraceBlackmedia.Black mediahasmor e credi bi l ity than gene
188). This means that media specifically geared towardBl#stkc o mmuni ty ( Vi ac
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Black Entertainment Television (BET), Comcast owned TV One, an8ldnek Family
Channel) hae an optimum opportunity to market to a segmented group via their cultural
values.

The connection between marketing and culture can best be defined through the
scope of consumeri sm. First it must be un
business of selling a produdttheir product. They repeat these approaches that they
believe audiences want or at least will accept (Cortes, 20004p#43 . Second, nCu
influences why we buy. It impacts our attitudes toward consumption and our shopping
behav or , what we choose to purchase, and eve
(Mueller, 2008, p. 90). If we connect the usdt#ck Visual Qilture as a tool for
marketers then it helps in our understanding of the cultural representations that exist as it
relates toBlack Qulture. Geert Hofstede (1990) proposed that there are four basic
expressions of culture: symbols, heroes, rituals, and values. These expressions are
hierarchal in that symbols represent the most superficial layer of cultural expression,
heroes and rituals fall in between, and values represent the deepest manifestations of it
(Mueller, 2008, p. 75). Through practices these expressions are intersected and are
identifiable inBlack Visual Qilture productions as well as mainstream visual cultoe.
this reason, contemporary marketingBddick Qulture tends to be more positive
approaches that cater to these specific cultural expresBiawcgs are more receptive to
positive representations of their community and it is within the best interesarkéters
to use this as a strategy to re&@thck consumers.

Still, there are some best practices that are not applied when it comes to marketing
to Blacks. As it relates t8lack consumers and apparel buying behavior, McKinney et
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al (2004) explaingi Pr e v i o u s Blackcernswaners ik comflicting and shows no
consensus on the information characteriBhack consumers and their clothing buying
behavior patterns. The findings from studies have been generalize® tacill

consumers because thegvie been traditionally viewed by marketers as a homogenous
groupo (p. 3 9 1) Blacks && aften canfratechaa onk lomogengus
group. This proves that many of the imageBlaicks are challenged by a dearth of
diversity. Another issue is thack of segmentation and investment in advertising
agenci es 060 sBlaekrahsumey mayket. Plarhoé the reason \Bhgcks are

getting lost in the shuffle according to Dennis Garrett, associate professor of marketing at
Marquette University, is betise of the significant growth of the Hispanic population.
Also, manyBlacks in an American context (African Americans in particular) speak
English and it is assumed by marketers that they will respond to general market
advertising (Mueller, 2008, p. 182)his assumption could lead to consequential issues of
representation that border on the line of erasure in some markets. In an article that

focuses on the racial representation of children in advertising, Ellen Seiter (1994) argues:

The perspective of wteness makes it impossible to see difference within

minority groups. Overwhelmingly, advertisers use a siBigek to

signify fAiminority, o while whites are
individual, even quirky and idiosyncratic. Advertisers utterly tiail

register the tremendous range of difference among Hispanics, among

Blacks, among Asians, among American Indiaris  ( p . 100)

Moreoverthe singleBlackt hat 1 s sl i pped in to signify
ethnic casting and is not compellirggtheBlack community at best (Mueller, 2008). The

inability for white advertisers and marketers to not see difference speaks to the
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invisibility of whiteness in which it is not segmented and coded. Whiteness is positioned
as normative and when it comesgtite representation of minority groups they are
subjected to both positive and negative stereotypes that are commonly associated with
their group. In relation to stereotypes and African American children, Seiter (1994) has
observed fAMost useAflcea Ancerican childrenitoday feature a rap
theme and / or some reference to sports. The presence of African American children in a
commercial is used to defitoehé hmi puobeactsp.
The use oBlackvisual images in market media is strategically used to establish trends
and stylishness. Although this lends to an opportunity of visibility it is not without the
attachment of cultural stereotypes.

Members of thélack community do have a hand in the representatfdheir
images. The buying power Blacks and particularly African Americans cannot be
ignored. As it relates tBlack Visual @ | t ur e pThevedhre el msiBlackd
employed as cultural producers within mainstream media industries (see Cassidy and
Katula 1990). With increasing numbersBiack consumers, there are some efforts to
produce more culturally authentic imagery of Black community. Nevertheless,
minority-owned advertising agencies must walk a fine line between creating positive
imagery out of a sense of community responsibility and securing the bott@n line
making moneyo (Cortese, 1999, p. 84). The
members of th&lackcommunity has even been a topidilack Visual Qilture. Spike
Leebs film ABamboozledo (2000) focuses on

minstrelsy:
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Satirized network television as a new form of minstrelsy and suggested that the trade in
stereotypcal images, a burgeoning activity among middiassBlacks, offered little
redemption and many potential risks. One of the subtle ironies of the film is that the main
white character is like an uncorked minstrel in his adoptidsladk hip hop language

and his collection of African art and photograph8laick athletes and heroeBlack

becomes affection, a commodified style that anyone can .g@tatis, 2003, p. 257)

Although the film mainly focusesn the contemporary collecting Bfack memorabilia

objects that were typically found in nineteenth century America, the racial stereotypes of

these images get transferred in new forms of media that markets specific images about

Blacks. The main white character in the film, who is a televisecutive, explicitly

states to the maiplackc har act er Del acroi x, who is a TV
knowBlackpeople setthe r end, set t hkEotientPigtlre).dtis éxacdlye, 2 0 O
this line of thinking that positiorBlack Qulture througiBlack Visual Qilture as a

commodity. This also establishes variance in the audience developniBatloiisual

Culture.

Wh o d&hat Peeking Through My Window? Black Visual Culture and its audience
One of the most identifiable forms Bfack Culture iship-hop. Onh Black
Entertainment Television (BET) 2009 Hip Hop music awards, | saw the Hip Hop group
Goodi e Mob perform one of t hoélP9as). Thespngc har t i
touches on the issues of social injustices against both white ang Blestt members of
impoverished communities. It also speaks against the issues of surveillance and
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anni hilation of these group members. The h
wi ndow? Pow, nobody nowo. | metrelatesdon t hi s s
Black Visual Qilture, everyone is peeking through its window. As stated beéBtaek
Visual Qulture is on constant display in the form of cinema, television, music video,
fashion, animation, CD covers, magazines, posters, visual art aitdmase. Yet, it
doesndt | ust Biackdigualviturehs apcessilkeiglolglly and the
evidence of this can be seen in hBlack Qulture has been transmitted, adopted, adapted
and replicated on an international level.
In an art educatioresond level writing course that | currently teach. | requested
that my students share a song with the class that they personally connected with or that
was reflective of their identity. In this course | had seven international students from
South Korea. & out of the seven students uploaded Sdddgrean music videos from a
YouTube website. These videos reminded me of the typical music videos that one finds
on BET. It was clear to me and other students that the visual and musical characteristics
commonly a@sociated witlBlack Qulture and hiphop was inclcated in popular South

Korean Q@ilture. lan Condry (2007) contends:

Not only are norFAmerican rap groups gaining success in their national
markets,hipnhop 6s i nfluence i s becwmthei ng i ncrea
aesthetics of musical production, lyrical skill, fashion, dance styles, and

graffiti art, in addition to influencing ideas of beauty in hair and skin. In

urban centers throughout Asia, Africa, Europe, South America, Australia,

and beyond, hiop isperformed in clubs and on the streets, prompting

some artists and fans to p-shapcl aim the e
naton 6 (p. 638)

The existence of a global hlpp nation shows the pervasivenesBlaick Qulture.
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Furthermore, itis importantto o t e Whédt waas initfally developed as a mode of
marginal expression, conceived as a countermeasure to the material and social inequities
of American post industrialism, has, in the past several years, become perhaps the most
prominent medium by whicBlackis represented in the U.S. and by whithck and
Americanness are represent eldthegsecondkevell yo ( Si
writing class we saw Korean artists with cornrows, and sometimes braids, dancing a very
AAfricentr i cnbthiplop atireeThese Kompdnipp artist resembled
groups | i ke Destinyodés Child and TLC at bes
AJapanese girl s whlop[pegin] o praicthed leamih cofnrawss o f h
and even darken theikis, through tanning salons or makeup, in emulatioBlatk
American femininityo (p. 23). Those studen
familiar with seeing this visual text were captivated and amazed.

Japan, like South Korea is considered t@lvacially homogenous country and
characteristics dBlack Qulture can definitely be seen in the production of visual texts as
a means to create diff er eKmevagaofthegroopKaek per son
the Can Crew, put it succinctly when hgpelx ai ned of the dreads he
meant as a sign of respect towaBlisck Qu | t ur e, but secondl vy, I w
(Condry, 2007, p. 637). In current discourse there are arguments about the
misappropriation and misunderstandinddtdck Culture and style. Whether or not the
display ofblacknesss a sign of respect or misappropriation, what stands out the most in
Krevads st at ebtaekmesdo standout.iTHes speaks to thd visibility of
blacknessand how thisisusedtoconstruce w i dent i ti es and variou
decision to standout is predicated on his uddarfknessConsequently,lements of
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Black Qulture has been able to travel to a whole other continents, and societies both
similar and different from its own. ftas been used with the intention to communicate
particular messages, values and arguably an attitude that perhaps no other culture can.
Part of the reason and power behind the global transmissiBlaak Qulture through
visual texts is because of its coranding nature to provoke the Gaze.

I n order to understand tBlaekVsualddlteesh c e 6s r
andBlack Qulture we must look at what Lacan describes as looking relations or rather
Aithe gazeo. As an i mmpadthe sabjedt, and hawdt orgsnsani n  t h
identity, how it is looked at is a strong contributor to its development. Sturken and
Cartwright (2001) explain how Aln common p
with eagerness or desire. In much psychoaitafiytn criticism, the gaze is not the act of
looking itself, but the viewing relationship characteristic of a particular set of social
circumstances ( p The dis@durse on the gaze and race has often focused on how
blacknesss subjugated by it. This described to mostly occur whBfackscomes under
the gaze of white eyes.

| n A Th eBladkmesst Foafnon di scusses Blackundee xperi e
the white mandés gaze. 1t is an objectifyin
triple persm awareness. There is an existence through the occupation of space, the
exi stence of the Aothero and the experienc
because of tBgmdndasno ontblagital résistanee in the eyes of the
whi t e (Fanannl®67, p. 109). The experience of b&lagkis described as a
burden and a corporeal malediction. It is associated with everything that is negative.
Fanon contextualizes this experience on a train ride where on lookers and particularly
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thatofatbi | d excl ai med, ADIi rty nigger!! Or fALooO
|l ets readers know that; Al was responsible
my ancestors. | subjected myself to an objective examination, | discovergdckyess
my ethnic characteristics; and | was battered down byttons, cannibalism, intellectual
deficiency, fetishism, racial defects, sl a
eatinéo (Fanon, 1967, p. 11 prpcessdBwmckon i s ex
objectivity and becoming a specimen of sor
descriptionofBlacks 6 experi ences with the gaze al so
differ according to the types of audiences that are lookibtpakness

White audiences looking &lacksoperate from a position of privilege. White

audiences look @lack Visual Qilture for several reasons: to learn ald8lacks to

g o
; F enjoyBlacks to subjugatd®lacks to fetishizedBlacks

i and to commodifBlacks Whi t e audi enceso

Blackscan best be described as panoptic. In Michel

Figure9Plate 1 Planof¢ Foucaul t 6s essay, fAPanoptici s
Penitentiary Panoptican
physical mechanism that has been kaslia means of
surveillance and to establish power throug
Panopticon, Foucault describes an architectural figure that consists of a tower in the
middle of a annular building divided by cells. The tower is positioned iaghee from

which an observer can view any and all activity in each individual cell. Foucault explains

how it is structured:
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The panoptic mechanism arranges spatial unities that make it possible to

see constantly and to recognize immediately. In shodyérses the

principle of the dungeon; or rather of its three functiots enclose, to

deprive of light and to hideit preserves only the first and eliminates the

other two. Full lighting and the eye of a supervisor capture better than

darkness, whichltimately protected. Visibility is a tragThomas, 2001,

p. 80)
Visibility needs to be a trap in order to subjugate, fetishize and comniidific It is
throughBlack visual culture, thaBlack can be contained and examined under more
generalized terms | want to turn particular position to the issue of commoditization as it
relates to culture.
Sturken and Cartwright (2001) examine commaodity and culture through the lens of
advertising. They first explain antithata ia c o
culture in which commodities are central t
commodity culture is intricately allied with the idea that we construct our identities, at
|l east in part, through the consweaewhat (p. 7
we buy as well as what we do not. In bell hooks, Black Looks: Race and Representation,
she indicates that cultural commodification involves "eating the other". It is an attempt
for the mainstream white dominant culture to live out theirafsies and longings of not
only being with the Other (newhites) but also as a means to acquire experience and be
changed. Specifically, Athe commodificatio
it is offered as a new delight, more intense, mornefgatg than normal ways of doing
and feeling. Within commodity culture, ethnicity becomes spice, seasoning that can liven

up the dull di sh that is mainstream white

commaodification people are given the oppaity to consume the other. hooks (1992),
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explores this notion specifically through sexual experiences with the Other and expounds
on the fact that:
Commodity culture in the United States exploits conventional thinking
about race, gender, and sexual @desirby fiwor ki ngo both the i
racial difference marks one as Other and the assumption that sexual
agency expressed within the context of racialized sexual encounter is a

conversion experience that alters oneos
contempaary cutural politics. (p. 22)

In relation toBlack Visual W | t ureds mai nstream audi ence, t

can participate in thesacialized sexual encountershdécknes through visual images.

In his bookRepresentindlack Culture Richard Meelman (1995) examines the

nature of white audience receptiorBlacki mages i n f i | m. He ar gue:c
counterhegemonic the content of a filmand the more it contests racial ideologies held
by many whitet he more reason whites have to avoi
more ambitious the content Bfack cultural progction, the less penetrative or the more
polarizing may be its effects on whites. By contrast, the less challenging its content, the
more penetration it may haveé BlagkVisual8) . Whi
Culture often does so in search of sabsiating the racial ideology that they are invested
in as it pertains t@8lacks | am not arguing that all white audience®tdck Visual
Culture are coming from a position of racism; but rather they are coming with racially
specific ideas aboWlacksand are looking to have those represented visually.

The attention to white audience development is significant to the discourse of

Black Visual Qulture because ultimately the imageBtdck Qulture are created as a
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counter representation of white mainatrehegemonic culture. There is a dialogic
response betwedlack cultural producers and mainstream audiences that supports three
main categories of cultural projection. Merelman (1995) identifies that these three
categories are: White hegemony, polarizatmd countehegemonic cultural projection.
White hegemonic cultural projections are able to persist when the attitédecés$ and
whites toward racial discrimination agaidacks 1 s t hat it doesndot e
no need foBlack empowermat. Polarization of cultural projection takes place when
whites deny the discrimination thBlacks assert; anBlacks demand more power. Under
these polarizing conditiorBlacks and whi tes resist each othe
Counterhegemonic cultal projection succeeds when racial groups come to agree that
white discrimination again®lacks is strong and th&lacks need more power. This is
one important goal ddlack cultural projection (Merelman, 1995, p. 119). Counter
hegemonic discourse alpoovides understanding to some of the differenc@&ank
audience development Btack visual culture when compared to the mainstream
audience.
Black audience development Bfack Visual Qilture has been essentially
described to exist for the purposenoft only searching for countélegemonic narratives
or more accurate depictionsBlacks yet,Black audiences are also thought to be in
search of pleasure, joy and identity devel
potential for our coexistena®thin another sphere of knowledge. Alluding to this
potential forces us to question what the practices might be within that alternative space
and to examine what current conflicts prev
Wallace, 1998, p. 2). Bm aBlacka u d i e n ¢ e 6 sBlapke/isumlpddtwd i v e,
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provides an opportunity to depict new possibilitiesBtacksthat are often times
challenged or fall short of visibility in mainstream visual culti3ack audiences are
also usingBlack Visual Qilture as a pedagogical tool and field for individual and
collective discovery. Stuart Hall writes:
ePopul ar culture, commodi fied and st
not at all as we sometimes think of it, the arena where we find who we
really are, the trutlof our experience. Itis an arena that is profoundly
mythicélt is where we discover and pl ay
ourselves, where we are imagined, where we are represented, not only to
the audiences out there who do not get the message, butdtvesifor
the first timed  Cit@dsin Wallace, 1998, p. 3)
The relationship thalack audiences have with the visual depictiorblaicknessan
best be described by what Lacan (1959) calls Jouissance, where there is pleasure in pain
(Miller, Porter & Leavy, 1996). . The pain that is associated Bltck Visual Qulture,
centers on what sonidack audiences might perceive as its shortcomings. Shortcomings
occur wherBlack Visual Qilture, presents stereotypesBifck people, or images that
might be seeas damaging foBlacks. Still, often these same images can provide
pleasure t@Black audiences who find themselves, laughing and enjoying the overall
presentation of visual images that pres#atknessPerhaps the ability to find pleasure

in even the ngative stereotypes @lacks stems from an understanding that these images

are not a true representation of the group as a whole.
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Chapter Conclusion: The Implications for using the lens oBlack Visual Culture as
a pedagogical tool

Throughout this literature review | have set up numerous examples dlhokv
Visual Qulture is instructive. It is instructive of the concept®8tack Qulture,
mainstream culture, audience development and smoaomic impact as it relates to
marketing.And yet it teaches so much momlack Visual Qlture teaches us how to see
beauty, violence, various dichotomies such as right and wrong. It presents us with
narratives of whatodés Acool 06 and whatés fAwh
cool) and ve look to these narratives to develop an understanding of our world and
difference. Consequently, we must lookBtdck Visual Qilture as a pedagogical tool. It
is a part of so many personal and community narratives. This is why visual culture
educators mst also investigate it through a critical lens to see where there are
misrepresentations and issues of marginalization.

| find the literature omBlack Visual Qilture and particularly its depiction Black
women insufficient in providing a voice for the everyddgck woman that it represents.
Conversations about the imagesBtdck women have been discussed in the academe but
how Blackwomen in general perceive these images needs to be considered meore. T
Blackwomands gaze at herself and representat:i
perspective from the discourse on the feniéek body that typically centers on
scopophiliaBlack women who provide narratives of contemporary forms of the gaze of
Black women and visual culture will provide a more inclusive and well rounded approach
to dealing with the issue of race gender and representation. The visual texts that are
examined in this research are fixed and moving images that are immersed in racial
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narmatives. | believe that they continue to represent or critique what Fanon describes as
encountered difficulties in the developmenBtdick bodily schema and also the fact that
consciousness of tliélack body is solely a negative activity (Fanon, 1967). Our
understanding of visual aRlack Visual Qilture pedagogy exposes the need to critically
look at the images @lackwomen so that they can be systematically deconstructed.
Deconstructing what we see also implies the need for socially responsible psoducer
(hooks 1996; Bell 1995; Lipsitz, 1998). DiscourseBback Visual Qilture is an earnest

attempt to bring race and gender to the forefront of visual pedagogical discourse.
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CHAPTER 3: THEORIZING IMAGES OF BLACK FEMALE BODY

Introduction

In this chapter tiscuss the theories that inform this research on the images of the
Black female body. It is through the lenses of critical thgdgcy, 2000; Simon 2004;
Denzin & Lincoln, 2000), critical race theory (Delgado, 1995; bell et al, 1988) and
critical pedaggy (McLaren, 2000; Giroux, 1999; Freire, 1994, 1993, 1970) that this
research finds value in developing coustarratives and using personal testimony as a
means of addressing the social inequities that are often associated with depictions of
Black womenin popular visual culture and fine arts. The use of Western canons of
thought at first mighteem like a recapitulation ofpressive ideologies of race and
gender that have been mentioned in previous chapters. However, | find value in these
theorie®goak to improve the social fabric of societies through the advocacy of critically

examining various forms of knowledge and empowering those who are marginalized.

Critical Theory
Critical theory according to Macey (2000) isatermthat,an be wused qui
loosely, as in the present dictionary, to refer to a whole range of theories which take a
critical view of society and the human sciences or which seek to explain the emergence

of their objects of knowmigmgghe worldwasfits7 4) . Th
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established in the Frankfurt School and in the writings of Theodor Adorno and Max
Horkheimer. The Frankfurt School development of critical theory provided a means to
Afgive social agents a critical purchase on
promotes the development of a free and-determining society by dispelling the
il lusions of | DEOLOGYO (Macey, 2000, 75).
establishedl ur i ng the 19300s Ger many when fasci st
Members of the Frankfurt School were of Jewish decent and it was during the height of
Nazism that they relocated to the United States and further established critical theory
within contextof capitalism; before it was contextually used to address conservative
Marxism and fascism. Simons (2004) describes how critical theory establishes itself from
traditional theory i n t Hreetcharadter of positivistal t heo
socal science that was developing in the West. TheMarxism of the Frankfurt School
regarded such ureflexive social science as one of the many ideologies that masked
oppressive power relationsodo He further est
evaluate as wel |l as explain and descri be s
establish what exactly it does it must be acknowledged that there are two distinctive
categories of critical theory.

Critical theory has two different meanings walifferent origins. It exists in two
categories, critical literary theory and critical social theory. Both theories are from the
18" century but serve two distinctly different purposes. Critical literary theory involves
the analysis and understandingitériary texts. Unlike critical social theory, it is not
seeking social change or an analysis of society but rather it seeks the understanding of
literature in search for truth. In contrast, critical social theory is oriented t@artical
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knowledge tht enables human beings to emancipate themselves from forms of
domination through selfeflection and [takes] psychoanalysis as the paradigm of critical
knowledge (http://en.wikipedia.org/wiki/Critical_theory). It is the epistemological aspect
of seltreflection which will be adopted in this research and which gives an understanding
to other theories being used in the research that derive from Critical Theory. Specifically,

the research focuses on tenets from Critical Race Theory and Critical Pedagogy.

Critical Race Theory
Denzin and Lincoln (2000) explicate tha

outgrowth of and a separate entity from an earlier legal movement called Critical Legal

Studies (CLS)O (p. 263). Cr ilegal ncomement, e g a | S
which chall enges the notion that Athe ci vi
toward social transformationo (Crenshaw, 1

2000). Critical Legal Studies scholars acknowledge thdetd# systems have internal

and external inconsistencies that help to support various social inequities within the

Uni ted States. Specifically, Critical Leg
United States but falls short in its failure to irdduracism in its critique. According to
Delgado (1995), Critical Race Theory (CRT)
Derrick Bell and Alan Freeman wHhmoth distressed over the slow pace of racial reform

in the United States. They argue that theiti@uhl approaches of filing amicus briefs,

conducting protests and marches, and appealing to the moral sensibilities of progressive
citizens were no longer producing the gains of times past. Matsuda explains that CRT on

t he ot her han dnthefeffectscolirace and rdcism,evhile dinyultaneously
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addressing the hegemonic system of White s
cited in Parker, Deyhle, Villenas, 1999, p. 11). Its distinction from CLS also involves its
goal to bring about chge that will implement social justice.

Only recently has CRT been used outside of legal discourse. L-&il8ogs and

Tate (1995) began their discussion on CRT

that, fArace cont i ocety;shatthe natioewas @dmisedrot i n U. S

property rights, not human rights; and that the intersection of race and property could
serve as a powerful analytic tool for expl
(DeCuir and Dixson, 2000, p. 265). The exglon of social and educational inequities
can be further extended to issues of representation in visual culture if we are to
understand one of the tenets of CRT. CRT specifically involves the following tenets: 1.
counterstorytelling; 2. permanence ofaiam; 3. Interest convergence and; 4. critique of
liberalism (Crenshaw, bell, et.al. 1988; 1992, & 1995).

For the purposes of this study | employ the use of costdeytelling or
narratives as a means to bring from the periphery the voidacfwomen that are
seldom heard as it relates to their images. Billings and Tate (1995) explain that CRT is
emerging as a powerful theoretical and analytical framework within educational research.
| use the tenet of countstorytelling to further suggest thas ise as pedagogical activity
in art education can further extend the understanding of looking at images as it pertains to
race, gender and representation critically. Coustignytelling challenges narratives of
dominance. Delgado and Stefanic (2001)redetounterstorytellingas a method of
telingastory hat fAaims to cast doubt on the vali
especially ones held by the majorityo (p.1
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this research and establishes whygh#dicipation ofBlack women through their
development of narratives is critical in both challenging the current dialogue about the
images oBlackwomen and in developing new discourse in higher education. The
participation of these women and the devalept of their own personal narratives create
a particular consciousness that is advocated in critical pedagogy theory and its goal to

obtain social justice.

Critical pedagogy

According to Henry Giroux (1999) ncCrit
practices need to be informed by a public philosophy that addresses how to construct
ideological and institutional conditions in which the lived experience of empowerment
for the vast majority of students becomes
Critical Pedagogy section, Para. 1). This goal is based on the premises that education can
be a transformative process and that it should not be looked at as a neutral or apolitical
activity. Although this definition of critical pedagogy is explicitly talkingprabschool
practices and settings, | extend the conversation of critical pedagogy to learning both
inside and outside the classroom as it relates to visual culture and to images that are
socially and politically instructive. This notion of critical pedagagsupported by the
argument that ACritical Pedagogy al so has
means to achieve social justice and change (Teaching Professor, 2008, 22,3, p.1). It is the
everyday confrontation of images that teaches viewerstabe issues of gender and
race and many other social constructs. Christopher Fletcher (2008) further establishes
that, Aradical hi storians know that our pe
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other understandings of history and the past, dene¢gust from what is taught in

school or college but also from a far wide
As it relates to this research critical pedagogy is the leading theory that | refer to in order

to see how the transformative presehat leads to empowerment takes place through the
investigation of the images 8lackwomen. This research operates under the assumption
thatBlackwomen are often oppressed or challenged by prescriptive visual images of the
femaleBlackbody. Thefoca gr oupdés participation with t
interpretation of them are fully investigated. Paulo Freire (1999,1993,1970) expresses the

necessary participation of the oppressed in their liberation when he writes:

To surmount the situation oppression, people must first critically

recognize its causes, so that through transforming action they can create a
new situation, one, which makes possible the pursuit of a fuller humanity.
But the struggle to be more fully human has already begur iauttihentic
struggle to transform the situation. Although the situation of oppression is
a dehumanized and dehumanizing totality affecting both the oppressors
and those whom they oppress, it is the latter who must, from their stifled
humanity, wage for bbtthe struggle for a fuller humanity; the oppressor,
who is himself dehumanized because he dehumanizes others, is unable to
lead this struggle(p. 29)

Blackwomen going through a process of critical recognition or awareness about the
visual narrativeshiat depict them has great potential for us to participate in
transfamative action, which theallow us to create new situations or rather new
narratives abouBlackwomen. Giroux (1999) provide information on how this
transformative process can be estdi@dd by explaining the tenets of critical pedagogy.

The tenets of critical pedagogy are listed here:
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1. Create new forms of knowledge through its emphasis on breaking down disciplines
and creating interdisciplinary knowledge.

2. Raise questions about the relationships between the margins and centers of power in
schools and is concerned about how to provide a way of reading history as part of a
larger project of reclaiming power and identity, particularly as these are shaped
arownd the categories of race, gender, class, and ethnicity.

3. Reject the distinction between high and popular culture so as to make curriculum
knowledge responsive to the everyday knowledge that constitutes peoples' lived
histories differently.

4. llluminatethe primacy of the ethical in defining the language that teachers and others
use to produce particular cultural practices."

There is relevance of all four tenets as it relates to this research:

¢ The first tenet, which consist of new knowledge makingaedting an
interdisciplinary approach, is established when the focus group deconstructed the
images oBlackwomen and when they merge writing and art making to construct
new narratives abolack women.

e The second tenet of critical pedagogy, raising questions about the relationship between
the margins and centers of power and reclaiming power and identity, emerged in the
focus group through discussions and collective brainstorming. Here, participants had
an opportunity to establish and confront the issues that are connected with the images
of Blackwomen.

e From there this research merges the images from the visual artists with popular culture
visual images oBlackwomen in order to meet the third tenétatical pedagogy.
Having the focus group critically look at popular culture images througlerniseof
visual artists is anfeective way of blurring the line between high and popular culture.

¢ The fourth tenet of critical pedagogy is explored throosghown narrative responses
to the research process. As an educator and researcher it is important that my research
addresses the responsibility of educators who are involved in the process of using
racially charged images as pedagogical tools. Liz Jaqa8)8) substantiates the
critical role of the educator when she writes:
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To appreciate the structural nature of social and educational injustice, it is
both necessary and fair, | think, to view dialogical pedagogy with some
degree of criticality, while tfing to hold on at the same time to what
possibilities it does provide students as individuals in educational contexts.
For instance, there are clearly circumstances in which we should recognize
minority cultural groupd consciously, not formalfy and allowthem
relative autonomy in perspective or behavior withinaiartlassroom
settingsée(p. 144)
From a critical pedagogical pergpiee, my role as an educatorrtyy research
participants is instructive of how all educators andipalarly those in art edation and
visual culture studiesvho dealing with the critical assessment of visual images, should
engage students and especially cultural minority groups. Because of my position as a
Black female instructor, one of the major questions in critical peglaguat | confront is
AHow docewet edre aut hority when we are wor King
case with new teachers, especially persons of color orwomen irdnual®i nat ed f i el
(The Teaching Professor, 2008,22,3,1 p. 1). Also, undelistathat educators have an
unequal power over students, | adopt the p
interrogates dominant or received understandings and can encompass teaching and

l earning in a variety of tcbeg 2008 m2B8s Myuss as i

of Critical Pedagogy cl osely associated wi

77



(1) Identify
a problem
/ (Theory) \

(5) Evaluate (2) Analyze
the action the problem
(Reflection) PRAXIS (Theory)

(4) Implement the plan (3) Develop a plan to
{Action) address the problem
(Theory of Action)

\_,//

This model provides a series of steps that both educators and students can follow in order

to confront hegemonic ideologies about the imagd&adk womenthat will lead to

social transformation and change. |t also
that, Athe challenge for a critical educat
empowers individuals (students, teachers, and groagiitnally excluded from

education) and that simultaneously creates platforms for the critique of existing power

and knowledge structureso (p.1).

Critical pedagogy theorist Peter McLaren (2009) personal statement about critical

pedagogy is as follows:

The critical pedagogy, which | support and practice advocatesiotamt
dissent, the development of a philosophy of praxis guided by a Marxist
humanism, the study of revolutionary social movements and thought, and
the struggle for socialist democracyisltopposed to liberal democracy,
which only serves to facilitate the reproduction of capital. It advocates a
multiracial and antimperialist social movement dedicated to opposing
racism, capitalism (both in private property and state property forms),
sexsm, heterosexism, hierarchies based on social class, as well as other
forms of oppressiar(Revolutiorary Critical Pedagogy, para. 1)
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McLarends take on critical pedagogy is dee
oriented; his approach to a mamgalitarian world is one that challenges the political and

social structures that western nations are invested in such as capitalism and a particular
take on Ademocracyo. Al so, it should be ac
been focused withithird-world scenarios. However McLaren (2000) does establish that

the philosophical approaches that were inspired by imperialist and colonized spaces and
social structures have further had an influence even in North America. He states,

AFrei r e 6 sarguably Beentthee driving force behind North American efforts to

develop critical pedagogy. Critical pedagogy is a way of thinking about, negotiating, and
transforming the relationship among classroom teaching, the production of knowledge,

the institutioral structures of the school, and the social material relations of the wider
communityo (p. 10). What MclLaren is descri
attempts to challenge and eliminate inequalities that take place in education and to

influence attituds within these spaces to be antiracist,-aakist and arthomophobic.

What i s most interesting is McLarends (200
pedagogy that is practiced in North Americ
directed learning@pr oaches devoid of social critique

the fact that critical pedagogy in North America is used as a tool to just interpret
productions of relations of exploitations. This was not the end goal for Freire and his
liberatoryeducation. Instead, it was his intent for oppressed people to put to practice a
critical educational approach that developed a conscious understanding of their
oppression as a means to transform and essentially provoke a real social change.

79



Mc L ar e nlaship exposes the differences of critical pedagogy within particular
contexts, acknowledging that there are various approaches and defining goals for those
who want to put it to practice. Because of this there are differences between the
theoreticalframeworksof critical pedagogy or rather its ideology are very much different
than its methodological approaches that are employed. Because of these contrasts it is
important to acknowledge what are some of the criticisms of critical pedagugy

basethis research on some of its tenants.

Specifically, | self identify as a feminist and visual cultural educator and | deem it
important to consider what critics from both disciplines have to say about the use of

critical pedagogy in research.

Feminist critiques of critical pedagogy

In order to fully understand feminists?©o
understand their politics and position within education. Feminist educator Kimberly Kay
Gunter declares that feminist teachers do notiposihemselves as athowing bearers
of truth and knowledge but instead as individuals grounded in a particular positionality.
Furthermore, feminist teachers seek to distribute power and authority among students
(McLaren, 2000). This approach to educatyives insight to the fact that feminist
scholars have a problem with hierarchical authority and the concept of empowerment.
This is especially the case in institutionalized spaces such as the classroom.

As a researcher | am attracted to the idea ofaeéhrcbeing a liberating experience
full of enlightening moments for both students and teachers. However, as | have explored
the criticisms of critical pedagogy | have learned that many feminists find the theories of
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critical pedagogy problematic whendrmest o pr axi s . l esimhét eéedsay
Feel Empowering? Working Through the Repre
Elizabeth Ellsworth (1989) argues thla¢ definition of critical pedagogy operates at a

high level of abstraction. Concepts oftical pedagogy consistently strip discussions of
classroom practices of historical context and political position. And it is useful for

philosophical debates but not in actual practice (p. 92). Ellsworth goes on further to

explain how no literature on tigal pedagogy attempts to explore whether or how the

practices it prescribes actually alter specific power relations outside or inside schools.

Also, educational researchers advocating critical pedagogy fail to provide a clear
statement of their polititda agendasé(p. 93) . ElI'l sworthos cr
whether or not critical pedagogy actually does what it says it does and if in fact it actually
reestablishes social inequities that students are supposétolbeer at ed f r om. L

(299D, uncer st anding of ElIl sworth critique is ¢t}

empower ment, student voice, dialogue and t
which interpretations and O0sense makingd t
slece and marginalize, and what interests d

foregrounds the conflict between critical pedagogy and the practice of deconstruction.

She defines critical pedagogy as a theory
teaching/learning intended to interrupt particular historical, situated systems of

oppression (Latkr, 1992, p. 122). Lather (1991 t hen ar gues that f#féto
pedagogies have failed to probe the degree
done Abyo | iberated pyytuand ad gpieasatfetdo di Od rh eft foq
upon which is directhsd ot He.Aem@a@nci pdttoriyso p
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scope of her research that critical pedagogy perpetuates the relations of dominance and
she offers a new apprcoacth ctad tpeeadcahgiongg ecsaol.|

Postcritical pedagogies deconstruct the notiofiaf r i t i cal 6 by acknow
there are no subjects exempt from becoming oppressive to others...any group
positodcan move into the oppressor rol ebd
(Minh-ha and Gentile, respectively, quoted in Ellswoi®89, p. 114). The complexities
of critical scholarship through a pesttical perspective is always readjusting the
margins of power and using deconstructive-sef f | exi vi ty t o pinpoint
biases and privileges might come into play in ioterpretation of socipadlitical
situations. Lather (1991 est abl i s hes t {pasitionifgtofitiitical p ost mo d e
intellectuals has to do with struggling to decolonize the space of academic discourse that
is accessed by our privilege, to open ggce up in a way that contributes to the
production of a politics of differenceéwho
(p- 132). Putting into context what voice(s) we are listening too and how it is formed
with a particular understanding andrin a specific experience allows for the kind of
checks and balances that puts educators and students in continuous critical assessment of
their educational process.

Jenni f or )Zotigue of sritical pedl®Bgy is directed at the concept of

the ag@nt of empowerment. Within education, teachers usually see themselves as agents

of empowerment in both feminist and critical pedagogies. For Gore, this is problematic

because, fAwhile its specific meanings must
fiempower mento often does, more generally, p
(2) a notion of power as property, and ( 3)
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[her] contention that discourses of critical and feminist pedagogy construct empawe
in ways consistent with these underlying presuppositions (p. 56). Educators operating
from this point of view of empowerment present a problem of empowerment being
di chotomous, Aus/themo and there alte misse
and contextual issues thafluence empowerment. Gore (1993 r emi nds r eader s
the (weltintentioned) focus on empowering others there is a danger of overlooking the
reflexivity which, rhetorical Ipy62).Shsgoesonsi d
on to suggest a Foucauldian way of | ooking
relationships as an exercise of power that has unforeseeable and contradictory effects that
go beyond the control of critical and feminist pedagogues intentidms. T
acknowl edgement calls for educators to be
we are empowering studea{p. 62).
Examining specifically the way in which feminist scholars problematize the
advocacy of empowerment in critical pedagogy dredtéacher/student dynamic in
learning spaces as it relates to authority and meaning, calls for me to be critical and
reflexive of my approach to research with yolBlgckwomen. As | have stated earlier,
this research provides its participants an oppdstua be empowered through dialogue
and specific pedagogical activities that are intended to help these women establish a
voice on the issues of collective representatiorBlatk women. | take into account both
the proponents and opponents of the isgltempowerment and critical pedagogy. | find
it equally necessary to consider how visual cultural theorists have criticized the use of
critical pedagogy within the fields of popular culture and art education since my research
is centered on looking at tiseciopolitical implications of particular visual images.
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Visual culture theoristso critiques

Critique against critical pedagogy as it relates to the interpretation of visual
cultural texts are largely centered on critipatlagogues imposing their interpretations of
these texts and not privileging the particular readings that individuals may read texts that
differs from their interpretations. This critique calls into question a hegemonic and
authoritative approach to constted meanings that challenges the notion of critical
pedagogy as a theory of empowerment. One way of addressing this issue is to look at the
ways in which people both as individuals and collectively use their social position and
localized power to readxes and construct multiple meanings. Through a survey study
that focused on young peopleds Iinterpretat
Green (1994) concluded that #fAmaking sense
and collectiveidentt s ar e defined and negotiatedo (p.
young peoplebs (age 14) access and respons
established that the way in which people interact and interpret visual cultural texts is
through a social reat that contributes to their development of identity. Furthermore,
the survey responses revealed that different readers make sense of one and the same text
in quite different ways and that these readings change over time. If we are to believe that
readingtext is subjective and connected to both individual and collective positions then
there is a lot at stake when it comes to workanidp visual cultural texts imn attempt for
socicpol i tical change. 't al so, <chapedplenges pe
are subject to a process over which they have no control: they need to be trained to make
choices and judgments because they are seen to be incapable of doing this for
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themsel veso (BuGkéeamhand X4 Seppt oh7) . | ndi
sttent s6 in particular, reading of texts
on the social group and even within the social group. This definitely makes the
imposition of one particular reading difficult and could even be seen as combative. What
is most interesting is Buckingham & SeftGreen explanation of how reading becomes a
social process through dialogue. They explain that the social process of reading has two

main dimensions:

Firstly, it i1nvol ves r e ciongtestablishedby thereatler t
in isolationémeanings are defined in an
through talkéReading is thus inevitably
were in the opposite direction, talk about popuf@dia also serves functions involved in
constructing and negotiating soci al rel
and talk about what they read, therefore, we are effectively examining the ways in which
they socialize themselves into group niewrship and thereby construct their own cultural
identities (Buckinghan & SeftonGreen, 1994, p. 29)
Conducting a dialogue about visual cultural texts allows for the social process of reading
to take shape and yet to always be changing and negotiatingnukedifferent readings.
Ultimately, there is a power relationship between the readers and the text. They both
bring to the relationship a particular context that dictates how visual cultural images are
to be received. With so much going in the sociatlir@process, critics of critical
pedagogy find it problematic for educators to approach a visual cultural text in ways that
do not acknowledge or dismiss various interpretive meanings.

David Trend (1992) discusses the political implications of theotisgtical
pedagogy to establish textual meaning.

identifies writers, teacher s, artists,
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must always look for knowledge, insight, or inspiration. letllal products pass from
institutionally certified senders to commonplace receivers in a manner that translates very
wel | into the economic metaphors of modern
pedagogical approach to visual cultural text implies @sumf existing powers rather
than challenging them. The personal agency that critical pedagogy is said to encourage is
in fact displaced by authoritatively determined knowledge that Trend argues is politically
i mplicated. Speci fcultuelddeyisto suppdrtaetisting power v i e w
structures and forms of authority by disco
1992, p. 52). These discouragements are definitely seen as antithetical to what critical
pedagogy promises to provide in gducational process.

Likewise, Weaver and Daspit (1999) see the ways in which critical pedagogues
engage in popular culture and the creation of meaning as problematic. Their critique of
critical pedagogy is that formeltplerdadingsafl | 'y it
popular cultural texts, the contradictory and shifting meanings of texts, and the shifting
power struggles over control of textso (p.
critical pedagogi cal primhrgfocusysplacedoptheect i ce sh
meanings power blocs inscribe upon popular culture texts and how critical theorists read
these inscriptionséplacing critical theori
reading while ignoring the ways individualse their localizing powers to interpret
popular culture texts to construct multiple readings (Daspit & Weaver, 1999, p. xvi).
Essentially what Daspit and Weaver are charging against the practice of critical pedagogy
is the little to no space it providesrfthe development of alternative meanings and thus
inhibiting a catalyst for agency.
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Chapter Conclusion: wusing the tenet HApers
One of the tenants of critical pedagogy
of Apersonal experienceo or testimony. Cri
ways in which experience can be usedbcate oneself in larger systems of power and
oppression and to dmenter authority within the classroom. Many feminist theorists have
critiqued critical pedagogy for being a theory that helps to perpetuate existing systems of
hegemonic dominance, parilarly because it is founded in a patriarchal viewpoint

(Ellsworth, 1989, Gore, 1990; Lather, 1992). However it is the use of personal experience

that the two have in common; I n | arge part
traditionalclassroms 6 ( Boar t wri ght and Sinacore, 119
intentionally included and valued womenos

other nordominant groupsWith the guidance of critical pedagogy | will now discuss a
mixed methods approachrough the use of a quantitative survey and a participatory
action research based focus group. These methods were employed to put the concept of

critical pedagogy into praxis.
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CHAPTER 4: METHODOL OGY

Introduction

The purpose of this study was to identify the contemporary ways in which
stereotypes and metearratives abouBlack women are presented in popular visual
culture. This study was particularly interested in the perspectiBé&aok undergraduate
women, andheir interpretation of thee visual images. Thereatsoa focus on
comparing the selésteem and saliency of race and ethnicity of the participants with their
interpretations of particular images. My study also sought to develop relevant research
guestons about race and gender for visual celtturriculum and to provide an
opportunity to construct countearratives under the tenet of Critical Race Theory that
are theme specific and empowering for those who went through the process of
constructing thes narratives. Thegairposes and activities aliginis mixed methods

study within the domain of participatory action research.

Design of Study
A mixed methods approach was utilized to collect tlataugh the development
of both a focus group and use of a quantitative survey. The use of mixed methods is a
paradigmatic position that sees compatibility between qualitative and quantitative
methods (Howe, 1988; Reichardt & Rallis, 1994; Tashakkoreé&dlie, 1998).

Specifically, A Mi x e Hat corebind tbedquabtdtive@nde s ar e
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guantitative approaches into the research methodology of a single study ephas#d
study. 0 These methods are s ubdniévdi dAecdc oirndtion g
to Creswell, 1995 the design for this study is classifieal Reminantiess dominant
studyi n which, AAThe researcher conducts the
with a small component of the overall study drawn from an alterndtees i gnoo (as ¢
in Tashakkori & Teddlie, 1998, p. 18). The majority of this research relies on qualitative
methods with a small emphasis of quantitative methods through the use of a survey.
A qualitative design was used to holistically approachgtudy. Mason (2005) assert
that:
Through qualitative research we can explore a wide array of dimensions of
the social world, including the texture and weave of everyday life, the
understandings, experiences and imaginings of our research participants,
the ways that social processes, institutions, discourses or relationships
work, and the significance of the meanings that they genépate)
Quialitatively, the design of this study was constructed to utilize focus group
methodologies and borrows methdidsn the basic tenets of participatory action
research. Through the process of focus group research {4pné 2010) the design of
this study emerged as primarily an action research study. As determined by my field
work, the process of recording, bramrsning to obtain general background information
about the topic, transcribing verbal communication, analyzing visual material,
constructing countemarratives and videotaping the oral readings of these narratives, was
an experience that brought signifit@ontext to the understanding of various images and

their sociepolitical, historical and cultural meanings; These activities are the ratification

of a focus group (Stewart & Shamdasani, 1990; Morgan, 1997).
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Focus groups are useful in gaining knowleétgen disenfranchised or
marginalized groupBlackwo men) because, fAFocus group 1in
referred to as -Bberi&heay,2@086,ip.nePD A Happeningisa
conversation that, whil e pre,aamams@adyaainicand i
narrative process. Within the context, group members communicate their thoughts,
feelings, and exper iBibenanaleavy 2007% h1€3).Theown o ( H
happenings that occurred in this research support the quest for eitihestit relates to
dialogic responses and creative developments of visual and written narratives. The focus
group was self contained in structure; meaning, it served as the primary means of
collecting qualitative data, and there was a careful matdfitige goals of the research
with the data that the focus groups produced to meet these goals (Morgan, 1997, p. 3).
During the workshops, participants were a part of a collaborative process for generating
knowledge and interpretations of the mediatedesgmtations oBlack women. They did
this primarily through the identification of various narratives and labels ascribed to the
Black female body and also through the development of research questions and counter
narratives. Consequently, the design of study centers on the research methodology of
participatory action research (PAR) and underpinnings of critical race theory (CRT).

PAR was beneficial to the critical analysis of the imageBlatk women and
how it was exercised in this research. Tolofving literature informs my understanding
of participatory action research: Handbook of Qualitative Research, Denzin & Lincoln,
2000, AParticipatory action researcho Kem
research, Mclintyre, 2008; Participat@gtion Research: Origins, approaches and
methods, Kindon, Pain & Kesby, 2007) and Participatory Action Research and Critical
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Race Theory: Fueling Spaces for Nisras to Research, Torre, 2009).
Various methods were employed to carry out my reseataselapproaches
enhance my understanding of the diverse perceptions and concern8laictomen
in visual culture as it relates to otli&ack women. The primary methods used were an
initial survey about body image and sefiteem that is based on fResenberg self
esteem scale (1965), collecting and viewing visual images (both still images and video),
semistructured and conversational group discussiorgbemnstorming exercise that |
cal l Abody mappingo, group devoenteopment of
narratives undethe guidance of narrative inquiry and performing counteratives on

videotape.

Description of workshops

The participatory @mon research (PAR) paradigm establishes that:

The researcherodos function is &0 serve a

typically, disadvantaged groupsas an opportunity for them to act

effectively in their own interest. The disadvantaged participdafiae

their problems, define the remedies desired, and take the lead in designing

the research that will help them realize their aims ( R& Babbie,

2008, 2005, p. 422)
Preliminary data was collected in the form of a quantitative survey that viasudesd among a group
of Blackwomen associated with The Ohio State University campus. On April 16, 2018’ ahel
BlackWo mené6s Retreat was held at the Mohican Res
was forBlack women on the Ohi&tate University campus to come together for fellowship, networking,

and for an opportunity to address the unique issue8taekk women face collectively on a university
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campus where they are a minority in representation. The underlying notion isathabfrthe unique
experiences and issues tB#ck women face at the University are not formally addressed and that there
are few opportunities and resources that are culturally specific in addressing these experiences (Jeter,
personal communication, 2000 Appropri ately, this yearos the
Breeds Strengtho. The chair organizer of the
research. She and | are members oBilaek Graduate and Professional Student Caucusaned

similar interest in the issue of representatioBlaick women in visual culture. She asked me if | would
participate in the retreat by conducting a workshop that reflected my research interest. | saw this as a
prime opportunity not only to share rmterest and knowledge but also to get informed on deerk
womenos interests anBlackvomhoneinddgei ssiailt replratsesn
well attended with approximately 70 women who were undergraduates, graduates and pabfessio
Blackwomen attending the University. The majority of these women B4k with the exception of

one woman who identifies as Latina and another woman who identifies aganiatibut noBlack

The workshop t hat Bodytmage8elf Esteentd thBlezkd-entale Bodyead&lackni
Femal e Empower ment . 0 The des cr iTphigforumnns aodppottunity w
for all of us to explore the different ways Blackfemale body is represented and interpreted both by

us ard by others. At the same time, we will explore the meaniBaokfemale empowerment through
opendialogueandad. | began the workshop by introducin
introducing the purpose for conducting the workshop. | then geoMihe women with an opportunity to
participate in the survey study of my research if they were interested. Those who were interested signt
an IRB approved permission slip and conducted the survey. After the survey portion was finished I the
continued \ith the rest of the workshop by introducing historic and contemporary information that
contextualize the issues Bfack women and visual representation. This information consisted mostly of
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a comparative analysis of the visual images of Sarah BantraashJosephine Baker and contemporary
images of Beyonce Knowles, Serena Williams and music video models. Afterwards, a lively discussior
that was semstructured by questions that | asked while in the role of a facilitator took place. What |
observed is thahe general consensus among this particular gro&teck women is that a lot of the
contemporary images @&lackwomen in visual culture are stereotypical and problematic as a whole but
that there are also a lot of positive representatioiaak womentoday in comparison to the past.
What was most interesting was the perception of graduate women versus undergraduate women. Wh
controversial image of Black woman was displayed for view (on a power point slide), these images
were usually provocativie nature. Graduate and professional women found these imaBeskf
women to be more problematic than undergraduate women. There were some undergraduate women
who viewed the controversial i mages as rnigndist
professional women protested this notion with historic information about stereotypes as supporting
evidence. It is my observation that the more informed a participant was about the history of race, gend
and stereotypes then the more concerns tkpyessed about the imagesBiick women being a
misrepresentation or underrepresentatioBlatk women collectively. As a result of my observations, |
found it necessary to conduct a qualitative study in the form of a focus group and PAR that looked
specifically at the perceptions Bfack undergraduate women. | wanted to know what exactly they know
about the issues of race and gender representation at this point in their education and | believed that t
particular demographic of women would provide an opportunity to lend understanding and context to
the social and cultural significance of thesag®es.

The data collected for this study was based primarily on workshops conducted oveealsix
period from May to June of 2010. The Frank W. Hal@lack Cultural Center was the site for my
study. Over the span of sixeeksa focus group of 5 womemet for workshops in which they
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participated in a series of activities. The size of this focus group falls in line with the preference of som
professionals in the qualitative research industry who prefer to work with agroum, this is a focus

group caomducted among 4 to 6 people (Greenbaum, 2000). Furthermore, my role as a researcher was"
conduct the workshops and facilitate discussions. | advertised the workshop on The Ohio State
University campus in the form of fliers and via amail listserv. | pecifically advertised in areas on
campus that are heavily trafficked Biack women and on the Frank W. Hale Black Cultural Center
listserv. |did this because | knew | had a better chance of recruiting interested participants that would
fitthissudy o6s desired de mlacy ur@gdiaduatss,18 av blderg and fanrale.:From
there, potential participants expressed interest-wigaiéand signed up for a specific orientation date.

The orientation addressed what type of research andtiastivas a researcher was interested in

exploring and from there, | had another sign up sheet for anyone who was interested in participating ir

the study.

Location of Study

The Frank W. Hale JBlackCu | t ur all Center, more commonly
was chosen as both a site for recruitment and
many reasons for choosing this location, the first being a reflexive one. In resedérdhe x i vi t vy,
the ability of the researcher to stand outsid
(O6Leary, 2004, p. 11). Through reflexivity I
recognize that it is strohgconnected to my own personal experiences in this space. Throughout my
undergraduate and graduate education at The Ohio State University, | have spent a significant amoun
social, cultural, professional and academic time in this space. For foull yeaksed as a work study
student at the Hale center. My job description spanned from a greeter to a program develapartand
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curator for the centeros art galleries. After
continue to utilize the ceer as an appropriate and preferable space for the above mentioned areas.
Currently, | teach a class in the department
classrooms two times a week. The reason why this location has become a sigpefitaf my

personal, professional and academic experiences is primarily based on the unique nature of the facility
and the type of environment that I s promoted
one of the few Centers in the cagnif not the only Center, that has an academic side and a cultural

s i dvemw.ht{p://oma.osu.eduCentrally located on the south side of campus across from the

Uni versityods wel c o me 2&clssoanrfacilitieshacomiguer lab, aGeseatcleand
reading room, a tutorial lab, 2 art galleries and one of the largest collections of national and internation
African and African American art. For this research, the Hale Center made accestige all
technological equipment, such as a smart classroom and physical space that was needed to conduct 1
research. Furthermore, its mission and vision is one that coincides with the goals of this research. The

Centerdos website (2010) explains this clearly

The Center6s mission coincides with the
University and the Office of Minority Affairs. Specifically, the Frank W.

Hale Jr. Center develops and maintains supportive programs and activities

for the development and advanamof all students and particularly

African American students. Additionally, it serves as an instrument of

orientation and instruction to the larger community on issues of race,

politics, economics, community, art and culture. Further, the Center serves

as an instrument to stimulate the documentation of the contribution of

Blacks to the world of Arts, Letters and Scien(gara 2)

So then, the Hale Center was the sole location for this research because it is a space that the participe

and myself identy as welcoming, familiar and supportive to the initiative of investigating the issues of
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representation and tligdack female body. The Hale Center was the most supportive space for this
particular focus group and served as an appropriate environmehasghidte sociopolitical ambience of

the research project (Morgan, 1993; Shamdasani, 1990). Both the participants and me have strong tie
this space through the experiences and development of relationships with its staff and others that help

make the Ceet what it is to various communities.

Participants

As mentioned before, fliers posted in the Hale Center,anéheé | s sent out on
listserv was the primary methods of recruiting undergraduate participants for this study. There was a
regponse of more than thirty women who were interested in participating in the study. This type of
sampling in what OO6Leary (2004) describes as
sample is simply by asking for volunteers. What shoulddtedhabout volunteer sampling is that it is a
met hod of sampling that is highly convenient
given population, the characteristics of those who volunteers are likely to be quite distinct from those
whodonoét (O6Leary, 2004; Krueger & King, 1998)
methodology, representativeness is not the goal. | legitimate my sampling selection process with this
l ine of thinking, fMan yvedawmsnerdarto bnderstandwdpolatian®drel e
not looking for representativeness. Their goal is often rich understanding that may come from a few,
rather than the many. Applicabil iitdependingoretse f r o
contextitbe applicable in alternative or broader p
gualitative inquiry methods and a process of elimination based on schedule availability, a purposeful
sample of 5 undergraduaBéack women vasselected to participatin the focus group. Since the
majority of the women that this research was interested in sampling are students, accessibility was a k
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factor in who was able to participate and their level of consistency. After getting a large response of
interests, | s invited to present my research at the 2010 spring quarter work study meeting. Mr. Larry
Williamson, the Centerodos director and Graduat
address the work study students during this time because the mafdhiéyrespondents work for the
Center and they were present at this meefihgre were approximately, 60 Black students, male and
female. The majority of these work study students were female. After introducing my research and sig
up sheet| got a reasince of who could participate based on scheduling (the focus group time had to
work around my teaching and consulting schedule at the University; it was held on Tuesdays from 6pr

to 8pm) and also who was genuinely interested.

Surveys as a research metd
Through the guidance of a statistical consultation services consultant (a service provided in the
Universityods Statistics department ), -ebteechefvel o
participants. The measurement is based on the Rosesdieegteem scale (1965), which is used in
most social science studies. The survey also asked questions that help to indicate the various ways in
which participants identify by race. From there, there were a series of questions that asked participant:
to rate the level of significance as it relates to race, class, gender, community and religion. This questi
served the purpose of establishing which one of these categories is the most salierglaokong
women. Furthermore, since the study is interestediious forms of visual media that present images
of Blackwomen, there was a question that asked participants to indicate which types of media they are
usually engaged with. The next portion of the survey asked questions about body image and perceptic
of selfworth. Following this were 15 images of women of different skin tones, ages, and body types.
Participants were asked to rate the attractiveness, appeal, and likability of a woman in each of these
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images. They were also asked to indicate what racedheen in these images belong. This was a
minimal statistical analysis because of the small size in respondents and this type of statistical analysi:
was used to support the qualitative data. Minimal statistical analysis generally needs a minimum of

about30 respondent s ( @yeal laaceived a20000852spanses tb BiS survey.

Visual Culture Body Mapping, Big Ideas, Key concepts and Essential questions as a
Research Method

During the first and second weeks of the workshops, t@iming was an essential research
method in the focus group. This process made clear what the participants knew about the representats
of theBlack female body and what they cared to know more about. The value in brainstorming is in its
design to faciliate the generation of new ideas and to encourage creative expression. It is an explorato
process in which focus group members can buil
ideas (Shandasani, 1990; Morgan 1993). This is exactly whkaptace when | introduced to the focus
group an activity | call dAvisual <culture body
introduce various discourses, visual materials, and the concept of enantgives to the participants,
it would be imperative to learn what they already knew on the subject matter. | initially planned to just
draw on a | arge pi eBlackWonfmamep ewi tthh ea ved rrcd efi Talreo
coming outward; essentially what | am describing is laibhart. Then after contemplating the focus
of this research | felt that it was necessary to incorporate the visual representatioBlatkliemale
body even in the brainstorming process. Subsequently, | bought a largeBialtibdnd white foam
pape r . | then drew the outline of a womandés bo
was the outline of Blackwo ma n 6 s b d@ldckfpam@apert| then cut out this silhouette and
glued it on unrolled white foam pap&ext,Icutout t he BRBlackFdesmailTeheBody o fr
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remainder of th&lack foam paper and glued this in the top left corner of the white foam sheet. | createc
what | now call a fivisual body mapd. Reminisc
Walker, | call this a visual culture body map because the silhouette of the female body was created to
a landscape in which the participants could post labels on that are commonly ascrib&lackthe

female body in art and popular visual culture. Insrauliscourse the term body mapping is used to
describe a process in whialsomatic (minéody) discipline based upon the scientific fact that the brain
contains neural maps of bodily functions and structures governs our bodyW$esgeour physical self
representation is adequate and accurate, then our movement is effective and safe. Conceptually, the
visual culture body map activity that | introduced to participants was an opportunity for the participants

to brainstorm the ways in which tBéack femalebody functions, is structured and governed within the

realm of visual culture. The silhouette served as a landscape in whig
they wrote names, labelstereotypes and narratives that generalty ge
ascribed to th&lack female body in visual culture on post its. From
there, they stuck these post its on the silhouette. What took place wi
creative process and dialogue about the issues of representation an
misrepresentation @dlack women. As each woman wrote a label on t
post it they explained the significance of the term and their percepticF'ig'drelo Focus Group

its visual nature and messagesBOdyMalo cip
ideas. Some added to already mentioned narratives while othersem@nded of never before

mentioned labels and narratives through the course of a lively discussion. This brainstorming process

allowed the group to transition into the next activities of the focus group, which were to look at visual

materials oBlack women in the forms of print and video and to develop essential research questions.
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During the third week of the focus group,
Notionso, AThe Boondocksodo and musi atphotiogiapled o n
images oBlack female subjects in the works of Carrie Mae Weems and Lorna Simpson. The group the
had a discussion about the images that were viewed. This discussion then led to the development of
essential research questions about theesentation oBlack women in art and popular visual culture.

This was an integral part of the study. In the next chapter | will explain the pedagogical significance of
having the focus group develop research questiadshowthis procesgan guide educ¢ars and

students in a critical investigation of race and gender representation in visual culture. Before doing this
must explain the method that was used to develop these questions. Specifically, | introduced the
framewor k of Aund&BDjihwhithdlio magjor design driecipiegwere deyeloped to
synthesize the best practices and resedrefen design principles associated with teaching and
assessing for understanding. Wiggins and McTighe (1999, 2004) assert that students learn attively an
not passivelyéone of the key principles from
Key Concepts, and Essential Questions. This p
curriculum that cues them into big ideas, enduringunderdta ngs, and essen&t i al
Wiggins 2004, p. 16). This framework has also been adopted in planning integrateduur(igacobs

1989. The participants in this study were given a worksheet that was divided into three categories. Tht
firstcat egory was titled fABi g | deao .Bladkwanerbinvguai de a
culture. From there, participants worked indi
asked them to list what they know about the big idea. D&dtiehr and Ballenge®lorris (2006)

e X p | ey concepis get students to ask questions about the world and about themselves. And they
call for an understanding of more than one point of view. The key concepts should be relevant to the
students livesanerf | ect 1 ssues and experiences that ar e
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participants listed their key concepts on individual sheets of paper, they then shared their key concept
with the group and | recorded them on a bigger sheet of presentatem papn there, the participants
and | collectively developed essential research questions that they believe can guide future research c

Blackwomen and visual culture. This was also recorded on a large sheet of presentation paper.

Visual Documents:Excavating visual data as a research method

When it comes to using visual methods in qualitative research a distinction is made between hc
the visual i mages are used. Mason (2005) expl
when we talk bout using visual data, we are referring to visual data sources (phenomena which occur
are located in the visual or spatial, rather than in words or text), or visual research methods (visual wa
of researching), or visual data products (visual wayeadrding or presenting data) (p. 104). These
distinctions aid in the understanding of how visual data was used in this study. The excavation of visus
images from magazines, the internet, films, TV, art books and various other sources, were visual
resoures used to ontologically pinpoint what we see as meaningful in our social world and to
epistemologically pinpoint how we think we can know them. The fourth week of this study consisted of
the researcher, bringing a variety of visual texts that didpliagk women (specifically, | broughi
pictures ofart works by Carrie Mae Weems and Lorna Simpson and various movies). The participants
also brought images that they wanted to investigate. Together we examined images based on the
categories of: authorship mhages, where these images can be found (positionality and space) and the
authentic representation Bfack women. From there we developed a dialogue about these images and
collectively decided what themes these visual documents are portrayingédodduvomen; and
whether or not they are problematic or positive issues. Next, the participants were introduced to variou
texts authored bBlack women. Example of some of the textsinclu&o j our ner Tr ut ho:
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|l a Womanodo (1851)poamd iMyhae ndAmeeamladudo mano (1978
served as examples of h@&lack women have developed narratives that specifically focuslack

women within a particular rhetorical context. Following this introduction, the participants discussed the
significance of these writings and the different genres and reasons in Btacdwomen can

communicate ideas about tB&ack woman through text. From there, | introduced the concept of
counternarratives to the focus group and asked them to considegposiarrative to share with the

group for the following workshop.

Counter-narratives, Video Recordings and DALN: Generating visual data as a
research method
Like diaries, written accounts, and stories, stext-based forms of visual data can be gyated for
or through the research process. This especi
the capabilities or technological production of images but rather what exactly is visible. The significanc
of generating visual data in resela can best be understood by acknowledging the creative limitations of

research without it;

The idea that everything we are interested in exists in language or text, or
is expressible in those ways, and that we can explore it using words or
reading textcan be a rather limited and uncreative.ome ( Mason, 2005,
104)
The ultimate goal of this study was for the focus group participants to create a narrative work that

explores, examines, interrogates and interrupts already existing narratives and Trhsgsshow the

participants developed counter visual narratives aBtaok women.
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During the fifth week of the study, participants developed courdgmatives in response to the
metanarratives oBlack women that already exist. The metarratives were determined by the focus
groupds recognition of consistent themes of r
mapping workshop. Each participant picked a theme that they wanted t@foclisey then were asked
to compose writing in any genre about their theme. They were also asked to collect visual images (the
could be print images or moving images on film and TV) that were representative of the theme and the
coincided with their wtten narratives. On the sixth week of this study the participants brought their
visual images and written narratives with them for the purposes of recording. With the help of a
videographer, the participants sat in front of a tripod flip video cameradexcaome of them read
their narratives while moving visual images ran in the background on a flat TV screen. Other
participants read their narratives while being recorded and gave the images to the videographer with tl
expectation that the videographveould embed the images that they brought into their film. They gave
the videographer instructions about the order the images should be presented in the video but none of
participants had a preference for the layout of the images. Once the videosliveetetleey were each
burned on CD6s along with the word document o
The foll owing week, the participants received
Literacy Narrative (DALN) website.

Posting narratives on the DALN was a voluntary act and three out of the five participants
decided to do this. The DALN served as a platform for participants of this study to share their voice to
broader audience in a vastly accessible way. The websitiaitleis accomplishment:

The Digital Archives of Literacy Narratives (DALN) is a publicly

available archive of personal literacy narratives in a variety of formats
(text, video, audio) that together provide a historical record of the literacy
practicesand values of contributors, as those practices and values change.
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The DALN invites people of all ages, races, communities, backgrounds,
and interests to contribute stories about [dovand in what circumstances
0 they read, write, and compose meaning, ana they learned to do so
(or helped others learnRetrieved May 26, 2010, www.daln.osu.edu)

It is important to mention that the DALN is IRB approved. Those participants who volunteered to post
their narratives on the website relinquished their righnonymity. They also gave approval for their
narratives to be used as data for research. The site provided participants with different options to licen
their work so that it would not be altered but used based on their own preferences. The canatrdctio
recording of narratives in this research i s s
narrative form tells a story that Arefl ect]|[ s]
present and f ut Biberand lleavy, 20017, p. 848). Linking tHeepad, present and
futurehas huge implications for an depth and critical look at the visual image®8tdick women since,
many of the historic gendered stereotype imag&aafk women have mutated into conteonary
versions of their old selves (ShoA8pboden and Jones, 2003, p. 3). Furthermore, the methods we used
expand the knowledge and pedagogical approaches of art educators. Written and visual narrative
compilations in this research is supported byttepa t hat , At eachers and s
their own cultural traditions, as well as the cultural construction of others from a critical perspective
with the understanding that what has been socially learned can also be unlearned or ghanged b
individuals within the group, +Morrigé&Stuhrs200d, @.é6me d
Working with visual images and writing allowed for a discursive approach to confronting the

representation ddlack women.
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Method of data colle¢ion and analysis

For the qualitative portion of this study | used field notes and-semtured group interviews
as a primary method of data col | ect otebook. Thea n d
research questiormd body mapping matals that were produced in workshop one and two of this
study was collected by typing these materials in a word document and also by taking photos of the grc
work material with a digital camera. Audio recorded group interviews were recorded on a digital
recorder for the purposes of note taking. The audio recordings were downloaded to a MacBook Pro
laptop and excerpts of relevant audio were transcribed into the Word document:reamlaed
conversations were labeled by date, subject matter, locatiaimaadlhe Word documents were also
saved in an electronic file folder.

A digital Sony flip camera was used for the video recorded cocuateatives. Each
participant introduced their narrative theme, and purpose of interest through the guidancayof loos
constructed interview questions that they read before recording. Afterwards, the participants read the
counter narratives that they wrote for this study. Once the recordings were done, the participants
downloaded the digital images that they colle@ed their Word document countearratives onto a
MacBook Pro laptop. These materials were organized, labeled and saved in individual digital file
folders, which were labeled by each participants study ID number. From there, the video materials tha
were povided were downloaded inteMovie software and the digital images were embedded into the
narrative recording through the softwareds ed
saved on a Maxell CIR 80min/ 700MB recordable disk along witieir Microsoft Word counter
narrative document; participants received a CD with their cowmateative materials. Once the
participants received a CD they uploaded their work on the Digital Archive Literacy Narrative website
(daln.osu.edu) undertheprogm f ol der titl ed ADefining Uso.
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counternarrative data collection for this study.

| specifically used qualitative group interviews and rhetorical analysis of the coantatives
to look for patterns, and themasd to address specific research questions. | employeesseictured
interviews. Qualitative interviews, or rather a conversation with a purpose operates from the perspectis
that knowledge is situated and contextual. It is constructed rather thantedc@tason, 2002; Kvale,
1996). The knowledge that was constructed in this study was developed from the interaction between
participants and myself, the researcher.

The quantitative surveys were distributed on paper and each suagegssigned an ID
number. Thedtal sample size w&s2. For participants who partici
their survey responses were made anonymous through the assigning of an ID number also. Once the
surveys were collected, each questios waded on a PASW (Predictive Analytic Software) program
for statistical analysis. The data from each survey was inputted by hand. Finally, a series of data
correlationsor regressionsan through the syster@verall, the data from the survey was used to
measure the sefisteem and body image of the participants as it relates to the independent variables, o

age, class, education, and saliency of race and ethnicity.
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CHAPTER 5: QUALITATIVE & QUANTIATIVE DATA ANALYSIS &
DISCUSSION

Chapter Introduction: (R e)naming and (Re)defining our lives

| can only speak for myself. But what | write and how | write is done in

order to save my own life. And | mean that literally. For me literature is a

way of knowing that | am not hallucinating, that whatever | feelkiso It

is an affirmation that sensuality is intelligence, that sensual language is

language that makes sense. My response then, is directed to those who

write what | read and to those who read whag¢lad é ( Chr i sti an 2005,

p.35758)

As a means to liveral feel alive, Barbara Christian expresses the necessity of
carefully inscribing ones existence through a particular language and to engage in a
dialogical framework with other people who are invested in the project. These methods
both secure the languagéBlack women and theiBlack feminist creativity, which is
routinely gagged and then disappears (Wright 2004, p. 136). Peter Trudgill (1995) also
sees language as a transformative tool when he explains that, The Strategic use of
language speaks to its ability to affect a societinfiyencing or even controlling the

worldvi ew of its speakerso (p. 13). What bor

| anguage is an expression of thought and t



having to viewour world as subordinate to others, or rather than having to work as if we
were hybrids, we can pursue ourselves as s
Christian and Trudgill s stance on | anguag
take itone step further by considering the strategic use of visual images as a vehicle of
affectively controlling worldviews. Images themselves are a particular type of
communicative tool that heavily influencBack female subjectivity. From this
standpoint,nvestigating th&lackf e mal eds subjectivity throug
culture should be a part of the national discourse and an invested goal for all who are
concern with her disappearance or misrepresentation. But this should be done with
caution, ackowledging thaBlack women are diverse and not homogenous.

One of the major objectives of this study is to let multiple voices be heard about
Blackwomen and their visual representation. Particularly, it is the perspectives of other
Black women througlthe development of written narratives that meets this objective.
According to HilkCollins, (1991), and Afshar and Maynard, (1994), this approach to
research is supported Byack feminist standpoint theory that argues tBietck women
needtotakeupaecnt r al position in (re)naming and (
in May, 2002, p. 301). As it relates to this research, focus group participants used
narrative inquiry as a method to explore the conceptualization of the data that was
collected. Thee of the focus group participants developed narratives that addressed
specific themes that they perceive to be ascribed tBlduk female body and character
in visual culture and fine arts. After choosing a particular theme, these women
individually cdlected images that exhibit the visual representation of these themes and
wrote counteinarratives in response to those images and the messages that they convey.
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As it relates to the study, the images were collected for dialogic purposes and are in fact
arbitrarily significant. The goal of this research was not to critically analyze the images
themselves, but rather to develop and analyze the written narratives that were developed
in response to these collected images. ysialof the narratives wasnduced by

myself, the researcher andcacs through the use of rhetorieadalysis. In the preceding
sections | Wl define narrative inquirycontent analysiand rhetorical analysasnd

explain my use of these methods in the study. The use of these methafislitative
attempt to bring significance to the meanmgking process that can occurs indrdsed
research and also to not reify stereotypes and justify relations of oppression. Qualitative
methods of this study is simply focused on criticallyking at youngBlackw o me n 6 s
stories for key insight on how certain visual images and-metatives abouBlack

women fit within their ontological and epistemological view8ts#ck womanhood.

Qualitative Methods: Narrative Analysis, Content Analysis ad Rhetorical
Criticism
Through participatory action research, the women in this study first went through
a process of collecting data. As mentioned before, we brainstormed, had group
discussions, about still and moving images that repres&faed women We also wrote
in response to loosely constructed writing prompts that were used to facilitate further
discussion. These writings, conversations, collecting of images and brainstorming

exercises (i.e. body mapping) are data that the participants ofuttysused to construct

their individual narrative analysis abdditackwo men i n vi sual cul ture.



(2009) definition of the narrative method to best articulate what took place in this focus

group:

Building on the tenets of ethnography, oral history, and qualitative interview, the
narrative method or narrative inquigt t e mpt s to col |l aboratively
experiences and engage in a process of storying and restorying in order lto revea
multidimensional meanings and present an authentic and compelling rendering of the
data. In other words, narratives are constructed out of the data through a reflexive,
participatory, and aesthetic process. Research based on narrative inquiry prdduces ar
based writings. Narrative inquiry often relies on small sample sizes but produces rich
case studieqp. 2728)
Leavyodos description of the narrative metho
study. The artdased countemarratives producely participants authentically reflect the
discursive and nediscursive communication thatcurred From there, it is important
for me as a researcher to critically work with these narratives to look for significant
themes that could give insight to thignificance of this research process for visual
culture education; | do this by first evaluating the themes that were established in the
body mapping exercise; | employ elements of content analysis to label and quantify a
total of 13 themes. | then retyr an element of rhetorical criticism, cluster analysis, to
anal yze par t-nagpatygant sé6 counter

Content analysis according to Walter, 2010; and 2002, involves using qualitative
material in an effort to produce meaning and it is done so by idemgipatterns or
t hemes. Specifically, content analysis fis
analyses the presence of specified words or concepts in a sample of forms of
communicationo (Walter, 2010, poexpbciy) .

code for the visible, easily identified content loé ttategories that were creatkding
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the body mapping exercise. Furthermore, the concepts and themes identified through the

process of explicit coding provides a context from how the washéms study used
research data to choose their particular theme to address through narrative inquiry.
Rhetorical citicism accordingto Foss (20Q9) ii s t he process
investigating and explaining symbolic acts and artifacts for theoserof understanding
rhetorical processesémost critics owmse
speech text, a building, a sculpture,
appropriate method for analyzing these particular tiseranquiries because the
influences in constructing these narratives are aeiti; they consist of writings, images
and a recorded delivery, which all influence the analysis of the overall cowantetive.
As a reseaher | use rhetorical analysiseagage in the process of thinking about
symbols, language and images, and how each participant used these forms of
communication to tell a particular story ab@&léck women in visual culture. My use of a
rhetorical analysis method is the way | choospauicipate in the narrative inquiry of
this research. Here | have an opportunity to provide my own perspective on how the
materials, and discussions from the research activities have been used to develop
narratives. For some, this brings in to questi@validity of rhetorical criticism. Foss

(1996) provides an explanation that supports its use in research:

The criticbébs task, in reporting the
interpretation of the artifact or to uncover the truth about it.artiact
does not constitute a reality that can be known or péwkd critic never

can know what the artifact Areall yo
impossible in reporting the findings because the critic can know the
artifact only through@ er s on al interpretation of
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simply to offer one perspective on the artiacine possible way of

viewing the artifact and what is happening rhetorically in it (p. 18).
Rhetorical criticism fits well in analyzing the narratives irs tstudy because these
narratives are not meant to be representative perceptionBtdctiwvomen. My
analysis then, is another layering of interpretation that provides thick description of each
participantds narrati v e isth®\magltemploy arketoricalct ur e
analysis of these works. For each narrative | follow the process of (1) formulating a
research question and selecting an artifact (the research questions are the ones established
at the beginning of this study and the adit are the narratives that participants
constructed from the focus group study); (2) selecting a unit of andlysis sing
cluster analysis for each narrative); (3) analyzing the artifact; and (4) writing the critical

essay (Foss, 1996, p. 11).

Body Mapping and Content Analysis
Reliability and validity

In order conduct content analysis properly researchers must consider reliability
and validity. Douglas Ezzy defines reliahbi
He asks us teaepeatdtiseidataecollection orfanalysis, will we
consistently get the same results?o0 Furthe
or results measure what we intended them t
conceptualizations of reliabijitand validity have been taken into consideration when

performing content analysis because this is a quantitative attempt to analyze qualitative
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content. In this study emphasis was on the overall body mapping terms that were listed

during the activity.

Intercoder Reliability
Intercoder reliability is the level of agreement between one or more coders using
the same coding instrument (Walter, 2010). The participants and myself compiled the
labels into thirteen categories listed below. We then quantified the frequency of the term
in each category. After coding was complete, the categories hypersexuality and
confrontational had the highest frequencies of eleven and thirteen. The categories welfare

gueen, low selesteem and educated received the lowest frequencies of two.

Categories Frequencyof terms
1. Hypersexuality 1. (11)
2. Big Booty Judy/The Butt 2. 4
3. Mammy/Nurturers 3. (5
4. Welfare Queen/Lazy 4. (2)
5. Sapphire/Overly opinionated 5. (3
6. Unintelligent 6. (3)
7. Low Seltesteem 7. (2)
8. Unattractive 8. (4
9. Superwoman 9. (4)
10. Clownish/Comedic 10.(4)
11.Educated 11.(2)
12. Materialistic 12.(4)
13. Confrontational 13.(13)

Tablel Body Mapping Categories 112



(Me)Telling: Rhetorically analyzing three counternarratives about the images of
Black women
The following is a prompt that was given to the focus group participants to guide their
development of counteararratives:
Literacy Narrative Prompt
Pick a visual image that represents the theme/stereotypladfwomen that you have
chosen to explore. Now compose a written narrative in response to the image. This can
be a creative work (i.e. poem, short story, essay, song, etc).
You might want to focus on the best memory you have of the stereotype and imatge(s) th
associated with it, the worst memory you have of the stereotype and image(s), or the first
memory you have of the stereotype and image(s) of it.
The type of narrative you write is totally up to you and should incorporate your stance on
this specific tpe of representation &@lackwomen.
Here are some questions that | would like you to consider when crafting your literacy

narrative. These are questions that have been explored in previous workshops:

1. How do you define___ (The theme you are exploring) ?

2. How is this term represented visually in popular culture?

3. Do you thinkBlackwomen are positively or negatively associated with this term?

4. How areBlackwomen represented in relation to this term? Where are you most
likely to find this representation? Where are you least likely?

5. Does this term relate to you personally? If so how?

6. Pl ease describe a visual image wused in
rel ati onship with todayds ter m. (Pl ease i
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This writing prompt was developed out of conversations and group interviewing that took
place in previous focus group activities. There are three research question®that als

guide this data analysis process:

1. In what ways do Black women identify with commercial images of Black
women?

2. How can the convergence of the images of Black women and personal written
narratives be used to interrogate the concepts of race, genddeatity?

3. From these personal written narratives what understanding can we get about
Bl ack womenés perception of: empower men

sexuality, and their various roles in society?

The answers to these questions will be discusstitbidata analysis and the overall
conclusion of this dissertation. In fact, | find it less comprehensible to separate analysis
from discussion because each narrative has distinctively different themes that they
address and only two of the three narratamescomposed in the same genre of text,

poetry, whereas the other narrative is an autobiographacedtiveaccount. These

differences alone will be discussed and are pertinent to the process of analysis. What | do

find occurring in all three narrativese four implicitly coded concepts:
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Identity: How participants identify
with image data

This is coded for either positive of
negative relationships

Instances oémpowermentand
disempowerment

Terms associated with this concept v
be coded fotheir direction of
relationship (e.g. does one concept
influence, precede the other)

Desirability

This concept is coded for its directior
of relationship, in particular contexts,
behavioral responses. | include these
variants under the same coung¢auty,
hypersexuality and objectification

Self-esteem

This concept is implicitly coded to
determine psychological or emotional

states of the author.

Table2 Implicit Narrative Concepts

The concepts: Identity, empowerment, desirability andesgifem have been emergent

throughout the entire focus group experience. These concepts inform researchers of how

Blackwomen process with visual representations of themselves and will be explored i

the concluding section of this chapter. Now | will work through my own process of

understanding the significant relationship between visual cultur8lac women by

doing a rhetorical analysis of the narrative inquiries that were produced as afrdsslt o

research.

Narrative # 1

Introduction

The relationship thalack women have with their hair has been a popular topic

in recent vi sual

culture medi a. I

n

produce

comedian goes on a quest to find out why hair industry is a-lliibin industry that is

11¢



disproportionately suppatl byBlack female consumers. What inspired this docu

comedy (a film that has combined elements of a documentary and comedy) is when Chris
Rockds youngest daughter asked, fADaddy why
2009). This question alone give®gt insight as to why sonBdack women with

particular hair types invest in an array of products and services that alters the natural

texture, and appearance of their haihdwdexplained that, not aBlack women have a

disdain for their hair nor at@ey the only consumers to buy products and services that

changes the texture, color, length or appearance of their natural haiBI&tikwomen
overwhelmingly represent a high percentage of the women and men that do. Bronner
Brother 6s Po eesx p Blackpeasplsaddéi 122 of the population and buy

80% of hair. All | know is we spend a lot of money on hair. N6 rhae r what weodr e
lookgoodl Good hair, 2009). Celebrity Nia Long
bett er , thathird) that baasesdgseat dissention withinrBlaek community and

with Blackwomen. Following this explanation é@mediarTracie Thomas describes her

deci sion to go fnat BlakWwommenavhade monputuetaxees ort o d e
other chemiclg that alters the genetic structure of kinky or tightly coiled hair to be
straight. She Batkaarbamksand all the bao ik straight ittwhse

hard decision to be |ike, no I dm gonna be
to give up straightening my hair! (Godiair, 2009). HistoricallyByrd and Tharps

(2001) posit that the birth of tiéack hair-care boom is associated with the African
American communitydés overal/l guest to eman

socidly:



Most African Americans entered the twentieth century with considerably

less. As the century progressed, the creationBdek consumer market,

an obvious outgrowth of a rising middle class, was to have a major impact

on the role oBlack hair and he significance attached to it. With

disposable income, moBRdacks had the means to purchase cosmetics,

namely bleaching creams and hstiraightening products. With the

attainment and use of these goods, they were able to work toward

achieving the respable look of the New Negroo ( p. 3 1)

The key word in this passage i s firespec
is a step in the direction of respectability is a narrative that has socially influenced the
Black community because straight haidé association with whiteness and white
standards of beauty. Consequently, the conceplamk hair looking acceptable has often
ti mes been when itodos straightened, still t
Abad hair o has perdiagog teedsoc@aiabric of tAmeman staety; in
the 19600s BlaokiPowerdMoveroesit advocated for the wearing of Afros
and natural hair as a sign of beauty and empowerment. Yet, like all movements and
fashion st at e me dmasyAfritah Ansericaniwdnmed reverted stk toa n
putting chemicals in their hair. Now in the*2dentury, you can fin@lack women
wearing either natural or chemically treated hair and also wigs, or weaves (fake hair
sowed or glued into the scalp). Stramied hair and natural hair in tB&ack community

are connected to polemic narratives and experiences and these dichotomies are explored

in the focus group participant Evoneds nar
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Description of the artifact and itgontext

The following narrative focuses on the
autobiographical account about a participants experier
with making a transition from chemically relaxed hair tq 3

natural hair. This theme was inspired by a scene in

producer Spikeee6s fi Il m ASchool

. N Wannabees in "School
which two types oBlack women wannabes and jigaboop 4, ar

discredit each others beauty and worth based on the physical appearance of their hair.
Evone explains the significance of this scene and its connection to her euaragve:
Stereotypes about thietackfemale body has always been an
interest to me because itobds something t
something that | feel like | can learn from my own past. So a topic that
really stood out to me is nappy hair; la@ise as you can see | have
natural hair and the visual subject that | chose today was as you can see
pl aying behind me is uh Spike Leeds mov
thatdos showing is between the wannabes
are the wannabwnhite girls with relaxers or perms and the jigaboos are
supposed to be ugly and dark skin with natural hair. And this clip really
stood out to me because lessrilaayear ago | went on the journey of
getting natural hair and it almost served as somethiegative because it

made me feel like, why is something that I think is beautiful, somebody
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el se feels Ilike is negative? So | donot
out to me and | wrote a narrative about

Nappy o iptibm Kay 80 2010).

Evone contextualizes her autobiographical counggrative with the musical scene in

School Daze (1988) and within the historical context of what strarghkiaky hair has

: responses and emotional connections to the

Figurel2Image of Jigaboos in narraives ofBlackwomen and their hair.

"School Daze"

Description of the unit of analysis
The unit of analysis that is used to ex

Cluster analysis is a method that appropriately can be used to examine written works.
Accordingt o r hetorical theorists Wayne Booth (1
proposition that poetic works may function rhetorically is generally accepted. Foss (1996)
describes cluster analysis.

Cluster analysis is a method developed by Burke to help itieediscover

a rhetoroés worl dvi ew. I n this method, t
for the rhetor are discovered by charting the symbols that cluster around

those key symbols in the rhetorical art
the criticusingthisnet hod i s to note Awhat subject:

subjects (what images b, c, d the poet [rhetor] introduces whenever he
talks with engrossment of subject ). 64)
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| use cluster analysis as a method because it sufficiently guides me in a close analysis of
implicit and relational meanings that are embedded in narratives. Examining the implicit
meaning of the content of this text and the cluster associations betwetemrke are
particularly significant because, MAAutobio
for us to construct ourselves and our research in ways that may be of methodological and
political interest to others struggling with alternate formsepfesentation of the lives of

mar ginalized peopleo (Brown & Strega, 2005

associations within Evoneds narrative.

Associational <clusters in fiHappy t
Below is the narrative in its entirety. It is impamt to read the full narrative

before | report the findings of the analysis in order to provide context to the clusters:

Happy To Be Nappy

| got my first relaxer when | was about 12 years old. | never really
learned how to do my hair until | was in higbhool because | ALWAYS
had braids so | never noticed how unhealthy a relaxer could be. | was
happy when [ first got a relaxer because my hair never lay down so easily
and looked so good when it was styled. My junior year in high school, |
noticed that myair was getting thinner and | decided | would never get
another relaxer. Unfortunately, that feeling did not stay with me because
after about 4 months, | returned to the creamy crack. Because | had taken
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time off from relaxers, it was thicker and headthivhen | finally got

another one so | thought that everything was ok. Once | got to college, |
began to see very few women with natural hair and | loved the way it
looked but | did not think it was for me. By the end of my junior year in
college, | begano battle with the topic again. | asked different people
how they felt about natural hair. Some said they loved it and others were
not so sure.

Since | was not sure how people would react, | almost decided not
to do it. Then | considered the fact thasitny hair and my decision and |
should not let others opinions keep me from finding another part of Evone.
On Friday, September™41 went to the beauty salon and before | knew it,
all of my hair was on the floor. | thought | would be emotional buit all
could do was smile because | felt that | was making the right decision. |
also gave myself time to get used to it so that when | returned to school, |
would be comfortable with the new me.

At schoolmostly everyone was supportive of my decision. There
were some of mywnsorors who told me that | should get weave or kinky
twists so that it would grow faster. | took that as an insult because | knew
that my hair was extremely short and there was only one way to style it but
it is MY hair. | just ignored i because they would not have understood
where | was coming from even if | would have tried to explain. | knew that
| was proud of my natural hair and that | do not need weave or upke
or any other materialistic detems
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myself on being naturally beautiful and I love myself no matter what

anyone else may think.

What has been discovered from the application of cluster analysis of this narrative is that
the two most significant key terms are relaxer and natural. Tivesietms are in
opposition to each other and this fisuggest
worl dview that must be solvedod (Foss, 1996
examines the opposing terms and the opposing terms that clusterd dreterms
relaxer and natural. These implicit cluster associations are: Identity, ambivalence,
empowerment and beauty.

The terms relaxer and natural have both positive and negative connotations when
applied to the context @lackwo me n 6 s hnarrative Evona makds a negative
association with the term relaxer when she

relaxer could be. o0 She also writes, AMy ju

N

getting thinner and | decided | would neverget ot her r el axer . 0o and
creamy cracko. When Evone talks about her
Aunheal thyo, fAgetting thinnerodo, and Acream
negative connotation that the author associates hatherm relaxeiReaders learn that

her experiencewith the relaxer caused her hair to thin and breakage and yet it is

comparatively addictive as crack despite her negative experiences with the chemical.

Although there is a negative association being mdtterelaxers, there are also positive
clusters terms associated with the term as
when | first got my relaxer because my hair never lay down so easily and looked so good
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when it was styladofih@pbpyber itaymdoswnoh fAe
goodo s how nefitethapace®xiperienced whHifeécan American hair is
relaxed. Since the author of this narrative provides both positive and negative
relationships with the term relaxer it iBvaous that she is ambivalent about the term.
Ambi val ence about relaxers is expressed he
relaxer. Unfortunately, that feeling did not stayhwite 0 , il returnedo, il
of fo, Al thought Adegrant tiondawds eokwd t h t he
statements exemplify Fossodés (1996) argumen
worldview when opposing terms are found in text. The statements of ambivalence convey
this tension and support the sificant role that hair plays in the lives Bfack women.
Evoneds ambivalence takes place both psych
in her narrative when she discusses decisiaking and battling with topics, asking for
others opinionsactwally going through the process of getting a relaxer based on her
mental processing of what a relaxer symbolizes. As the narrative shows, sometimes the
positive symbols win over the negative symbols @od versa. Depending on which
clustersismostinflueci ng at a particular time, Evone/
influenced.

In this narrative positive and negative clus@nesfound in association with the
term natural. When discussing natural hair
Il oved the way it |l ookedo, fAthickero, fheal
conveys that natural hair has the positive benefits of being thicker and healthier. This is
opposite to the relaxed hair, which is negatively assocwitbdvordslike fiunhealthy
and thinnero. Despite these positive attri
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Blackwomen, according to Evoneds experience 8
that it is not favorable among other members of her community arsthtingess

associated with natural hair is a negative cluster term because this appearance is less
desirable. Historically, short hair has not been a good attribute for African American

women because it is the exactoftendgngesi te to
straighter and associated with the concept of beauty.

The term beauty is a cluster associatiorhia harrative and can be foumdthese
statements, @Al do-umopanyother enaterialigiaiteras todbe mak e
beauti f ud Ol eaanrdn efid 6tvo pri de myself on being
Evone uses the word beautiful, which is a variant of beauty. Implicitly, she associates
beauty with being natur-apo sbdNggestesedit hgt At
arenotassociaed wi th Evoneds new found concept o
enhancement playanoppositional role to her new found notion of beauty. For this
reason, priding herself on being Anaturall
overcoming term of reixer at the end of the narrative and Evone leaves her readers with
an emotional state of self acceptance and empowerment.

Self-acceptance and empowerment clusters around the key terms of natural and
relaxer in this narrative. The author conveys momehselfacceptance when she
writes, AAt school, mostly everyone was su
statement, Al Jjust i1gnored [suggestions to
not have understood where | was confiogné 0 D e pogitivé and negative
receptions of Evoneds natur al hair this di
Evone goes on to write, Al was proud of my
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what anyone el se may t hifiane KighificanPalustetwardsand | o
and concepts that exhibit an emotional state of aetfeptance. The concept of self

acceptance is significant especially when it challenges the approval oBtahler

women in the community. From this, a sense of empowet is determined to also be

present in this narrative. Evone expresses an emotional state of empowerment in these
clusters: Aitds my hair and my decision an
finding another part eof RBwanddo,t dls dVa¥v éh amy
decision to be natwural, finding oneds self
a new visual representation of the self are all empowering acts that Evoe® islthis

narrative and that aggositively assaated with the term natural and negatively

associated with the term relaxer. From this and all the other cluster associations

mentioned, we get incredible insight on how a counggrative about hair can provide

insight to the significance ddlack womenand visual culture representation.

Narrative #2
Introduction
Narrative # 2 is a poem that questions the acceptability of representing hypeBlagkal
women in the media. The author wants to investigate why membersRibtiie
community and the overall community at large have albiwr this type of imagery to
be so prevalent in visual culture. This text aids in specifically answering the question
AHow can t he c onv eBlaglkmmnea and persandl eritten mativgse s o f
be used to interrogate the concepts of rac
provides knowledge of how the rhetorical process can be used to convey the perception

12¢



that aBlack woman might have about the consequences these images have on members

of theBlack community. Let me reiterate, the image of the hyperseBlaak woman is
historically known as fJ e zB&atkgil réinforcdse w e | (19
cultural stereotypes regarding the hypersexuality of the African American female, wh
yearns for sexual encounters. o She al so ex
television as wel/l as i n Brackwdmersisosso (p. 46) .
pervasive that it has been long standing; In the United States, it first started iy akager

means to justify sexual relationships betwBé&rck women and white men. According

to Pilgrim (2002), what was usually a case of rape, was not acknowledged as so because,
Blackwomen were depicted for having a strong appetite for white men. Threy we

blamed for seducing and provoking the slave owners (Ferris State University,  6).

Description of the artifact and its context

The following narrative concentrates on
counternarrative is actually a poem that quessitine acceptability of pervasively
presenting hypersexuBlack women in visual culture. The author, Rasheeda, describes
images of women scantly displayed and objectified for corporate profit and
entertainment. This economic relationship also has an effidgiack women who are
not participants in the entertainment industry and this imshohr ough t he aut ho
memory of personal adol escent experiences.
she explains how thexposure of hypesexual images ddlack women, and personal
experiences haseen influential to her sefisteem, and consequentyhe reason why

she chose this thee to explore



Hello my name is Rasheeda Donaldson. | am from Youngstown, Ohio and

|l 6m a graduating senior here at Ohi o St

communications with an African American and African Studies minor. My

interest inBlackfemale stereotypes portrayal in thedm specifically ties

from my childhood and devel opment as a

dilemmas withsek st eem i ssues. And the theme 1| 0\

hypersexuality and it made me question a lot of things about myself and

why these repetitive imag@ccur and my narrative | have chosen to

write, a poem, and it is title AAccept a
Rasheedads c¢ hoi-oaeratitean the formtofeooetty iscaccaoraing o r
Hirshfield (1997) dis a form of Irepresenta
invocation, this merging the two vehicles of expression (as cited in Leavy, 2009, p. 64).
Anot her significant factor in this choice
poems offer an alternative way of presenting data such as those fdaptirinterviews
or or al hi story transcriptso (Leavy, 2009,

provides an alternative way of presenting data but vivid imagery that coincides with the

bold presentation and sensual imageBlatk women that informs its catruction.

Description of the unit of analysis

The unit of analysis that is used to ex
Cluster analysis is a method that appropriately can be used to examine written works.
According to rhetorical theorists WayBeo ot h ( 1961) and Kenneth B
proposition that poetic works may function rhetorically is generally accepted. Foss (1996)
describes cluster analysis:

Cluster analysis is a method developed by Burke to help the critic discover

a r het ovievd B thw methiod] the meanings that key symbols have

for the rhetor are discovered by charting the symbols that cluster around

those key symbols in the rhetorical art
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the critic using thi gsclostetaboutbthers t o not e
subjects (what images b, c, d the poet [rhetor] introduces whenever he
talks with engrossment of subject a) (p. 64).
| use cluster analysis as a method because it sufficiently guides me in a close analysis of
implicit and relatioml meanings that are embedded in poems. Examining the implicit
meaning of the content of this text and the cluster associations between key terms are
particularly significant because, Al nvest:.
combines critickethnography, autobiography, and political underpinnings in service of

social justiceor i ent ed goal so (Leavy, 2009, p. 67).

associations within Rasheedab6s poem.

Associated clusters in AAcceptat
Below is the poem fAAcceptableo in its e
before reporting the findings of the analysis; this provides context to the clusters.
Acceptable
Why do we allow our own to be turned into sultry stone idols adorned by
the pwerful pervs that run the world? Twisted, poked, pricked, and
prodded until their souls unfurl.
Surrounded by plastic, Barbie dolls, weave, moans, and giggles it makes
me wonder why my little sisters are so confused. How many times a day

does our worlde | | us i tés alright to be used?



| remember booty shaking contests and never realized how the boys

became obsessed. Then when | was a teen it was cooler to show your

breastsé but why?

Since when was it cool to spread your legs for the camera and pose

slurping on a lollipop? Oh, but wait. That right there determines a better

shot.

ABoost your record sales, get the most

this say to your sister coming up behind you? Legalized prostitution?

Maybeé You jusidk. have to be real sl

Why is this acceptable?

After examining this poem | have determ
facceptableo. The term why is significant
most frequent term and appears four times in the poem. Its primary significancetis that i
provides insight into the poets thought process. The reader has a lot of questions about
the hypersexual representatiorBdickwo men. The word Awhyo is ¢
terms: allow, acceptable, confused and phr
clusters convey that Rasheeda really wants to know what purpose does the images of
Asul t ry sandovardy sexubBldclkoMo,men have in visual cul
line of questioning is rhetorical and is meant to provoke audiences to see hyes ioha
Blackwo men fit wi stedo, fipokedo, fApri B8kakdo and
women and especially youBjack girls. The author expresses her concern for the next
generation oBlackwo men i n this |line, fAit emakss me w
confused. o The terms AdAtwistedo, Apokedo,
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Aweaveo, fABarbie doll so, 0 olestermassdaciatansthatii gi gg
express disapproval of the hypersexual imageBiatk women. These terms also

establish the imagery of objectification and artificiality. Like caBlkack women are

posed salaciously in front of cameras because the messageni ety i s that it
spread your |l egso. Yet, ences s
images in the media, Rasheeda suggests that the
process of objectification starts early. Her own
personal experience of seeing and possibly
participatingonheB8bsot g
readers how fiit was coo
the time she was a teenager supports this claim.

These activities occur under the gaze of young boy

who are obsessed with the hypersexual performant

and imagery oBlack girls. Although most of the Figure13 pic of Nikki Minaj

. . ) . "Black Woman Slurping on ¢
poem is questioning the hegemonic and offensive Lollipop”

imagery of hypersexu&@lack women there is a turning point in the poem in which the

writer provides a clear answer to her questions. In the beginning of the poem the first line
alludestoagoup of peopl e, fApower fLikelJewele(19935 0 t hat
Rasheedalludes to the ideology that there is a hegemonic culture or group that are

invested in sexual imagery Btackwomen. These pervs developed and control the

ideology of hypersexud8lackwo men i n visual culture and fAw

hegemonic in a culture, certain interests

(Foss, 1996, p. 294). The author estddds this argument again in this line of the poem,

131



ABoost your record sal es, get the most per
connected to entertainment industries like the music industry that acquire economic gain
from images oBlackwomen fispreading their | egs and sl u
writer establishes this exchange of repres
prostitutiono and ends the poem by asking,
Readers are left with aewy intense image of tig@lack woman and this image of a
salacioudBlackwoman is supported by various still photoBtdck women
provocatively dressed and posed; these images were collected submitted with the poem to
be edited into the recded readingfathe poem. Thewre images of re@lack women,
models and entertainers, who were found on the Internet. Why are these images
acceptable?

Narrative # 3

Introduction

At the 2010 French Open Venus Williams stepped out on the court wearing a

Black and red &ce corset with flesholored shorts underneath. This caused a lot of
controversy because it gave the illusion she was showing her bare buttocks. Venus
explained to reporters fAltodéds really all ab
illusionarydi spl ay of her butt provoke audiences
at the French Open is significant for two reasons. First, it is significant and ironic that
once agaimon a French stageBlack woman with a welldeveloped butt became the
certer of attention. Like Sarah Bartnrawho was displayed in front of a Parisian
audience because she had an abnormally large butt, Venus has positioned herself in a
similar space. The reactiotmvardboth these women were fascination, surprise and
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disgust.Although for Venus Williams the context is much different. In 2010 Williams
can assume an agency that Bartmianl815 never possessed. The tennis outfit that
Williams wore is something that comes from her clothing line. This tennis outfit
promotes both \WWiams celebrity and economic independence. Second, and most

significant is the emotional state, and attitude that Venus Williams conveys about the

Blackf emal e butt. Williams tells reporters T
forme,alotor e beauti ful .o Furthermore, Venus b
reporters AdAlt jJjust soddwuplpemesd tdmd. || thay eal

May 28, 2010, 1 15). These comments reveal that Williams sees her butt as a gift and
otherBlackwomen today celebrate their butt also. It has become a symbol for beauty and
power. Yet, it continues to come under the hegemonic gaze and can also be a burden for
Blackwomen and youn@lack girls. Often, this symbol of beauty and power gets

reduced ad subjected to other labels. The symbol of beauty is traded in for grotesque,

and the concept of being weleveloped changes to evidence thaBlaek female body

is abnormally developed. This happens when imagBtkackwo mendés butt ar e
displayed in aexual context in the media. For the purposes of this study, focus group
participant Jackie explores the contentious relationshiBilaak women and she

personally experiences it relates to theirbutts Her poem fAiSynecdocheo

rhetorical nsight on these experiences.

Description of the artifact and its context
The following poem focuses Blakwontee t he me
in particular with big butts are commonly
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This countemarrdive talks about experiences and objectification that go along with
these labels. The author Jackie lyrically incorporates her own personal experiences of
existing with a large butt and couples it with imagerBlaick women in visual culture
with this sane trait. The overall purpose of this poem is for the author to disassociate
with the negative connotations that are co
identity. Il n t he i nsheexpldins tdr intenfionabrheaningsc ki e 0 s
behindthe poem more clearly:

Hi | 6m.Jddkn eviB h t he, Il 6m participating

Umm | was researching the perceptiorBtdickwomen in the, visual

culture, umm my study of research was the donk or uh, the behind, the ass,

whatever you want to call it that the media is seems so fixated on

concerning th&8lackwo mandés body. And | wrote a poc¢

ASynecdocheo.

Jacke 6s poem is |yrical and this works we
Ri chardson (1997) argues Alyric poetry, em
concerned with relaying a Astoryo per seét
Agi ving wroirceestearoclb col | aborHetaorrisnog (JLaecakviye, d
voice is what$ most important in this poem and is an overall goal in this research
project.

Description of the unit of analysis
The unit of analysis that is used to examine thisnagatvi s A cl uster ana

Cluster analysis is a method that appropriately can be used to examine written works.

According to rhetorical theorists Wayne Bo
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proposition that poetic works may function rhetorically ingyally accepted. Foss (1996)

describes cluster analysis:

Cluster analysis is a method developed by Burke to help the critic discover

a rhetoroés worldvi ew. In this method, t
for the rhetor are discovered by charting $lgmbols that cluster around

those key symbols in the rhetorical art
the critic using this method is to note

subjects (what images b, c, d the poet [rhetor] introduces whenever he

talks with engrossment of subject &p. 64)
| use cluster analysis as a method because it sufficiently guides me in a close analysis of
implicit and relational meanings that are embedded in poems. Examining the implicit
meaning of the content of this text ahe cluster associations between key terms are
particularly significant because, fAfAét here

each suited to different epistemological views about the research process as well as other

kinds of research questioasn d obj ecti veso (Leavy, 2009, p
actual cluster associations within Jackied
Associated clusters in ASynecdoc

Below is the poem ASynecdocheo in its e

an analysis provides contextthe clusters.

Synecdoche

By Jackie Berry

| accept the fact that when | walk down the street
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My backpack bounces up and down,
Rebounding off the switching of my hips.
| accept that when | go to parties
| lead with said hips,
Moving to rhythms
With swshes and dips,
Trying to get that guy in the corner to notice me
Just enough to want the next dance.

| accept that at times | use it for advance.

| accept that i1itdés attached

Canbot |l eave it at home,

ltds a part of me,
This synecdoche,
Thatmakesthgyuy | dondt know
On the street
Whistle at me
When 1 6m | ate for AFAM four
ltds a part of me,
This synecdoche,
That many have reached directly for
To the beats of N¥o, Common,
Soulja or Shakur
Who praise this part,
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Praise the naural art
God has attached as curves.
| accept the nerve
Of some people
Running out to show it
In proximity to lyrical poets
Merely for the purpose of bouncing,
Gyrating,
Flouncing what is claimed to be a talent.
| accept that some feel the need
To adjust,
Puff it up like some do with the bust,
Fill it Ot idOandttrust,itdpesl es | i ke Jel |l
In that unique sense;
That sense that she might feel 1|ike
On a waterbed.
That sense that when she sits,
Shedéds taller by a head.
That senséhat people actually want to
Test old jokes on her, bouncing coins off it
As drinks are set on top.
Running credit cards down the cleft
And seeing if and where it stops.
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Bending it over,
Shaking it faster,
Clapping an applause
To no other talent than thebility to slip into
A bikini.
| accept the synecdoche, but
I accept that i1itos beneath me.
| accept these things,
But | dondot do that.
ltés a part of me
But not as that synecdoche
| refuse to let be my representative.
So dondét ask me to wiggle i1,
Jiggleit,
Roll it,
Pop it, drop it, hydraulic it!
| only want to

Sit. On. It!

After examining this poem | have determ
answers the pr ece.digwvesapespense tdiwhat is acpeptable | e
aboutBlackwo mendés representation in visual cul't
identify with some of theseimages The key phrase in Jackieds
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phrase occurs in the poem nine times and it is clustered around the concepts of identity,
sexualt y, and empower ment . The frequent use ¢
author has come to terms with the fact that certain stereotypes are associated with the
Blackwomandés butt. The cluster as:
Blackwo me n 6 s bvilytexplerediinghis Ipcera and is
represented by adjectives and phrases such as: bounces,

swishes, dips, use for advance, gyrating, show it, bouncing,
flouncing, adjust, foéndingiti t o6t i |

over, shaking it faster, clapping, slip into, pop it, drop it and

™.

Figure14 pic of Delshis hydraulic it. These words paira picture of the butt actively

"Black women and the _ _

butt" engaged in movements that are sexual in nature. These

descriptions are supporteg the performance of entertainers in music videos and models

|l i ke ABuffy the Bodyo who are known for ha
buts move and perform tricks. What is most vivid is the reference Jackie makes to the
rapper Nebobl § ds.dackieohot bnly accepts that these activities are

connected wittlBlackwo mendés behinds but she also enga
these activities heleadsenithfsaid hiphoethat llenbéak baye |l p t
reboundsoffte swi tching of her hips and she r emi

These lines in the poem express empowerment, and connection that Jackie has with her

butt and identity. Jackie explicitly expla

it at home, ltdés a part of meo. Jackie canbd
because it is attached to her and this als
everything else it represents. Shee canodot s
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overall significance of thBlackwo mandés butt i s that it serve
hypersexuality oBlackw o me n . Descriptions of the fAdonk:¢
metanarrative ofBlack women as lascivious, oveleveloped and ovesexed beingin

society. Despite this imagery, Jackie disassociates herself from it and this is evident in the
poem. The turning point in this courerar r at i ve occurs when she
synecdoche, but | accept thlaaat it odob&mhedd hi
Jackie accepts the fact that these images and connotations about tBéalkwdoman

existbut this has nothing to do with who she is, her identity. She blatantly rejects this
metanar rative and statesesBhtanefusé.tdhiettu
shows Jackieds empower ment and even in her
that she is empowered because the tone and tempo of the remainder of the poem speeds

up and gets louder in an effort to emphasize her rejecti negative representations of
Blackwomen. The rhetocal elements of this poem cawmaliences to consider that

perhaps many of the stereotypical representatioBsack women in visual culture are

actually unacceptable to soB&ck women. This is a narrative or concept that is

scarcely present in visual culture.

Discussing the overall contribution of cluster analyzing countenarratives.

The themes, key terms, and cluster associations that were found in these counter
narratives ge strongly related to the representatioBlaick women in visual culture.
Through the process of body mapping the women of this study established thirteen
themes or stereotypes that are ascribégldok women in visual culture. Collectively
the particimnts and myself categorized these labels and through content analysis we

14C



calculated the frequency of each category. Media stereotyf#aakfwomen with
hypersexual and confrontational characteristics received the highest frequencies of
thirteen and eleve This data supports the literature presented in chapter one that
addresses historic stereotypediwd Black woman (Jewell, 1993). Furthermore, the
perceptions that there are negative representatidBlscit women in visual culture

were addressed ingai ¢ i p a n tnarratives.d isrevidemce gives significant
insight to the longevity of social and cultural megratives in visual culture. Even in

its most covert form, the presence of hegemonic images is still identifiable and harmful.
Thes counte-narratives also allomwne to aswer these research questiqiis) In what
ways doBlack women identify with commercial images Black women? (2.) From

these personal written narratives what understanding can we geBédulv 0 me n 6 s
perception of: empwerment and disempowerment, beauty and sexuality, and their
various roles in society?

TheBlackwomen in this study addressed their sentiments toward the commercial
images oBlackwomen through a personal and collective point of view. Through
rhetoricalanalysis | found evidence of the approval and yet disapproval of particular
images oBlackwomen. There were certain instances in the narrative when the author
was empowered as well disempowered. There were also times when the author could
clearlyideni y wi th an i mage and yet times when
Also, each writer mentioned instances when the images and theme had a direct impact on
their community. These memories were intertwined in personal experiences.
Consequently, theris a certain level of ambivalence towards the representatiBlacik
women and it is only when certain images are present in certain contexts that a
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participantdés stance as well as my own was
my understandinthatBlackwo men6s i ssues wi Blackwomen r epr es
are complex and relative. In an effort to address the second question, | consider my
efforts to conduct r het or i-paadtivesandit ysi s of
supportstheargumet t hat, Anarrative analysis seeks
of identity, knowledge, and soci al relatio
(Daiute & Lightfoot, 2004, p. xii). Initially a researcher might think that it is impossible

to pinpont a collective perspective amoBtack women on the issues of their

representation. However, as Bamberg & Moissinac, 2003; Bruner, 1990; Donald, 1991;

and Fivush & Haden, 2003 suggest, ANarrat:.
knowledge and beliefsiruhman soci eti es and as an essent
(as cited in Daiute & Lightfoot, 2004, p.87). This shared knowledge and beliefs were

most evident when each narrative addressed similar perceptions about the issues of

identity, empowerment,dauty, and desire. There is a collective perspective and equally
important individual perspectives that adds richness to the discourse of visual culture,

and the representation of race and gender. In support of the qualitative findings that

establish thathese participants have a perception of themselves that rises above
disempowering visual narrativésow will discuss the quantitative analysis of Black

women and selésteem
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Quantitative Methods: Assessin@lack w 0 me n &-esteesmeahdfbody image
I ntroduction
The QuadCity Times reported the passing of a woman name Martha Davis in
their obituary November 22, 2009. Residents, who live in Davenport lowa, knew this
|l ady; she was an icon in the area but for
Shewas known not by her name, but by her face. For 50 years she was
At he powder puff | ady, o0 or Athe clown w
woman who always wore a white face.
She puzzled most everyone, but was a gentle friend to many. However and
whatever, she wvathe QuadCi t i es 6 most wunique personal
Now, Martha Davis of Davenport is dead at 90.
True to her wishes, she was laid to rest Saturday with her face in white
makeup.
She was an enigma. Martha waBlackwoman who chose to cover her
face in heavy wke makeup. It was so thick that it often looked like white
pancake batter was spread over her face. She would not bare her hands.
Always, even on the hottest summer days, she wore white glove:
Why? Why? (Bill Wundrum, 2009)
The life of Martha Davis who lived a life in white face bares significance (
the inquiries of African Americans andsedfst eem. Wundr u yubl e
guestion AWhy?d is one that many® e arche
constuction and selesteem of African Americans have been theorizing
about for years. Although Wundrum does not provide an answer in his

article it was interesting to read some of the posted comments of neight &

and friends who speculated the reason wByaakwoman would live a

public life in white face. Some believed it was because Davis loved angfigure15 pics

_ ~of Martha
and wanted to look like one. Others expressed that she was eccentric opayis

plain crazy. The few comments that standout for my research intereBtsthead
14Z



accounts that Davis wore white face in order to get back the love of her life. One person
explains, fAlnnocently | asked her why and
with a whit eCitwlonmes, Navemped 22a2009). Whatever, theorale
behind her actions, one thing is clearly communicated, Davis did not want her natural
skin tone to be seen in public.

According toBond andCash 1992; Chambers et al. 1994; Porter 1971; T. L.
Robinson and Ward (1995)Black women expect to be judged their skin tone. No
doubt messages from peers, the media, and family show a preference for lighter skin
tones. Several studies cited in the literature review poirthatiBlack women of all ages
tend to prefer lighter skirohes and believe that lighter hues are perceived as most
attractive by theiBlack male counterparts (as cited in Thompson and Keith, 2001, p.
352). Perhaps the message of attractiveness and skin tone along with personal
circumstances is what influenced\ismto paint her face white. Looking beyond the
rationale of her actions, Davisodés public a
soci etyo6s Black Moreavari Dawsiwhite face appearance supports the
ar gument t hBlacks byfhites eegeal far nmofe about whites than about
Blacks, but the realities of power cause then to afééatks harmfully when they are
derogatory, which necessitates subversive
The harmful affect that Harrsupposes has to deal with issues ofestéemAs it
relates to my study on the representatioBlatk women in art and visual culture, and
their responses to these images, it is important to consider h@negentation of Black
women hasn effect orparticipants if it does at all. Specifically, | am considering the
relationship between sedfsteem, ethnic identity and the representation of that ethnicity
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in visual culture. So then, an understanding of whatestfem is and if there is a
correlationbetween it and these categories is addressed through the survey distributed in

this study.

Results

In the past Blacks and particularly African Americans were thought to have lower
self esteem than their white counterparts. This perception is based on the argument that
self esteem is correlated with group identity or membership and how society might
negdively view that group. As it relates to characteristics of Blacks in the minds of
whites, fAiHigh sensitivity to racial <cl assi
especially anger or resentment toward Blacks as a group, and fear or anxiety about being
close to Black individual so (Entman & Roj e
these emotions or the perception of mainstream America, could internalize them as
measurements of their group identity. Consequently, these negative emotions towards

Blacks have often been the rationale behind research in the past that suggests they have

|l ow self esteem. Supporting this rational
viewed negatively by society, they may vi e
AThis idea is in accord with early writing

which assumed that membership in a disadvantaged or lower status group would result in
lower self esteem (Phinney, Cantu & Kurtz, 1997, p. 166). In contrast, aasimgdody
of research suggests that Blacks and other minorities do not suffer from low self esteem

because of group membership.
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There is a body of research to support the argument that Blacks do not have
comparatively lower self esteem to whites (Bovdeal., 1986; Crocker and Major, 1989;
Hughes and Demo, 1989; Porter and Washington, 1993; Richman et al., 1985; Rosenberg
and Simmons, 1972; Tashakkori, 1992). In the research that measured the self esteem of
adol escents fr om v aisstrong svidentelihatiAticamAmericgams 0N T h
adolescents either do not differ from, or score higher than white adolescents on measures
ofsefest eemod (Phinney et al., 1997, p. 167).
of ethnic group members of a lewsocial hierarchy is not affected by this status.
Furthermore they challenge the claims that Blacks have lower self esteem in comparison
to whites. Theoretically, Athe soci al i den
identify with a particulasocial group, they try to obtain a sense of positive self esteem
from that identity. Consequently, when those individuals construct representations of the
in-group than of the salient egtoups, dimensions of comparison are chosen which
produce more fawurable representations of thegroup than oftheotg r oup s ét he
positive distinctiveness which is ascribed to thgrioup over the ougroups produces
positive self esteemo (Davi s, Leman, and B
discussion th ingroup is Black women and the egitoup applies to whites or any other
group that is not Black. The social identity perspective negates the argument that a lower
social status influences Bl acksdo self este
regard of the approval and valuations of other Blacks.
However, when socioeconomic status is taken into consideration there is some debate as
to whether thi s -asteeiml|Phiensycetak (1B7) eejpok studliesshatl f
show evidence thatsoco@ nomi ¢ st atus (SES) is a-domain
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esteem. When comparing Black and white high school students, Richman et al. (1985)

found that low SES students had lower -&sifeem scores than middle or high SES

student so0. AHughes andDAamog1980with Blagk adults found a low but

significant correlation between social <cl a

suggest that groups that are disadvantaged socially and especially those who are

socioeconomically disadvantagewhy in fact suffer from an unhealthy self and group

identity perception. These findings as it relates to the representation of Blacks in visual

culture supports the position that stereotypical imagery and negative messages that

associate Blacks with povgrtlo in fact have harmful effects on its group members. Still,

other studies like Ockerman (1979) found no relationship between self esteem and social

class in a sample of African Americans, Hi

al., 1997, p. 170)The research discussed so far is limiting because it has a narrow focus

on SES and adolescents. A more longitudinal study over time might perhaps show

negative effects on the self esteem of Blacks that are part of a lower social status. These

findings on scial status then, are inconclusive and were not a part of the study of Black

female images and popular visual culture. However, since there is an interest in specific

gender representation in visual culture, another factor considered is the comparative

df ference in Black women and men6s self est
The difference in self esteem as it relates to gender is critical for visual culture

research that focuses on the impact of images on women. Black women in general are

thought to have a negative self estdmnause they are marginalized in three ways: by

race, by gender and by so@oonomics. Comparatively, Phinney et al. (1997) found that

there are significant differences between the self esteem of white adolescent women and
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white and Black adolescent mekccording to this study white women have a notably

lower self esteem. However when the study measured the self esteem of Black adolescent
women they found that Black females showed relatively high self esteem and that Black
males and females did not diffi@ self esteem (p. 170). These results on the self esteem

of Black adolescent females calls for a closer analysis and questions if in fact there is a
drastic issue of low self esteem for Black women as a giosight isprovided as to

why there may ndbe a comparative difference in self esteem among Black men and

wo men. S pBd caicfki cweolmeyn,6 si parti ci pation in th
education have resulted in their near soci
sense, Bl ac kemsmoonEoméssin educdtionand income, and their role as

primary providef or t heir families, positively cont

cited in Patterson, 2004, p. 313upporting evidence that Black women and men have
equal levels of sekésteem and socioeconomic parity does not discount the fact that
denigrating racial messages jeopardize their self esteem. Rather what should be
considered are the different factors that negatively challenge the self esteem of Black
women and men.

In a gudy that compared the gender difference in mediated effects of perceived support

on depression and anxiety, Gaylddca r | en et al . (2007) establi
more salient mediator for perceivea@n suppor
was a more salient mediator for perceived

84). The rationale for these findings are based on perception that females are more
closely monitored and protected from some of the more negative experiensestiloht
initiate the awareness of ethnic identity.
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may not be as | ow as the Black mal eds when
experiences. Still, we should pmandmttose at
how it may be affected by having a lack of support from other Black females and family

members that they are closely associated with. Patterson (2004) notes:

The more recent findings substantiate what Black scholars had long contendeah Africa
Ameri can womenos pesteemare family, friendscobgch,@aid s el f
community, all of which are composed mostlyottfier Blacks (Eugene, 1995;
Miller,1992;Myers,1975,1980;Scott,1991).addition, Myers (1980) found that other

Black women ag the primarrs our ce of Bl ack womends self e
evaluations that anmost important for their own sedfssessments. Eugene affirms that
otherBlack women validate the experience, perspective, and feelings of African

American women thamainstream society attempts to invalidate. Posreugforcement

by others like themselves enables these women to not internalize societal views (Eugene,

1995; ShortelGooden & Washington, 1996).

Valuing the opinions of other Black women and their affirmations provides significant
insight on how some Black women are able to buffer the exclusion from a society that
discriminates them because of race and gender. However, we cannot assume that because
a Black woman has strong or influential relationships with other Black women that she is
not totally effected by negative imagery about Black women. This study challenges this

notion by working with a community of Black women and exposing their issues and
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concerns with I mages despite the access th

perceptionsonthetopilow | et 6s | ook at the results.

SelfEsteem
In the first regression age, education, ethnic identity, body shape, and body
satisfaction were the five vables entered into the regression to determine whether they
were significant predictors ofBlackw o0 ma n Gesteesndsed Table 4.1). The multiple
regression anal ysi s r evBlackethmc ideritygthe iotee st r o

positive her selesteem change = .11F (1, 41) = 4.69p = .03).

Body Satisfaction
In the second regression age, education, ethnic identity, body shape, and waue the f
variables entered into the regression to determine whether they were significant
predictors of 8lackwo manés body satisfaction. The mul
revealed that education, and bashape were significant predictors oBeackw o ma n 6 s
body satisfaction (see Table 4.2). Specifically, the old&aek woman the more
satisfaction they hee with their body R change = .06F (1, 40) = 2.50p = .05). Also,
the smaller a womanodés body shapeRthe more

change = .1 (1, 36) = 5.78p = .02).

Perception of Plus Size White Woman
In the third regressioage, education, ethnic identity, body shape, andestéfem were
the five variables entered into the regression to determine whether they were significant
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predictors of 8lackwo manédés attitude towards a pictur e
The multiple rgression analysis revealed that ethnic identity, body shape, and body
satisfaction were significant predictors oBlackwo mand6s atti tude towar
White woman (see Table 4.3). Specifically,
morepostive their attitude is towards a picture of a plus size white woRach@nge =
A14,F(1,38)=637p= . 02). Al so, the bigger a womano
attitude she has toward a picture of a plus size White woRfazthange = .04k (1, 36)

= 2.73,p=.09). Lastly, the more satisfiedBéack woman was concerning her body the

more positive their attitude she had towards a picture of a plus size White weman (

change = .09 (1, 36) = 4.52p = .04).

Perception of Plus SizBlack Woman
In the fourth regression age, education, ethnic identity, body shape, aedteelh were
the five variables entered into the regression to determine whether they were significant
predictors of 8lackwo mandés atti tude t owBlaclkdwmaa. Thei ct ur €
multiple regression analysis revealed that ethnic identity, body shape, and body
satisfaction were significant predictors oBlackwo mano6s atti tude towar
Blackwoman (see Tabl e 4.3). Specidenttgthel | vy, t he
more negative their attitude is towards a picture of a plus size white w&helmahge =
A18,F(1,38)=6.35p= . 05). Al so, the bigger a womano
attitude she has toward a picture of a plus Biaekwoman & change = .07 (1, 37) =

1.50,p < .05). Lastly, the more satisfiedBéack woman was concerning her body the
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more positive their attitude she had towards a picture of a pluBlsizewoman &

change = .10 (1, 35) = 8.27p = .008).

Discussion

Selfesteem is a highly researched construct that has been explored in two areas,

group selesteem and personalselfst eem. A According to Porter

1993),group selfesteenf ocuses on oneb6s feelings about

ethnic group.F u r t h e remanal seleste@rinvolves a comprehensive assessment

of oneds self, including feel-apgpsooflontri

(Phelps, Taylor & Gerard, 2001, p. 210). Rosenberg (19E9)1defines sekksteemas

he

positive or negative attitudes towards t
value. (as cited in Yuh, 2005, p. 112). Furthermore, Harter (1993) elséabiisat there
isaglobalsele st eem t hat he def i nethatang haGforithe | ev el

self as a persono (as ciltoétdeseidefinitibisiofsaifey et

esteem lends to the understanding thatesstéem is a conceptualized evaluation that one
has for their identity. Often, this conceptuatipn is based on social interactions with
others.

As it relates tdBlacks, there aréwo opposing viewpoints on sedkteem
(Horowitz, 1939; Kardiner & Owey, 1951; & Steele & Aronson, 199%cholars
establisit hat , Amuch of t h ainstreamns psyholody suggesisdhatc e d
African Americans who identify strongly with beiljack may be at psychological risk
as a result of stigma associated with the identity (as cited in Rowley, Sellers, Chavous, &
Smith, 1998, p. 715). This argument is pcated on the assumption that A&it
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Americans have negative satiages because of how they are negatively perceived by

others in society. Early research in racial identity based their findingiichn

Americans and low sedfisteem on their preference for White stimuli. Specifically, the

study conducted by fAClIlark and Clark (1947)
demonstrated a preference for playing with White dolls, were interpreted as evidence that
African American childen hated themselves for beiBacka nd wi sh t hey wer ¢
(Rowley et al., 1998, p. 715). Furthermore, when looking at the area of the study that
measures racial preference, the study repo
theseNegre hi | dren prefer the white doll and re
Hartley, 1947, p. 15). This viewpoint on the se#isteem of African Americans produced
erroneous and harmful literature on African Americans in fields of social science. African
Americans were perceived as victimgsceptible to issues of poor Mentadith. Brand

et al., 1974; McAdoo, 1970; and Porter & W
early work on African American racial identity erroneously assumed that reference group
orientation (preference for same race stimuli) was related to, if not synonymous with self
concept (as cited in Rowley, et al., p. 715, 1998). Their rationale is Blatks had a

preference for noiBlack stimuli then clearly this is an indication ofifseatred and or a

low regard for their racial identity group.

In contrast, researchers have challenged the conceptual and methodological
grounds of these early studies and an oppo
actually have high seisteembecaen a part of the discourse i
19706s. These findings wer-esteamafAfrcanl t of d
Americans, and can be explained by AThe 1in
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The insulation hypothesisgues that because of racial segregation in the
United States, the majority of African Americans compare themselves not
with members of the broader society, but with other African Americans.
As a result, African Americans are insulated from the broadee 206 6 s
negative perceptions of their racial group, and their personatsteém is
protected (Broman et al., 1989; Rosenberg & Simmons,
1971)é[ Further more], AA number of Afric
focused on the resilient strengths of African Aroan experiences
(Banks, 1970; Burlew & Smith, 1991; Cross, 1971; Kambon, 1992;
Mill ones, 1980).. . models of resilience
race should result in more positive mental health outcomes such as high
selfe st eemé o ( Ro7b, 298) et al .,
Unlike the earlier studies on African Americans, researchers who focused on the
strengths of the African American experience were able to get positive results on the
mental health of participants. However, as Rowley et al. (1998) sugipests findings
in the resech on racial identity and sedsteem are inconclusive and there is a gap in the
|l iterature because firesearchers have faile
racial identity should result in higher levelsofsedf e e mé (p. 716) . Mo st
al. research posits that researchers should take into consideration the significance of
raci al identity; and whether or not it is
if racial identity proves to be onebfh e si gni fi cant domains for
affirmed identities then racial identity is thought to have a strong relationship with self
esteem. Understanding the two oppestsemng vi e
adds value to visual duire research that investigates the receptidsladtk female
images amon@lack females. The results of the survey data establish whether or not race

is a salient factor for each participantdos

participanb s per sonal Il dentity i s consequenti al
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Likewise, it is also important to consider tinerallsignificance oB | a ¢ k ssteens e | f

and body imagand how it contributes to thamdividual and groupdentity.

Discussing the overall canbution of assessing ta selfesteem and body image of
Black women
Research that looks at the impacBédick female images on group identity and

selfesteem along with collective responses to these images is a better approach to
understanding what impact these images mighe leewvthe group. Especially, since
research argues thatack female inrgroup opinions are heavily influential on individuals
within that group. Furthermore, looking at h&hack women engage with visual imagery
of theBlack female body and the messagesrfrihese images provided insight on what
messages are accepted and rejected as it relates to their group identity and attempts to
preserveselfesteem.
As it relates to this researchBiack women and visual culture, payingsk attention to
issues of dé esteem provides insight on the impacBtdck female images. Taking into
consideration the historical and contemporary social experiences of these particular
demographic through this lens aids in the contextualization of not only the images being
examned but also their reception. From there, an understanding oBlamkwomen
operate in collective situations gives the research a more developed narrative of how

Black female participants engage with their imagery.
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CHAPTER 6: CONCL USION

The visual impact ofBlack women in visual culture
So far the research provides an illustration on the kinds of stereotypes and meta
narratives that have defin@&llack women. This study also brings race to the forefront of
visual pedagogical discourse through the exploration of the visual impact images of

Black women have oBlack women. In her bookKisual Impact: The power of Visual

PersuasionSusan B. Barnes@9) e f i ne s v i stheabe of imageaydotstira s
feelings and influence human actions. o0 Fur
influence can occur on conscious and uncon
can have animpacton avieweronavuer of | evel s that are notf
(p.1). The conversations that occurred during the focus group meetings exposed the

conscious levels of awareness that the participants and myself have about the

representation d8lack women. Our perceptiond self were a central factor in our

interpretation of images. As we engaged in activities like body mapping, BKE, and

narrative inquiry more of our unconscious levels of awareness were exposed. For

instance, the data collected during the BKE activity afld\warticipants to develop their

own research questions pertaininddtack women and visual culture representation:
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1. Why are historic information about minorities and particul&igck
women, not a part of-k2 curriculum?

2. What is the most effective apgach 6 develop a collective voice of
concern about the issuesmisrepresenting Black women

3. Whose responsibility is it to break sustaining images of harmful
stereotypes?

4. How can visual culture be used as a vehicle to challenge and overcome
attitudes ad perceptions abollack women and other marginalized
groups that leads to their social inequity

After going through the process of developing research questions the participants agreed
that these questions were comprehensive of their own personafj$estiout the issue.

Many of the women felt they learned about gender, race and representation too late in an
educational setting and that this did not coincide with the personal and communal
experiences that exposed them to these issues much earli®ackeomen in this

study proved that they have an inverted consciousness that allows them to navigate in a
world that challenges their identity. Certain imageBlatk women are ubiquitous in

visual culture whereas other images or representations aedalistant. The goal of this
study is to introduce an alternative narrative voice. The comaieatives produced

during this study are telling voices that talk about the negative and positive experiences
with past and currerBlack women images and y#tey authentically point to a different

consciousness that is informative for art and visual culture educators.



Refl ections: Whatoés significant abou
Our engagement with the imagesBdéfick women is a collaborative effort that

gives hese students the opportunity to ascertain and explore their own stories. Also,
participants apply their exploration to an infinite number of images they are confronted
with. The participatory action research process makes them infinitely familiar with the
own lens. As a result, this study demonstrates what happens in the realm of critical
looking. Often times when visual scholars discuss critical looking it is under the guidance
of Roland Barthes (1977) interpretive practices with semiotics, connogattbn
denotation. In his article fAlnterpreting V
interpretive outcomes when art teachers apply the signifying practices of denotation and

connotation to a variety of visual and material culture. One of thgashanalyzed is a

Rolling Stone cover featuring the R&B grou
interpreted the image of these thB(lackwo men t o be fAsexually amb
aggressiveo and fAemoti onal | ytusdiubidthisowo ( p.
article is Barrettods acknowl edgement that
because of culture, age, gender, and fami/|
2003, p.10). Recognizimgh e | i mi t at i oremdng af imagasbecauseéos i der 6 s

their unfamiliarity with the group represented has huge implications; this privileges the
interpretations and perceptions of the represented group. The ability to interpret images

and to connote their narratives is limitedtoapars s background and ex|
When race and gender are factors of a visual narrative the combination of stereotypes and
visual images assigned Bvack women usually have a negative predominance. Looking
atBlackw o me n 6 s -narratives pravides coent for a broad audience that would
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not necessary be a part of visual culture discourse. The process of narrative inquiry has
the potential to movBlack women involved with visual culture to a position of agency
while simultaneously providing a useful oesce and body of knowledge to other people
engaged in the process.

Implementing narrative inquiry in art education curriculum is an effective
pedagogical tool that addresses social inequity. It is also a good way to introduce
emancipatory research. Entgmatory research is actually resistance research that pushes
the edges of academic acceptability as a means to transform it (Brown & Strega, 2005).
When underrepresented groups are given an opportunity to share their narratives in an
academic setting thehis becomes an opportunity to promote social uplift and
empowerment for the marginalized. There is evidence of this in the study when we look
at the cluster analysis of language used in the couateatives. The language provided
in these narrativeslte readers that the women in this study see disjuncture between their
identity and some of the meterratives abouBlack women. These participants used the
process of creating a courdegirrative to show this disconnect and to foster narratives
that use empowering language or inquisitive language for the means of creating an
awareness of inequity and to socially uplift themselves as well asRitteewomen.

Their stories and poems tell how image8lzck women have been defined in the
community. Thecounternarratives in this study also reflect that participants have a
consciousness of history that they rely on in order to creative these epamtgives.
This is a powerful practice that is also implemented in the practid&isack women

artists wio create countenegemonic art.



Recommendations: Looking toBlack women artists as an example of how to use
counter-narratives in visual culture discourse
Learners need to be given the opportunities and strategies to decipher the many

messages circulating in the images and objects of visual culture. The risk of not critically
|l ooking at and effectively interpmwélei ng th
unwittingly buying, wearing, promoting, and otherwise consuming opinions with which
we may or may not agreeo (Barrett, 2003, p
and students who engage visual culture and fine art should talk abadLibe of
representation, race and gender. In another study this material and practice of developing
counternarratives could be approached through the explorati@&ack women artists.
In the literature review of this study, | provide examples of howtezaporaryBlack
women artist produce hegemonic art when | elaborate on the Arlington Art Center 2008
exhibit nSheBakWbaneAr tAirdulsatse:Recl aim t he Na
like to look specifically to two renowndslack female artists to kasit the importance of
this kind of work and to address the fifth
works of Carrie Mae Weems and Lorna Simpson present to art educators and students
involved a critical discourse on matters of race and gengezgentation in visual

culture??9d
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Looking to the works of Carrie Mae Weems and LornaSimpson for
counter-narrative instruction.

Carrie Mae Weems and Lorna SimpsonBleck women artists whose
photography focuses on the image®8tzfck subjects in general ariglack women in
particular spaces. In a teaching setting their work is instructive of how visual scholars can
createcountenar rati ves. It is through Weems and
guestions about the way in whiBtack women are presented and represented in a visual
sphere is addressed. Their work demonstrates how instructors and students should talk
about the issues of representation. Th&laek women artist use stereotypes to create a
new consciousness abdalack women. Yet the question on the table is how does their
art convey meaning? bell hooks (1995) pre
oftentimes not yet articulated in words: the longing to lodBlatk in ways that resist

and go beyond 968&)steEssenppeal (p, Weems an

good art. AnDi ane Mack explains that, fAgoo
di sciplinedéand good art must communicate
something worthy of contemplation ( Si | ver man & Rader, 2009,
true in Carrie Mae Weems and Lorna Simpson

are not pleasant and can be rather uncomfortable for people who have not broken the hold

of colonizing representatinrs . Their photos aim to break tl
Simpsondés artistic apprBtaekwdmen soggeststhan(l)ni ng t
historical presentations &lack women have been both stereotypical and problematic.

(2) The representation &lackwomen is always political and serves the purpose of

sustaining the dominant cultures belief and investment in its superiority. And (3) the
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images oBlackwo men are pedagogi cal i n that they t
overall value and overall notisrof what it means to beBlack woman. These defining

images also inform each new generatioBlaick women of

their position in society and from there, instructs their decisions

about how they should engage the world. Their artistic

approaches are exeraplof why and how we should engage

images of marginalized people.

One of WeemsO6 pieces in particul
Figure16 "Not (1997), is a gelatin silver prinBlack and white) with the irage of the
Manet'sType" i _ . .
(1997) artist setting herself up for a pose. Viewers see this image through the

reflection of a bedroom dresser mirror that is also a part of the photograph. Coinciding

with the image is the text ASTANDI NG ON SH
FOR CRITICAL STUDY BUT WAS NO LONGER CERTAIN OF THEQUESTION

TO ASKo. 1t is the c¢omblackwaotmean i mf Weexnts 6an dv
that is instructive to me as a researcher and to others who are looking at art for a

particular message or critical reading. Bha me can be sai d about Si
Simpsondés (1986) p h,dheinage of BlackwomaniinWaviite r Be ar
dress stands with her back facing the lens of the camera. In her left hand she appears to

be pouring water out a silver pitcher. In her right hand she is pouring water out of a
plastic milk jug. Bel o ASHE

HIM DISAPPEAR BY THE RIVER, THEY

ASKED HER TO TELLWHAT HAPPENED,

SHE SAW HIM DISAPPEAR BY THE RIVER.
~ THEY ASKED HER TO TELL WHAT HAPPENED,
16£ ONLY TO DISCOUNT HER MEMORY.

Figurel7 "Waterbearer" (1986)









