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ABSTRACT

How black women are depicted in pre and post-gigihts movement films? The
significance of this study is that it sheds nevinlign the ways in which black women are
depicted in Hollywood films, and exemplifies someans to deconstruct dehumanizing
representations of ourselves. This work advancegtial of exposing the inaccuracies of
the dominant gaze. It is, then, essentially aquréi of black women's marginalization in
American cinema. It also contributes to the sogypl@f race and media studies by
critically analysing what messages are conveydtidanasses regarding the place of black
womanhood in American society. Moreover, it exptosome specific ways that these
cinematic representations of Black womanhood acealy and politically damaging. This
study took a place during the academic year 202P-2Conceptual content analysis is
used in order to better understand the contenbattdr explain the messages contained in
the two movies:Within Our Gates 1920, and The help 2014 addition, data was
collected from online journals, books, e-books, swes and motion pictures for the sake
of supporting this study. Conclusively, the findéngf this study showed that despite the
repercussions of the CRM, somehow African Amerieatresses in particular are still

marginalized and struggling because of racismnemia, and African American women in

general are still portrayed in a negative way irilysaod.

Keywords: Civil Rights Movement, Hollywood, depiction, Racism, Stereotype,
Blaxploitation, Black Feminist Thoughts.
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General Introduction

Over the years, Hollywood has shaped our views anous topics, consciously or
unconsciously, since it affected society and at $hene time, it is affected by the
surrounding political, economic and social circuemses. Hollywood movies has certainly
made progress since what was probably the mositrilen of all time The Birth of a
Nation (1919) but there still remain issues that repredbat racial discrimination in
Hollywood movies is not completed yet obliteratédrican American actors are mostly
depicted in a rather stereotypical manner. Thabisay, if these actors are given the
chance to appear on screen in the first placenfust blacks is just not cast at all. African
American women seem to be hit twice as hard byithisstice, since they are part of two

minorities at the same time.

African American women were historically and traatially depicted in Hollywood
film productions as maids and servants, like astres Hattie McDaniel and Louise
Beavers or sultry sirens like, Lena Horne, Thetdaais, Fredi Washington and Dorothy
Dandridge. The filmic images of African American mven that developed in minstrel
shows and vaudeville stereotyped African Americatre@ses. The salient existence of
black females in Hollywood films, which makes it abligation to have study in about it.
This study then will provide knowledge about theywlaat African American women were
illustrated. It also will enable people to readviztn lines and unveil the symbols, sings
and the hiding massages in films, not just watcHmgthe seek of entertainment and
Enjoyment. Moreover, it explores how black femades portrayed in Hollywood films,
and find out the main change in the image of bleskales in Hollywood films. The
controversy that lies within this subject requieesleep investigation to determine as the

real image of the black females.

Thus, through the course of this study, we aimnalirig valuable answers to the following

basic research questions:
1- How black representation is depictedapphire stereotypes in Hollywood?
2- How Black women are portrayed in Haibod films before the CRM?
3 - Did the image of the African Americanmen change after the CRM?

This study also shed light on deep impact of thal Right movement on how the
African American women are portrayed in Hollywoobink in which it would be useful
for students in the field of media in general. Feaearches have been done studies on the
depiction of African American women in Hollywoodlnfis, but this is one of a few
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attempts in which it studies the influence of thadvement on the image of the African
American women in Hollywood. It will be useful farstorical studies.

This dissertation is divided into two major paifEst one, theoretical part, which
consists of two chapters. chapter one which is temg@t to give a brief historical
background about Hollywood as an artistic tool odgaganda and also highlights how
minorities, including: Latinos, Germans and howiédns are portrayed in Hollywood
films since the Hollywood industry has played arstiomental role in the mass
dissemination of popular culture, both within theitgdd States and internationally, next to
reviewing diversity and inclusion from which theedeto improve representation in
Hollywood is a discussion that is as old as Hollgdatself. It carries on with what
Hollywood movies do to perpetuate racial sterectygoed how these movies historically
caricaturized the Black experience and the blackrastterization and caricatures then,
discusses independent Black films and Hollywood'salled “race” films passing by the
progress of blacks appropriate depiction. Chapterfocuses on defining and providing a
historical overview of the Civil Rights Movementtsiconnection and impact on
Hollywood movies as far as the black representatfortoncerned, not to forget the
repercussion of end discrimination on Hollywoodnsl. Chapter three then dives in the
representation of African American Women in mowegore and after the CRM and how
they were portrayed in pre and Post-CRM Movies.idss it tries to consolidate the
findings by applying conceptual content analysithimi the analysis of two films “Within
Our Gates 1920” and “The Help 2011".
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Chapter One:  Racism in Hollywood: Representatio of Minorities and Blacks in  Hollywood Movies

1.1. Introduction

Films can leave an indelible imprint on viewersisThnique art form has evolved
alongside other forms of technology as a vessedttytelling, capturing our imaginations
and our cultureSince its inception, the Hollywood industry hasygld an instrumental
role in the mass dissemination of popular cultureth within the United States and
globally. Yet, White men have almost exclusivelgated the narratives and myths that
comprise Hollywood cultural production, while ndivas by women, blacks and
racial/ethnic minorities are fewer and less promind&his chapter gives an overview of
racial and gender inequality in representationhi@ production of Hollywood film and
television in the United States.

1.1.1. Hollywood As an Atrtistic Tool of Propaganda

“Cinema is the most beautiful fraud in the world’famous quote by the great Jean
Luc Godard. Hollywood’s movies are not only for Bgluln fact, a large part is targeting
teenagers and children. We all know the famous r“S¥ars”, with the intergalactic
conquests, or even “Jaws”. But also the “PiratethefCaribbean”, “Ratatouille”, “Spider
Man”, all of which contributed to the educationafr generation. It allows us to measure
the power of the strategy of wide release, whi@thes every country in the whole world.
But Hollywood has also its dark side. In fact, asnped out by Pierre Conesa in his book

“Hollywar”, one of its roles is to teach Americarstory to American citizens.

In many Hollywood movies, we have the same mythshadied by different types
of characters portraying the “stranger”, the “fgrear”, the “Other”, which generally refers
to a person from another country. Invariably wel wliscover that the “Other” will be
either the cruel enemy or a perfidious warrior &t there are some subjects Hollywood
doesn’t speak about, because they are too sensifeeorism, however, is present in a lot
of movies, which almost always embodies the braweeAcan soldier, going to the war,
and coming back proudly.

Hollywood is a major actor in our everyday lifeidta way to show us the American
point of view about any subject, and to do so wvaitimvincing visual aspects. Behind a
large number of movies ,there is an idea, an opithat the director or the producers want
us to see. It can be a powerful tool to create@msolidate specific perceptions thanks to
the seduction and the wonderment it produces. Kample, when The Birth of a
Nationmovie 1915 by D.W. Griffith was released. The filrdepicted Ku Klux
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Klansmen as the saviours to the nation that briackba stable government and uphold
American values. The movie used actors in blackfacdepict African Americans as
savages, using threatening imagery to justify viokeagainst African Americantter the
movie's debut, racial violence against African Aicems increased, including the revival
of the Ku Klux Klan in November of the same yeartmyed black people as savages,
ignorants and untouched by civilization. Anotheample, we do not know anything about
the military and humanitarian operation in Somatial992-1993 except for those who
have seen “Black Hawk Down”. Sadly, this versionust the Hollywood version, and
some other countries tried to make more realisiiesf about the topic, but with a lesser
budget, and unfortunately, they didn’t have the esampact on the rest of the world. We
always have to remember that we only have one areref the fact with Hollywood
movies. This being said, cinema is first of allaahform. Even when the goal is doubtful,
we can appreciate how a movie was realized. We stélnadmire the images of an
ethically questionable movie with propaganda puegasiuch as “Triumph des Willens” by
Leni Riefenstahl without being an adept of the Idgp behind. Hollywood then, is part of
American soft power, a wonderful soft power to@aking out to the entire world. It is not
exaggerated to say that American movies have tanéd to the Americanization of the

world.
1.2. Minorities in Hollywood

Hollywood minorities such as Arabs, Muslims, Asiaasd Blacks have always been
depicted as second-class citizens, and this prolasione of Hollywood's best known
things. Since its early days, Hollywood have présgrthem as ethnically inferior than
whites, and if we want to understand Hollywood'sadxour toward these miniorities, we
must look at the picture it presents in its filr@siticisms of Hollywood movie productions
often include a discussion of how women and mirewitare systematically excluded
and/or relegated to minor roles, or roles that mataditional stereotypes. These types of
portrayals are important factors in the social tamsion of reality among the general
public, and therefore may perpetuate racism andésern a larger scale. Many reports
indicate that although both women and minoritiegehmnade some advancement in their
film portrayals, compared to earlier studies, thely are under-represented in leading roles
in Hollywood, and their portrayals are often cotesig with traditional stereotypes.
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1.2.1. Minority Groups are Underrepresented

Many years ago, the movie industry was ruled bytevimales — both on and off
screen. What this analysis cannot show is the stfareovies that have no stereotypical
non-white characters. These do not typically getudeented in the TVTropes wiki. In
general, it is difficult to make any large-scalesessments of whether there are fewer
stereotypical depictions now than there used toMeat researchers do track, though, is
the number of non-white actors cast and how marecttirs and writers of color see their
films produced. "The greater the range of diffenai¢s, the less likely people are to think
that a group is just one of these representatidda@ said. Conversely, there is all the
more weight on individual characters for groups \@h® rarely represented on-screen.

1.2.1.1. If Africa is featured, it's dangerous andintouched by civilization

Hollywood's stereotypical depictions of black peopmostly refer to black
Americans. Tropes that are about Africans are raaatly because few Hollywood movies
have African characters. The most common trope taBfrica, though, is what TVTropes
users have dubbed "Darkest Africa”: Movies porirgythe continent as a mysterious and
dangerous isolated land with only limited ties taotdern” civilization. That depiction has

become less common, however.
1.2.1.2. Latino characters are defined by their seappeal

Latinos are the largest ethnic minority in the W#king up around 18 percent of the
population. A look at 2,682 movies since the ye@@® finds that tropes about Latino
characters focus most often on their sex appealwemen, this translates as the "Spicy
Latina" trope: a temperamental temptress who céohier own and always looks sexy.

Men get the role of the seductive "Latin Lover,teof a fling for a white woman.
Additionally, films tend to ignore the diversity btino cultures throughout the Americas:
A particular brown-skinned, black-haired look iegented as defining the appearance of
all Latinos. TVTropes users call this trope thetltha is brown" stereotype.

1.2.1.3. Germans in movies are still often Nazis

The most common stereotype about Germans in mauiee 2000 is that they are
all Nazis. That is closely followed by the characté the German scientist, filed under

"Herr Doctor" on TVTropes. The latter was probablffuenced by the real-life scientists
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who fled to the US during the Nazi regime, mosiabbt Albert Einstein, who was born in
Germany.

A curious trope has to do with Germans' supposed forBaywatchandKnight
Riderstar David Hasselhoff. In 1988, Hasselhoff relddsis version of the song "Looking
for Freedom," which was originally recorded by tBerman Marc Seaberg in the 1970s.
Hasselhoff performed the song at the Berlin Wait jweeks after it fell at the end of 1989.
The song fit the zeitgeist and was indeed populaGermany for a time. Now, the
"Germans Love David Hasselhoff" trope is used bg TVTropes community as a
shorthand for any person or character who recaimespected popularity outside of their

home country.
1.2.2. Diversity in Hollywood

In 2011, Thornton, D. claims that American telessivill only be able to contribute
to a racially equal society, when it stops repraggcthese racial stereotypes. When
producers are able to cast actors from all diffeethnic backgrounds without having to
think about it. As long as whiteness remains thevaiting point of reference regarding

race (Thornton).

The need to improve representation in Hollywooa idiscussion that is as old as
Hollywood itself. It has been well-established tatersity is good for business, and since
it is all but a guarantee that the U.S. populatisih continue to become more diverse in
the near and distant future, it only makes senaeHiollywood would want to cater to an
increasingly diverse audience that is hungry fontent. It is absolutely critical that
consistent efforts to address representation athessxdustry continue into next year and

beyond.
1.2.2.1. Diversity and Inclusion in Hollywood

Is Hollywood continuing to divide Americans whenciames to race, class, gender,
and cultural background?  Hollywood still has a dgomvay to go, according to
the Hollywood Diversity Report from the University California, Los Angeles (UCLA):
The share of female and nonwhite characters oresdnas risen quite steadily over the
past few years, but also quite slowly. Even thofgtans, for example, make up more than
half of the world's population, and just under @cpat of the US population, only 3
percent of all roles in 2017 and 2018 were playgdbians. Black characters made up
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12.5 percent of all roles, which approaches propoate representation for the US
population. But in many cases, the portrayals aregroblematic.

Although Hollywood loves to talk about diversity daimclusion, its actions and
implementation of initiatives don’t always matchbut we're getting there. In 2019, as we
live in a time endlessly referred to as “divisivaye have seen a greater surge in the need
for diverse stories and content, this shows howrttestry is answering the call.

1.3. What Hollywood Movies Do to Perpetuate Racigbtereotypes

Many Hollywood films have historically caricaturizehe Black experience. Today,
even films that aren't overtly racist often perp#tu harmful stereotypes or tropes.
However, Black creatives and others have workeslesisly to combat these views with
their own work. This list celebrates various repraations both in genre and accolades
and contains a number of firsts, including thet fBlack woman with a movie that earned
$100 million at the box office. Cinematic stereagpreflect and shape common
prejudices. Perceptions can be influenced by p@isaof Asians as nerdy, black men as
dangerous and Latinas as fiery. So, how does Holbgvportray various groups?
In recent years, there has been increased attentialacism and sexism in Hollywood
films, which can be reflected in who acts in frofithe camera, who directs behind it and
how people are represented on-screen — and oftéired. To illustrate how stereotypes
have developed in Hollywood, DW analyzed tropesiusenore than 6,000 Oscar-eligible

movies since 1928.
1.3.1. Black Characters Die First

Black characters often weren't played by black fedp the early days of
Hollywood. In fact, they barely appeared at allcept as caricatures played by white
actors in blackface. This practice originated i@ American theatre tradition of minstrelsy,

in which racist stereotypes about black people aestaple.

Blackface occurs much less frequently now, aftlemg period of criticism of the practice:

In Dear White Peoplefor example, college fraternity members throwlackface-themed
party, which the film, as well as the Netflix searief the same name, use as the basis for a
discussion of racism at colleges across the UrBtiaties. But, as Hollywood has featured
more black characters and cast more black actdiasialso emphasized other stereotypes.
To this day, black men are often portrayed as scaryangry and black women as
loudmouthed and sassy. If a movie features onentbkack character, it's likely to be the
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black best friend. And, if people die in a movig black character is still likely to go first.
Even with awareness of racial stereotypes risiralyiWood persists with these tropes.

1.3.2. Racist Caricatures

Blackface minstrelsy is one thread in a rich tagyest racist caricature in the United
States, one that has a dense, complicated, anghfraerformative and semiotic tradition.
(For a discussion of blackface minstrelsy, go he@onsider, for example, this 19th
century advertisement for soap, which treats retresit immigrants as if they were apes.
By the twentieth century, Irish Americans would ipetp assimilate into the more generic

and unmarked category of whiteness, and depictook as these disappeared.

For African Americans, assimilation into whitenegas impossible, and while the
nature of racist caricatures of blackness changedifferent historical moments, they
never disappeared. For instance, with the comingaeind film in the late 1920s, in
American commercial animation continuing charactespired by blackface minstrelsy
such as Mickey and Felix were joined by broadess leubtle, and often more vicious and
violent racist caricatures. Hollywood history prd@s many examples of racist caricatures.
Black and Asian people have been repeated tarf@te. the 1961 Audrey Hepburn movie
Breakfast at Tiffany's and the bucktoothed Mr. Yaghi, whose stereotypical "Engrish”
accent was intended to mock Japanese people. &aedapment coincided with the film
industry's increasing reliance on jazz music, dpatly swing, to win audiences over to
sound. Many of these caricatures were associatéd jazz music, Harlem, and the
jungle—swing music being referred to by its whitgerlocutors as "jungle music" and
there many examples such as frGoal Black and de Sebben Dwaf¥¥B 1943), The
cartoon Scrub Me Mamma With a Boogie Beat (Univiei€#1), and fronUncle Tom's
Bungalow(WB 1937).

1.3.3. From Racist Caricatures to Lingering Steregtpes

"Racism, in the form of job exclusion and raciatgreotyped roles, has defined the
Hollywood film industry since its birth in the earl900s," the sociologist Nancy Wang
Yuen writes in her boolkeel Inequality: Hollywood Actors and Racisindeed, Asian
characters in the early days of Hollywood mostlpeared in the form of racist cliches —
either as mysterious, menacing villains or as labtghcaricatures such as Mr. Yunioshi. In
addition to everything else, that character is @tapy the entirely white American actor
Mickey Rooney, thus making it an example of yellaod: a non-Asian person
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impersonating an Asian person. This practice usede quite common in Hollywood.
Production teams were reluctant to hire minoritypescof any kind, instead often opting to
use white actors in their place. This practice bexaelf-reproducing: Sociologists have
found that prejudices break down when people oifouarethnic groups have increased
contact with each other. But Asian communities hdurstorically been frequently
marginalized in the United States. "Even today, tmiosages of Asians and Asian
Americans on screen weren't created by Asians anA8mericans, but by people who
don't know much about them,"” says Kent Ono, whdistumedia representations of race
at the University of Utah (UU). "This creates aystrange idea of who Asians and Asian
Americans are for those who don't know any Asiaoppe And it also creates a very
confused and estranged relationship by Asians as@nAAmericans to Hollywood,

because they can't fully identify with this bizarepresentation of themselves.”

The information on these stereotypical cinematiciaks has been compiled in the
community-generated wiki TVTropes.org, from whidietnames of the various tropes
detailed in this article are drawn. Users there danument any recurring motif they
observe in a piece of media: Which TV shows clailvisEis still alive? Which video
games feature a creepy child character? Does aenfie&iure a white actor dressed up to

look Asian?

In 2012, for example, the movigloud Atlasdrew criticism for making many of the
non-Asian actors up as Asian characters for patheffilm. Many critics argued that, as
there are already so few roles for Asian actotsaltne roles that are not caricatures, white
actors should not be cast to play Asian characfEnat came up again when Scarlett
Johansson starred in the live-action film of thesslc Japanese manga seGé®st in the
Shelland then Tilda Swinton played an originally Asidraracter irDoctor Strange And

the list goes on.

A trope that began to appear more frequently inl®@0s and '70s is what TVTropes
calls the "Mighty Whitey, Mellow Yellow" dynamica powerful white main character
with a submissive Asian love interest. Before tH#5Qs, strict self-censorship in US
cinema forbade romantic pairings between people diferent ethnicities, or
"miscegenation,” which meant that there were ewesvef roles available to Asian actors.

When self-censorship gave way to the current systemating motion pictures, instances
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of the trope increased, which indicated that tteseptype of Asian women had already
existed before it was depicted on the screen.

Other tropes also became more prominent in thensebalf of the century. In the
1970s and '80s, the popularity of Bruce Lee andiataarts movies in general led to the

entrenchment of the "All Asians Know Matrtial Artsbpe.

But the most common way of representing Asians As@n-Americans in US media
today is as the "model minority,” Ono said: "Theight be scientists, doctors or in some
technical field. By and large, they're good studeobme from good families and don't
have any economic problems." This stereotype is smecifically recorded in the
TVTropes wiki, but it overlaps with the "Asian aNerdy" trope, which has occurred more

frequently in recent decades.
1.4. Black Representation in Hollywood

While many media outlets have displayed this negaperception of African
Americans, film also has been a venue for how gsoap people are characterized.

Hollywood has long exerted a powerful influencefonerican ideology (Crane, 2017).

When the film industry was first conceived, it wase to see a Black person on
screen. In instances when there were Black chasactbey were either portrayed
negatively or as small-minded individuals next heit white counterparts. As the film
industry progressed, more Black faces appeared,whtlit more representation came
harmful stereotypes and caricatures. Although préseve are beginning to see more
Black representation in film, the amount of roles still disproportionate. According to a
study done by UCLA, white actors and actressesepl®y.3% of major film roles in 2019.
This is two times greater than the number of peopllor as a whole, who made up only
32.7%. Specifically, African Americans came in &t7Pb6, demonstrating just how direly

the film industry needs to be improved with regaxdiversity.
1.4.1. Contempt of Black Characters in Hollywood Muies

Before film had even existed, Black people weready being depicted demeaningly
in the entertainment business. Starting in the §3&Mite performers painted their faces,
wore torn clothes, and imitated enslaved peopleciBlpeople were portrayed only in
offensive caricatures: lazy, dumb, hypersexual, @ndinal. These early performances in
minstrel shows would prove to have a lasting efteclater films and stereotypes we still
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carry today. In one of America’s earliest populan$, “Birth of a Nation,” white actors in
blackface portrayed emancipated slaves, presemingan Americans as uncivilized
brutes who preyed on white women. During the tirhigsorelease, in 1915, the movie was
a big hit, so big that it was the first movie eghiown at the white house by yours truly,
President Woodrow Wilson, who called it “historyitten in lightning.” Though the film
was loved by mainstream audiences, many Black pecpiried out demonstrations in
opposition to the film's depiction of African Ameens, notably the NAACP’s campaign
to ban the film. Despite some criticism of the n&wimisleading interpretation of Black
people, similar stereotypes continued to appeantertainment from the early twentieth

century to now.
1.4.2. Race Films

"Race film" was a genre of film and a specific filchassification prevalent from
around 1915 to the 1950s as a means of combaltingitn Crow South and negative racist
stereotypes in the early 1900s. These movies featBlack casts and were made for Black
audiences. Producers of these films made themvesyao offset the racism of the Jim
Crow South and provide inclusionary entertainmert & growing sector of American
consumers. In 1916, brothers George Perry JohnsdnNoble Johnson formed the
Lincoln Motion Picture Company, which was a radenfproduction company. From the
beginning, Black films have been used to challestgeeotypes of race, tell great stories,
and create laughs. There have been various eram@lack film history that focused on

social and political movements.
1.4.3. Progress of Black Contributions in Hollywood

Today, African Americans are appearing more fregyen film. However it hasn’t
always been this way. When the film industry wastfconceived, it was rare to see a
Black person on screen. In instances when there Bkxck characters, they were either
portrayed negatively or as small-minded individuaéxt to their white counterparts. As
the film industry progressed, more Black faces apgsd but with more representation
came harmful stereotypes and caricatures. Althquglsently we are beginning to see
more Black representation in film, the amount désaare still disproportionate. According
to a study done by UCLA, white actors and actreptmged 67.3% of major film roles in
2019. This is two times greater than the numbgyealple of color as a whole, who made

up only 32.7%. Specifically, African Americans cameat 15.7%, demonstrating just how
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direly the film industry needs to be improved witgards to diversity. To study the rich
history of Black representation in films, Stackeeated a timeline of some the most

significant milestones in Black contributions te tindustry

1898: ‘Something Good Negro KissThe first depiction of on-screen Black love and
possibly the first-known Black film, “Something Gbdegro Kiss” was made in 1898.
It shows two lovers embracing in a sweet kiss. Sitent film reel was lost only to be
rediscovered in good shape decades later and add2618 to the National Film

Registry.

1912: ‘The Railroad Porter’ was produced by the Photoplay Company in 191%s It
considered the first film with an all-Black cast.

1918: ‘The Birth of a Race’ “Birth of a Nation” was a racist film that celebmtine Ku
Klux Klan and which was well-received in 1915. Touater that film's racist
stereotypes, Emmet J. Scott began production atlfRif a Race.” The intended epic,
meant to be three hours, was never made. Instead, Bas forced to accept funding
from white investors due to his lack of capitaldahe original film was changed to

moderate their sensitivity.

1920: 'Within Our Gates’ is the silent film directed by early Black filmmak®scar
Micheaux and released in 1920. The film falls urither category of race films and was

released during the Jim Crow era.

1963: ‘Nothing But a Man'’ is the first full-feature Black drama featuringahBlack cast
for a mixed audience. The film was initially reledsn 1963, around the time period the

civil rights movement was beginning to take speed.

1967: First interracial kiss on film in US: The first interracial kiss came to American
cinema in 1967 with the comedy-drama “Guess Whamidg to Dinner,” one of only
a few films in that era to represent interraciakrmage positively. Interracial marriage

was made legal throughout the U.S. just six moh#isere the movie came out.

1971: ‘Sweet Sweetback's Baadasssss SonBlaxploitation was an era of film in the
'70s intended for young Black Americans. “Sweet 8iback's Baadasssss Song” was
directed by Melvin Van Peebles during this era. filne grossed more than $10 million

dollars but received criticism for its raciness.
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1972: ‘The Man’ 1972 political drama stars James Earl Jones dsBiiagk president. In
the film, Jones' character Douglass Dilman ascémtise White House from his role as

a senator via the order of succession.

1976: First black woman to star in an erotic film, Desiree West was the first Black
woman erotic-film star. She debuted in 1973's “BggnRunaway.” West was known
for pushing the envelope with adult scenes feaguihack, interracial, and lesbian

scenes.

1993: First Black superhero film,Long before the release of “Black Panther” carfiee"
Meteor Man,” the first Black superhero film. Rob&awnsend directed, co-produced,
and starred in the movie, which featured an al-stest and special appearances from
the likes of Cypress Hill, Sinbad, and Naughty atiNe.

2009: Princess TianaPrincess Tiana was the first Black Disney princé$® children’s

movie, “The Princess and the Frog,” came out in8200

2015: First historical film about a queer Black wonan, 2015's “Bessie” stars Queen

Latifah. It is the first historically fictional fih about a queer Black blues singer.

2017: ‘Moonlight’ hits the scene it was the first Black LGBTQ+ film to win an Acathy
Award for best picture. The 2017 independent dragtan Miami follows a Black man
named Chiron as he comes of age, played at diffetiemes in his life by Alex

Hibbert, Ashton Sanders, and Trevante Rhodes.

2018: ‘Black Panther’, it is the first Black Marvel superhero film toexbe released. The

film earned widespread critical acclaim and grosk2@0 million dollars.
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Conclusion

Although Black representation in Hollywood has cormelong way since its
beginnings, there is still more work to be dondémRiakers should invest more time into
mindfully casting other races as “standard” roleat taren’t racially significant. Any race
could play an angsty teen or a spy; roles likeghm®n't exclusive to only white people.
Additionally, there needs to not only be more repregation of Black people on screen, but
more specifically dark skinned Black women. It'seran American media that dark skin
Black women are the main character in a film ausliated in a realistic light. They're
always the “Sapphire” or the butt of the joke. Aerof thumb for mindfully casting Black
actors should be that not all Black women are Iglh with loose curly hair and not all
Black men are involved with the streets. It's napsise that movies including and
representing real Black experiences have provenbdo successful. It's extremely
meaningful when black people are depicted as Hegutomplex, human beings like in
real life, as inaccurate representation can betet@des to a community’'s self-worth.
Hollywood is in dire need of change so that evedyboan be seen, appropriately and

accurately, on the big screen.

The history of a black man and black women behiredcamera in America is a story
that is rarely told, and the way black men weretrpged in film needed an inherent

change.
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2.1. Introduction

Racism took roots in America and shaped its lifiethle sixties, there were attempts
to bring a new breath to American life, there wasope that the American illness would
be cured .In fact, racial discrimination was anemtgporoblem that the nation had to face, in
order to change the image that would alter and gmeVAmerica to be a model for
democracy over world. Racism at that time was @méd by all front, used all the means
possible .The black leaders activism in one hand,the media on the other, with especial
interest on the role of movies, since the civihtgymovement paralleled the growing of
Hollywood industry in the United States. Noiset@itwaken the dead, as Black leaders and
organizations have used the media to waken théshaad minds of the blacks as well as
the whites. During that period, the civil right nement proved successful thanks to the
use of television and movies. This chapter makestt@mpt to assess the role of movies on
the civil rights movement., it investigates a pdwemean used in this revolution —movie
production. In fact, Hollywood directors and prodig returned to the civil rights
movement. Black cinema has slowly changed its nmgaover the years obviously, the

opinions expressed in movies depicting African Aicgrs has changed to the better.
2.2. American Civil Rights Movement

Mass protest movement againstracial segregatidn discrimination in the
southern United States that came to national prent@ during the mid-1950s. This
movement had its roots in the centuries-long effoof enslaved Africans and their
descendants to resist racial oppression and abdfishinstitution of slavery. Although
enslaved people were emancipated as a result @itiléNVar and were then granted basic
civil rights through the passage of the Fourteamith Fifteenth amendments to the U.S.
Constitution, struggles to secure federal protectd these rights continued during the

next century.

Through nonviolent protest, the civil riglmt®vement of the 1950s and '60s broke the
pattern of public facilities’ being segregated bgce” in the South and achieved the most
important breakthrough in equal-rights legislatiofor African Americans since
the Reconstruction period (1865-77). Although tlssage in 1964 and 1965 of major
civil rights legislation was victorious for the mawent, by then militant Black activists
had begun to see their struggle as a freedom eralilbn movement not just seeking civil
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rights reforms but instead confronting the endursmpnomic, political, and cultural
consequences of past racial oppression.

2.2.1. The Civil Rights Act of 1964

Is a landmark civil rights and labor law in the tédi States enacted July 2, 1964,
that outlaws discrimination based on race, coleligion, sex, national origin, and later
sexual orientation and gender identity. It profsihihequal application of voter registration
requirements, racial segregation in schools andigppascommodations, and employment
discrimination. The act "remains one of the mognhiicant legislative achievements in

American history"

On July 2, 1964, Johnson signed the Civil Rightd At 1964, which banned
discrimination based on "race, color, religion, s@x national origin” in employment
practices and public accommodations. The bill auzled the Attorney General to file
lawsuits to enforce the new law. The law also figlli state and local laws that required

such discrimination.
2.2.2. Civil Rights Act of 1968

The House of Representatives had been deliberégsngair Housing Act in early
April, before King's assassination and the afore¢maad wave of unrest that followed the
largest since the Civil War

The House passed the legislation on April 10, s a week after King was
murdered, and President Johnson signed it the dayt The Civil Rights Act of
1968 prohibited discrimination concerning the sadatal, and financing of housing based
on race, religion, and national origin. It also maida federal crime to "by force or by the
threat of force, injure, intimidate, or interferathvanyone...by reason of their race, color,

religion, or national origin.
2.2.3. Legacy of the Civil Rights Movement

Civil rights protest activity had an observable aopon white American's views on
race and politics over time. White people who liveounties in which civil rights protests
of historical significance occurred have been foundhave lower levels of racial
resentment against blacks, are more likely to iélentith the Democratic Party as well as

more likely to support affirmative action.
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One study found that non-violent activism of tha é&nded to produce favorable
media coverage and changes in public opinion fogusin the issues organizers were
raising, but violent protests tended to generafauanable media coverage that generated

public desire to restore law and order.

The 1964 Act was passed to end discrimination moua fields based on race, color,
religion, sex, or national origin in the areas aipboyment and public accommodation.
The 1964 Act did not prohibit sex discriminatioraagst persons employed at educational
institutions. A parallel law, had also been enadted 964 to prohibit discrimination in
federally funded private and public entities. lveoed race, color, and national origin but
excluded sex. Feminists during the early 1970si&mblongress to add sex as a protected
class category. In 1972, was enacted to fill @ and prohibit discrimination in all
federally funded education programs, or the EdonathAmendments of 1972 was later
renamed the Patsy T. Mink Equal Opportunity in Edion Act (EOEA) following Mink's
death in 2002.

2.3. Hollywood & the Civil Rights Movement

Movies can shape public opinion and in many wagsar indicator of the Status
guo. They can be used to sway sympathies, sometimthe wrong direction. The historic
film The Birth of a Natior{1915) went a long way in convincing people to jtie racist

white supremacist hate group the Ku Klux Klan (KKK)

From the very beginning of Hollywood there has baaonflict between opposite sides of
the racial divide. The deplorable practice of usbigck face continued throughout the
1920's, 1930's, 1940's and early 1950's. The Bod¢ger (1921), The Littlest
Rebel (1935), Up in the Air (1940). In the mid 1%5the growing momentum of the Civil
Rights Movement began to be reflected in Hollywo@dto Preminger's Carmen Jones
(1954) featured a black cast and not white actansted in black face.

Sidney Poitier won an Oscar for his rolelifies of the Field(1963) audiences and critics
alike were swept away with Poitier's portrayal dfavelling handyman who becomes the
answer to the prayers of a group of nuns who watttdmliild a chapel in the desert. Black
Americans were finally beginning to have a moreitpasroles in cinema, but the struggle

continued on and off the screen.
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2.3.1. Race and Civil Rights Movies in Hollywood

The Civil Rights Movement was the necessary respaosdecades of segregation
and discrimination within society. During the 186Qvhen the film of “Guess Who's
Coming to Dinner” was released, Hollywood produded movies about the political
activism that comprised the civil rights movemdnstead, the movie industry turned to
Sidney Poitier to offer representations of blaclddie-class respectability and colorblind
racial discourse in hopes of changing the heantlsraimds of whites across the country.
Yet, Hollywood’s most celebrated civil rights drardebuted three years after the Civil
Rights Act of 1964 and two years after the VotingglHs Act of 1965, amid a very
different political climate. The film’'s premiere iDecember 1967 was fourteen months
after Huey Newton and Bobby Seale founded the BRRakther Party for Self Defense,
and nearly eighteen months after Stokely Carmichdietctor of the Student Nonviolent
Coordinating Committee (SNCC), began making calis‘Black Power.” James Baldwin,
writing in July 1968, noted the contradiction betweHollywood’'s images of black
respectability vis-a-vis Poitier's roles and thesides of the burgeoning Black Power
movement, “white Americans appear to be under tdmepulsion to dream, whereas black

Americans are under the compulsion to awaken.”

Hollywood civil rights movies have played an esgdnile in the articulation and
influence of the racial ideology of colorblindness the decades since the 1960s.
Hollywood versions of civil rights appeared on serat crucial moments in which debates
about the legacy of the civil rights movement fumeatally influenced civil rights policy.
For as much hope as a film likéoonlightoffers, last year’'s two Hollywood civil rights
dramas—Hidden FiguresandLoving—demonstrate the deep rootedness of industry’s
“colorblind aesthetics.” | define “colorblind aestits” as a series of well-established film
techniques that, beginning in the late 1980s, nelyjisituate colour-blind white heroism at
the center of civil rights dramas and encouragetifieation among white spectators.
These aesthetics have done nothing to advanceatise dor black liberation but have
instead proven essential to the reinforcement afendupremacy through the articulation

of the racial ideology of colorblindness in the pasil rights era.
2.3.2. Civil Rights Cinema

It would be impossible to argue that somethingechltivil rights cinema’ existed

before the end of the 1980s, by which time a proma sub-genre of feature films had
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begun to develop around race and rights with rafegeut to the Movement. In the 1960s
films that examined civil rights struggles in anyige at all were usually reviewed as
‘small town movies’ or ‘southern melodrama’ or ‘scproblem pictures’. Over the last
two decades of the twentieth century, there hagldped a critically self-conscious body
of work on commemoration and retrieval and it isily this period that, as Richard Rorty
has observed, ‘the novel, the movie and the TV pamoggradually but steadily replaced the
sermon and the treatise as the principal vehicfes\aral change and progress’. Before
this, movies with plots incorporating civil rightdruggles could turn up in any popular

genre from westerns to courtroom dramas, and everedies.

Hollywood civil rights movies have played an esgdnile in the articulation and
influence of the racial ideology of colorblindness the decades since the 1960s.
Hollywood versions of civil rights appeared on serat crucial moments in which debates
about the legacy of the civil rights movement fumeatally influenced civil rights policy.
For as much hope as a film likéoonlightoffers, last year’'s two Hollywood civil rights
dramas—Hidden Figures and Loving—demonstrate thep deotedness of industry’s
“colorblind aesthetics.” | define “colorblind aestits” as a series of well-established film
techniques that, beginning in the late 1980s, nelyisituate colorblind white heroism at
the center of civil rights dramas and encouragetifieation among white spectators.
These aesthetics have done nothing to advanceaitise dor black liberation but have
instead proven essential to the reinforcement aferdupremacy through the articulation

of the racial ideology of colorblindness in the pasil rights era.
1.3.3. Movie-Made Movement

When considering the movie-made Movement, one Bdginletect a new battle over
audience that divides along racial lines, with clioes fighting over custody of the past in
order to protect the 1960s and its icons. Spike daapaigned against a white director,
Norman Jewison, directing a film basedTdre Autobiography of Malcolm ¢despite the
older director’s success with films like The Heat Of The NiglandA Soldier’s Story

In a similar way, if, as Maurice Halbwachs maintaiwe need historical witnesses to
confirm our recognition of the past in collectivemory, the casting of Medgar Evers and
Martin Luther King Jr.’s children iGhosts of Mississip@ndBoycottgarners a sense of
authenticity for black audiences and exhibits adkiof moral deference to African

American shared memories.
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Few films capture what Cornel West has describati@%oiling sense of rage and a
passionate pessimism regarding America’s will &tige’ that characterised the civil rights
years for many black people in the Sotftivet A Time To Killdoes tap in to that sense of
disquiet, its racial enclaves congealed into custmtil shaken by the angry black father
breaking open a legacy of race hatred that whibesd morally reprehensible but many
tacitly sanctioned for so long. Carl Lee as recorszkin Akiva Goldsman'’s screenplay, is
a reminder of Clyde Franklin’s assertion in 1994ttin America adult black males have
only been “men” for about twenty years’ and thagythare still seldom recognised as
‘societally approved men’. Goldsman and SchmachekenCarl Lee an African American

populist
2.4. The Repercussion of End Discrimination on Hojwood Films

George p. Hunt, managing editor of life magazinat that in 1965 that success of
civil rights reform depended largely on the media/dlingness to engage in in-depth
coverage of the race isdu¢L.James 52). Hollywood was always affected bgiaoand
political issues .In the Second World War, Hollywloshifted from entertainment films
toward social and political criticism. The successhe civil rights movements and the end
the ear of segregating had deep impact on filmgerAdpplying Civil Rights Act of 1964
and the establishment of Equal Employment OppadgufitEO), blacks become more
involved into the film making industry. The bladkscame activated in the moving making

industry, their thoughts and ideas are reflectedaraen.
2.4.1. Blacks on Screem the Sixties

Although pre-civil rights saw little to no integia of blacks into the film industry,
the image of black on screen had a bit of chande. darly 1950s saw a type of film
known as the—Negro Cycle, which were produced and directed bgeshbut humanized

blacks on screen, show casting the real strugglebiiack face in their life.

These films took advantage of the new post-wardilan and pointed white audiences
toward acknowledgment and respect for African Awceeriright$ (Rhines 40). This type

of film had no direct relationship into the Civilights movements but the depiction of
deplorable treatment towards blacks and the messfagequality may raise awareness of

this unjust divide in society.

Negro Cycle—Films were the first to shed light on real issuasirfg blacks in

society: poverty, interracial marriages and findifwfilment in the narrow confines
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determined by a hostile white worldBogle 195) . Although these films may have
intended to show reality of black life's ,in fadtet film were full of stereotypesand
Prejudgments which like all stereotyped represemtat and prejudgments contained a
little truth, surrounded by an even larger lie. ¥plitation was another type films
emerged in the late 1960s and early 1970s, it sidered an ethnic subgenre of the
general category of exploitation films. Blaxploitat films almost made outside

Hollywood, with low budget .Blaxploitation movieseve directed to the black Audience.

Blaxploitation films from the late 1960's and earlys were produced by white film
makers for black audiences. These films were blgiaavay to exploit black audiences
and fill movie theatres in urban areas. No thowgint into these productions, they would
take an established genre like crime movies or wampovies_Blacula (1972) and replace

the white cast with a black cast.

Blacks and black activists groups such the NACCA®re were refusing these
stereotype image that black were portrayed witlirrom the late 1940s through the 1960s,
with a strategy of mass protest that later explademrebellion, blacks affected changes in
all areas of American society. Black folk creategaitical and cultural atmosphere in
which the issues of race and freedom could noghered| (Guerrero 29) . As Guerrero
states in Framing Blackness: The African Amerigaade in Film: For the racial ideology
and stereotypes that are but part of dominant cremork are not fixed or static. Instead,
they are a set of dynamic, lived relations and adcansactions; the filmic conventions
and codes of racial subordination are continuakyng reworked, shifting under the
pressure of material, aesthetic, and social canditiin 1969, Gordon Parkas famous Parks
was the first African American to direct a Hollywbdeature film,The Learning Tree
Parks said about his film; —I had 14 or 15 Black people behind the camera for the first
time in the history of films. There was a Blackeditor. The producer was Black, the
scoring was done by a Black man. The third camendmrathe first time was a black man,
(Rhines 41).

The NAACP was the first organisation for racial alify, it was organizing a
massive boycott of the major film industries aactit to increase racial minority presence
in film industry. In 1982, Janet Waska, authoMivies and Moneyassesses The state of
black employment in U.S. feature films has not ioyed and behind the camera
opportunities for black filmmakers have dried lupver a ten-year period from 1972
t01982, the number of black oriented feature fildrepped dramatically, and it was
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reported that in the early 1980s. Blacks were mehegetting their traditional exploitive or
stereotypical roles.

A study by the Directors Guild of America (DGA) fodi out that—of 237directors,
Columbia had hired only one minority; Fox two of 226; Universal nineteen of 770;
Warner Bros. one of 147; none at Paramount, MGM/OADisney (Rhines 83). These
results indicate that luck of minorities who holower positions in the film industry. The
majority of whites took the positions of authorityhich is consider as a big problem
.white directors have big impact on the visual atpef a film, and the themes of the film
and the way they are formed . They dominate ev@ngteven what an audience should

gain from the cinematic experience.

This extreme imbalance of racial, ethnic, and nligsly gender, influences in the
film industry produces a plethora of films whichpitet the same values, ideals, and visions
and in turn skews how society views the world tigtouhe naturalization of attitudes
provided by the media. Opportunities for blacksenacreased and continue to develop in
the Hollywood film, but this development is usuallythe expense of previous oppressions
and prejudices. Rhines provides an example of hoidespread and noticeable

imperfections in the film industry lead to change.
2.4.2. African Americans Growing up on The Film Industry

The image of African American in movies changedravee .Many of old films
showed black characters in negative image whichbtaeks would not identify as being
truly themselves. But when their image changedt afi@r the events of the sixties. The
1915 saw for the first time the formation of indegent African American filmmakers,
who attacked the first filnThe Birth Of A Nation who gave a bad image of the African
American. They produced films with their own moneyth a more positive image of

blacks.

After World War 1l, white America's general sympwgttor the Civil Rights
movement allowed blacks to direct Hollywood filmsdato play heroic, non-threatening
roles on screen. The Black Power movement allowackb to strike out at whites and to

celebrate cultural traits distinct from those ofit@iAmerica, (Guerrero 50).

These advancements, it was not until the mid-1980& the American film industry
completely underwent structural changes, whichnadlb blacks greater access to positions
of control behind the camera Guerrero, an Africanefican film historian and professor
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of film and African-American studies at New York Mersity wrote, The important point
about this frustrating chronology of fluctuatingdustry racism is that Hollywood is a
system entirely motivated by short-term profit. Bese of this, the industry is conservative
and changes only when forced to do so by the cosdbmessures of multiple influences,

no matter how just or important any single conditiay bé (93).

These multiple influences usually include thesesguees it begins to take action, but not
always in the way activists expect. Because ofghepresentations are ever changing to
meet the desires of the viewer and can never fullyealistically represent those whom

they are trying to imitate.

Slowly a small but distinct body of films is devping in which Movement
successes are celebrated and strategies and liossesgatedFreedom Son¢2000),
Boycott(2001) andrhe Rosa Parks Stof002), for example. But these films, like Spike
Lee’sMalcolm X(1992) andA Huey P. Newton Sto(g001), fall outside of the broad
(predominantly white) mainstream cinematic tragitioMore usually, black activists
(CORE and SNCC) and protagonists (Medgar EverstiMauther King Jr.) have been
caught in an epistemological drift, their storiesp@rsed and scattered through narratives
in which white protagonists undergo a rites of pgssor racial conversion. Most white
directors and screenwriters espouse a liberal mesbrvision in working out private
salvations. But as Martin Luther King Jr. opinedNhere Do We Go From Here: Chaos
or Communityd1967), liberalism can be ‘all too sentimental ceming human nature’,
leaning towards a ‘false idealism’. Films made ur @wn historical moment tend to
ensure that civil rights cinema becomes a cinemmtefjration and reconciliation. They
function in a postmodern imaginary as socially sghabtexts in which racial tensions that
remain unresolved in life find temporary resolutionnarrative space. To do this, they
focus on relationships between individuals, redydarger historical events to personal

histories, domesticating public memory of the CRights Movement.
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Conclusion

The Civil Rights Movement in America did not finistith Dr. King's work. It is an
ongoing process that we're still struggling withthis day. Over the course of several
decades, many films and TV shows have worked ttucaphe emotions and messages of
equality. Cinema Civil Rightspresents the untold history of how Black audiences,
activists, and lobbyists influenced the represeadf race in Hollywood in the decades
before the 1960s civil rights era. Employing a raemh analysis of power, these
representations were shaped by a complex set otinégns between various individuals

and organizations.

Civil Rights debates helped shaped the moviesalsat how the movies themselves
provided a vital public forum for addressing tabsabjects like interracial sexuality,
segregation, and lynching. Emotionally gripping,edtetically sophisticated, and
meticulously researchecinema Civil Rightsresents us with an in-depth look at the film

industry’s role in both articulating and censorthg national conversation on race.
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3.1. Introduction

The black woman’s unfortunate standing in Hollywdustory is why the California
African American Museum’s “Center Stage: African @&mcan Women in Silent Race
Films,” which runs until October 15, is so sign#it. It reveals how as early as 100 years
ago, independent black filmmakers presented comptetrayals of women of color that
major studios never fathomed. These silent gemscidépack women exploring their
religious faith, fighting for the rights of AfricaAmericans and in loving relationships.
They underscore how even today Hollywood has muohrgl to cover in its depiction of
black women.. Seeing the start of the Civil RigiMevement, most of the better
opportunities open to Blacks were found on telewisHollywood made its concessions as

well, and several Black actresses found their nastedsed across the American pathos.

According to Melissa Harris-Perry, women have alkvdyad to wrestle with
derogatory assumptions about their character arehtit. Women have been
continuously discriminated against in terms of thgosition on the social, political and
economic spectrum of society and although this latkecognition is due to a very
complex web of issues and socio-political factarss safe to state that cinema plays a

huge part in this distorted image of African Amanovomen.

Because films reflect the society for which theg arade and illustrate social norms
and interests, this chapter debates a comparatudy Hetween the representation of
African American women in Pre and Post civil rigHtsns when it comes to the
"invisibility" that they faced during the CRM in Agnica during the 1950s and 1960s. This
Is shown by examining two significant films: Withbur Gates 1920, and The Help 2011.

3.2. A Historical Overview of African American Women in Hollywood Films

Being part of two marginalized groups historicallgemed inferior, Black females
figured in a distinctive way different from eithBtack men or White women. They were
ascribed peculiar derogatory images that were #gady of a long-lived racism and
sexism. Mythsperpetuated by Whites and long underpinning thegenaf Blacks might
contain common elements for Black females and nmeddbeir experiences were two sides
of the same coin and influenced each other. Howestanding on the nexus of American
race and sex ideologies, Black women were douldgrddited. Racial and discriminatory
representations of Black womanhood which had raotshe antebellum era evolved
according to Patricia Morton around four centrglfes: the “inept domestic servant” (the
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mammy), the domineering matriarch, the sex objbet Jezebel), the Angry Black Woman
(the Sapphire) and the tragic mulatto. Drawing @ma works by Black female writers and
Blacks’ racial uplift strategy between the 1890d #ime 1930s, this article delineates the
distorted conceptualization of Black women, andvlag it molded their identities. It will

primarily map oufour of these images namely the mammy, the Jezebel, the Sapphire and the

tragic mulatto.

3.2.1. The Mammy Character

“The Mammy” is the most derogating and damaginggenaf black womanhood in
American mass media. It shows black women as tpese of the conception of desired
American womanhood (Jewell 10-12).

One of the most frequent and enduring stereoty@@talr caricature of African
American women to emerge from film is the mammyrabter.The namedMammyand
Auntwere both used in Southern antebellum fiction tecdbe a role and a person within
the plantation household who served as a baby ncosé, and general domestic worker
(Parks). The mammy stereotype refers to strongy, wgld masculine black women who
scarified her life to serve white families. The nmaynis often portrayed as an overweight,
large-breasted, Motherly figure, who served Cawacatamilies in the South (Chen, G. M.,
Williams, S. and Hendrickson, N. 115).

Also West states that the Mammy is common stereoiypage of African American
women, which back to the slave era. West assuniethibee is historical reasons behind
the creation of mammy character ,she claimed tistbrians ,writers ,and films maker
created the mammy character to make the pain anggét of black females seen not that
hard and also to hide the truth of black womerfs iin which they were maltreated
tortured and rapped .Moreover, Melissa HarrisyPstates that the reason behind the birth
of the mammy character is to justify past enslavegmna@d thraldom, and it was commove
current oppressions and segregation
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Figure 01: the Mammy Stereotype

The mammy stereotype comes into the picture in yabd in 1939. Hattie
McDaniel was the first African American woman torman academy award for playing a
role of mammy in filnh gone with wind. In 2011, Actovai Spencer played slhme role in
film “the help”. Even it is more than 72 years thm@mmy character is still played in
Hollywood films. Bogel describes the mammy sterpetyas a large, sexual and dark
woman who has more loyalty to the white family tehe serves the owner family rather

than her own family (Bogle 9).

The mammy character was over display in Hollywdowagh the Medea character
in Tyler Perry movies. The Medea character in TRerry films consider as the modern
version of the mammy character. According to McColge Medea's attitude 20 is not
improper as a male or as a female, rather it jymsréect showcase of what a stereotype is,
which is a belief composed to drift away from thmeth. (McKoy, Tyler Perry and the
Weight of Misrepresentation. 127-146).

3.2.2. The Jezebel Character

Perhaps she remembers her great-great grandmolioewanted to protest but only
rolled her eyes and willed herself not to screanenvthe white man mounted her from
behind.Andrea Williamg2001).

32
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The portrayal of black women as lascivious by reafaran enduring stereotype. The
descriptive words associated with this stereotyyme singular in their focus: seductive,
alluring, worldly, beguiling, tempting, and lewdigtbrically, white women, as a category,
were portrayed as models of self-respect, selfrogndand modesty - even sexual purity,
but black women were often portrayed as innatelgnpscuous, even predatory. This
depiction of black women is signified by the nareeebel.

K. Sue Jewell (1993), a contemporary sociologisticeptualized the Jezebel as a tragic
mulatto - "thin lips, long straight hair, slendevse, thin figure and fair complexion"(p.
46). This conceptualization is too narrow. It isetithat the "tragic mulatto” and "Jezebel"
share the reputation of being sexually seductived &oth are antithetical to the
desexualized Mammy caricature; nevertheless,atnsistake to assume that only, or even
mainly, fair-complexioned black women were sexualbjectified by the larger American
society. From the early 1630s to the present, bkatierican women of all shades have
been portrayed as hypersexual "bad-black-girls".

According to hill Collins, The jezebel stereotyme portraying black women who have
uncontrolled sexual appetite@ill-Collins 127). In another words the jezebdlacacter
describes the African American women as sexual twomen who used her body to get
what she want .Dunn saidthe jezebel is a woman motivated by her sexuaitigsilto use
men to get what she wah{®unn 114) Jackson states that the reason behendréation

of the jezebel character is to justify intimidationenace that white owner was applying on
black women actually using the black females a akxaol is not a new thing in
Hollywood films or in American culture.
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Figure 02: The Jezebel Stereotype

Sarah Baartman was a symbol of stereotype depiofigkfrican women .she was born in
extern cape in South African (Natasha Gordon 6gr. lHe was full of difficulties, suffer
and tragedy. Her mother died when she was two yeatdher father died when she was an
adolescent. In 1810, Sarah Barratman was broughondon by Hendrik gazer (Natasha
Gordon 7), and she was placed on display as amt@&ntaent attraction for European
audiences. She standing naked under to gaze op&amoaudience, they began by staring
at her in disgusting way and laughing at her (Wagtoin, H.A. 85).

Sarah Baaratman was given to animal trainer irsRelnere she was put in cage and forced
to behave in an animalistic manner (83). She ded815, at the age of 28 (Netto150).
Unfortunately, even after her death she could est in peace. Her body was further

violated by who claimed to be interested in science

Harris —Perry states that in early twentieth cgnfrican American women tried to resist
this stereotype by advocating temperance and pietyg many African American women
were afraid that if they put on make-up, wore réngaclothes or expressed affection in
public, it would confirm the image of the jezeb¢Harris-Perry 59-61).

u
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3.2.3. The Sapphire Character

The sapphire stereotype is another historical cibaraf African American women
in Hollywood films. The Sapphire Caricature porsaplack women as rude, loud,
malicious, stubborn, and overbearing. This is tingr Black Woman (ABW) popularized
in the cinema and on television. She is tart-todgaled emasculating, one hand on a hip
and the other pointing and jabbing (or arms akimb@lently and rhythmically rocking
her head, mocking African American men for offenssagging from being unemployed to
sexually pursuing white women. She is a shrill raggith irrational states of anger and
indignation and is often mean-spirited and abusi&ough African American men are
her primary targets, she has venom for anyone wisolts or disrespects her. The
Sapphire's desire to dominate and her hypersegity injustices make her a perpetual
complainer, but she does not criticize to impradviads; rather, she criticizes because she
is unendingly bitter and wishes that unhappinesstbers. The Sapphire Caricature is a
harsh portrayal of African American women, butsitnnore than that; it is a social control
mechanism that is employed to punish black women whlate the societal norms that

encourage them to be passive, servile, non-thregteand unseen.

The Sapphire/ABW stereotype used it for differentgmses. It is a social control
Mechanism that is employed to punish black womem winlate the social norms that

encourage them to be passive, servile, nonthreafeand unseen (Pilgrim 121).

In other words, because their passion and righténdgnation is often misread as
irrational anger, this image can be used to silargk shame Black women who dare to
challenge social inequalities, complain about tbezumstances, or demand fair treatment
The studies on the sapphire character are very, katk is because African American

women identify themselves as angry and tough asl@yents of their personality.
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Figure 03: A Stereotype Image of an Angry Black Woran
3.2.4. The Tragic Mulatto

Lydia Maria Child introduced the literary charactleat we call the tragic mulattain
two short storiesThe Quadroon$l842) andSlavery’s Pleasant Homé€$843). She
portrayed her as the offspring of a White slaveéoldnd his Black female slave. This
mulatta’s life was tragic as she was ignorant othbleer mother's race and her own,
believing herself to be White and free. Her fattliexd, her "Negro blood" was discovered,
she was deserted by her White lover, and diedtarvf slavery and White male violence.
Despite his/her mixed Black and White ancestryrth#atto was considered Black in the
light of the pervasive “one-drop rule” or the “Bkadrop rule” which held that “a single
drop of ‘Black blood” made a person a Black. On&kssification as Black was
accordingly predicated on the minutest trace otBldescent. As late as 1940, Langston
Hughes noted in his ess@iie Big Seathat the word “Negro” was used “to mean anyone
who has any Negro blood at all in his veins.” Mstakingly, due to White Americans’
anxiety about the “Negroization”, the Blackening,jmMorton’s words “the infection and
pollution” of White society, the mulatto was peresd as the product of a “sin” committed
by either Blacks or Whites and miscegenation wassicered the greatest of all sins.
She/he was also frequently portrayed as the offgpaf an unnatural relationship. All
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these factors were contributory to the emergendbeofmage of “the tragic mulatto,” who
figured as an unstable, dangerous person who des@e with White people because of

his/her mixed blood.

The mulatto woman’s inability to belong to eitheond is well reflected by Helga
Crane, the heroine of Nella Larse®sicksand1928). Her continuous quest for happiness
and “her need of something, something vaguely famibut which she could not put a
name to and hold for definite examination” incitesr restlessness and fragmentation.
Helga Crane’s “dissatisfaction and asphyxiationimta her and inhibits her feeling of
being at home and with her own people. Her doublesciousness and identity prevents
her from belonging to either society for both wergially complicated and rigid in their
ramifications. She felt that “if you couldn’t proyeur ancestry and connections, you were

tolerated, but you didn’t ‘belong’.

Being “whitish” and regarded thus as more beauttiah full-blooded Black women,
many mulattas were also during slavery sold forekeusive purpose of prostitution and
concubinage. The mulatta’s imagery was hereby ¢omgpsly dichotomized between
“good” and “bad”, between the elevated “whitishgautiful, refined, and hence capable of
progress and the seductive Jezebel who was remanmtiszf the debasement and the
suffering of Blacks. Thence, she was deemed thesop#ication of Blacks’
“pathology” and moral decline on which racial segon rested. Blacks’ association of
miscegenation with “Black degradation and lack ppartunity” ignited their “need for

racial purity and social separation” that coulddféieeir racial pride.
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Figure 04: Megan Markle (Mulatto Women)

Additionally, a belief that “most race mixing occed between White men and lower-
class Negro women who had not had a chance toaewelddle-class standards of sexual
purity,” helped enhance the perception of the nollas the epitome of Blacks’ disgrace
and stigmatization, called forth cultural stere@ypegarding the lewdness and depravity
of Black females, and therefore held these womespamsible for their people’s
degradation. Hence, the mulatta grew to despisalésrent, her family and herself. This
resulted in her damaged and damaging psyche, ethyindrawn in David Pilgrim’s

summary of the literary and cinematic portrayalhef mulatta:

“Literary and cinematic portrayals of the tragic matto emphasized her personal
pathologies: self-hatred, depression, alcoholisexusl perversion, and suicide attempts
being the most common. If light enough to “pass”Vahkite, she did, but passing led to
deeper self-loathing. She pitied or despised Blaokd the “Blackness” in herself; she
hated or feared Whites yet desperately sought tqgaroval. In a race-based society, the

tragic mulatto found peace only in death”
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3.3. African American Women and the Civil Rights Morement

African-American women in the civil rights movememére pivotal to its success.
They volunteered as activists, advocates, educatbesics, writers, spiritual guides,
caretakers and politicians for the civil rights rement; leading and participating in
organizations that contributed to the cause of cights. Rosa Parks's refusal to sit at the
back of a public busresulted in the year-long Montery bus boycott, and the
eventual desegregation of interstate travel inlthitged States. Women were members of
the NAACP because they believed it could help tisemtribute to the cause of civil rights.
Some of those involved with the Black Panthers weatgonally recognized as leaders, and
still others did editorial work on thglack Panthemewspaper spurring internal discussions
about gender issues. Ella Baker founded the SN@CGnas a prominent figure in the civil
rights movement. Female students involved withSN&C helped to organize sit-ins and
the Freedom Rides. At the same time many eldeidgkolWwomen in towns across the
Southern US cared for the organization's voluntaetbeir homes, providing the students
food, a bed, healing aid and motherly love. Othemen involved also formed church
groups, bridge clubs, and professional organizatisuch as the National Council of
Negro Women, to help achieve freedom for themselwed their race. Several who
participated in these organizations lost their jobsause of their involvement.

3.3.1. The Feminist Civil Rights Movement in The 180s

Many women played important roles in the Civil RgiMovement, from leading
local civil rights organizations to serving as lasg on school segregation lawsuits. Their
efforts to lead the movement were often overshadowg men, who still get more
attention and credit for its successes in popukofical narratives and commemorations.
Many women experienced gender discrimination aegual harassment within the

movement and later turned towards the feminist nm@ard in the 1970s.

The Civil Rights History Project interviews with ghiaipants in the struggle include
both expressions of pride in women’s achievememndsadso candid assessments about the

difficulties they faced within the movement.

Gwendolyn Zoharah Simmonswas a member of the 8tudgonviolent
Coordinating Committee (SNCC), and one of three @omrrhosen to be a field director for
the Mississippi Freedom Summer Project. She dsssughe difficulties she faced in this
position and notes that gender equality was navengbut had to be fought for: “I often
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had to struggle around issues related to a woming laeproject director. We had to fight
for the resources, you know. We had to fight tbaggood car because the guys would get
first dibs on everything, and that wasn't fair...iasva struggle to be taken seriously by the
leadership, as well as by your male colleaguese’ &@mtinues, “One of the things that we
often don’t talk about, but there was sexual hanass that often happened toward the
women. And so, that was one of the things that, kmow, | took a stand on, that ‘This
was not — we'’re not going to get a consensus @ tfihere is not going to be sexual
harassment of any of the women on this projectngra the women in this community.

And you will be put out if you do it.”

Lonnie King was an activist with the Student Norerd Coordinating Committee
(SNCCQC) in Atlanta. He remembers meeting other sttslérom the Nashville movement
when SNCC became a nationwide organization in 1B&Orecalls his surprise that Diane
Nash was not elected to be the representative tashville, and echoes Simmons’
criticisms about male privilege and domination: dB¢ Nash, in my viewyasthe
Nashville movement and by that | mean this: Otlveege there, but they weren’t Diane
Nash. Diane was articulate; she was a beautiful awgmery photogenic, very committed.
And very intelligent and had a following. | nevad duinderstand how, except maybe for
sexism, | never understood how [James] Bevel, Majgarry], and for that matter, John
Lewis, kind of leapfrogged over her. | never untmyd that because she was in fact the
leader in Nashville. It was Diane. The others welewers of her... | so never understood
that to be honest with you. She’s an unsung...ah uasung hero of the movement in

Nashville, in my opinion.”

Ekwueme Michael Thewell was a student at Howardvehsity and a leader of the
Nonviolent Action Group, an organization that ewetiy joined with SNCC. He reflects
on the sacrifices that women college students atdtid made in joining the struggle, and
remarks on the constraints they faced after doimg“k is only in retrospect that |
recognize the extraordinary price that our sispaisl for being as devoted to the struggle
as they were. It meant that they weren’t into hasngiag queen kind of activities. That
they weren't into the accepted behaviour of a HoWady. That they weren't into the trivia
of fashion and dressing up. Though they were diaavomen and they took care of
themselves, but they weren’t the kind of trophyegifor the med school students and they
weren’'t—some of them might have been members ofGteek letter organizations, but
most of them | suspect weren’t. So that they oci@ place outside the conventional
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social norms of the whole university student bdsy.did the men. But with men, | think,
we can just say, ‘Kiss my black ass’ and go on &bou business. It wasn’t so clear to me

that a woman could do the same thing.”

Older interviewees emphasize the opportunities thete available to an earlier
generation of women. Mildred Bond Roxborough, agltime secretary of the National
Association for the Advancement of Colored Peogisgusses the importance of women
leaders in local branches: “Well, actually when ybunk about women’s contributions to
the NAACP, without the women we wouldn’'t have an A2P. The person who was
responsible for generating the organizing meetiag & woman. Of course, ever since
then we’ve had women in key roles—not in the majotut in the very key roles which
were responsible for the evolution of the NAACPthihk in terms of people like Daisy
Lampkin, who was a member of our national boardnfrBittsburgh; she 41 ravelled
around the country garnering memberships and hglfpnorganize branches. That was
back in the ‘30s and ‘40s before it became fashitmnar popular for women to travel.
You have women who subsequently held positionh&NAACP nationally as program
directors and as leaders of various divisions.” §bes on to discuss the contributions of

many women to the success of the NAACP.

Doris Adelaide Derby, another SNCC activist, remembthat the challenge and
urgency of the freedom struggle was a formativeegepce for young activist women,
who had to learn resourcefulness on the job: IWhgs did what | wanted to do. | had my
own inner drive. And | found that when | came uphwdeas and | was ready to work to
see it through, and | think that happened withtaofowomen in SNCC. We needed all
hands on deck, and so, when we found ourselvesuiatisns, we had to rely on whoever
was around. And if somebody had XYZ skills, anchebody only had ABC, we had to
come together. We used to joke about that, bueality, the women, you know, were

strong. In the struggle, the women were strong.”

Ruby Nell Sales, who later overcame psychologi@alrhas from the racial violence
she witnessed in the movement, encourages us kabkyond the simplistic story of Rosa
Parks refusing to move to the back of the bus imfgomery. As she explains, Parks was a
long-time activist who had sought justice for Afic American women who were
frequently assaulted—both verbally and physicallg-tkeir daily lives: “...When we look

at Rosa Parks, people often think that she wa®-dghthat because of her civil rights and
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wanting to sit down on the bus. But she also dat t it was a rebellion of maids, a
rebellion of working class women, who were tiredbofrding the buses in Montgomery,
the public space, and being assaulted and calledfdbeir names and abused by white
bus drivers. And that's why that Movement coulddhsb long. If it had just been merely a
protest about riding the bus, it might have shatterBut it went to the very heart of black
womanhood, and black women played a major rolestasning that movement.”

3.4. The portrayal of African American Women in Pre and Post-CRM Movies Via
the Analysis of “Within Our Gates 1920”and “The Help 2014”

Before the emergence of the idea of civil rightack women have been treated as
less-than-human in many contexts, including thesrsms, popular culture, law, and
everyday life. Moreover, black female marginality produced and reproduced through
invisibility: they are less likely to hold electadfice positions, high-profile jobs, and are

among the missing in many popular cultural images.
As black feminist scholars have demonstrated, thaiginality is underscored by a lack of

presence in mass media. When black women’s expeseare visible, they lack the full
range of real world experiences that include noizedl human emotions and educational

achievement.

Films are critical sites for examination of culturaages; for films are political
undertakings that represent, produce and reprogoeeer relations. Cinemas not only
provide entertainment, but also send message®teevs, helping to shape our values and
belief systems. But the question raised here, istdr the negative representation of
African American Women in Hollywood movies has bedranged or at least influenced
by the CRM or not?

3.4.1. The Analysis of Within Our Gates 1920

Oscar Micheaux’Vithin Our Gateg1920). Crammed into 80 minutes is a complex
plot of love, betrayal, murder, rape, lynching, ¢ging, miscegenation, racial uplift, white
bigotry, and black migration from the rural Southtlhe urban North. Translated onto film
are the hardships of blacks in the Jim Crow eratddniStates, the promises and
disappointments of black freedom, and the emergehttee “New Negro.” The film is one

of the earliest examples, and certainly the mosbitous extant example, of black
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appropriation of the emerging technology to conteptesentations of African Americans

in mass culture.

“Oscar Micheaux’s bold, forceful melodrama—the atdsurviving feature by a
black American director—unfolds the vast politiagdilmensions of intimate romantic
crises.Evelyn Preerstars as Sylvia Landry, a young black woman inaatiern town,
who suffers a broken engagement. With a brisk &adpsedged style, Micheaux sketches
a wide view of black society, depicting an engingigh an international career, a private
eye with influential friends, a predatory gangsteéeyvoted educators—and the harrowing
ambient violence of Jim Crow, which he shows unsghr and gruesomely. Micheaux’s
narrative manner is as daring as his subject matteith flashbacks and interpolations
amplifying the story; a remarkable twist regardi8glvia’s identity, slipped in at the end,
opens up a nearly hallucinatory historical vortex~ Richard BrodyThe New
Yorker. With Flo Clements

Figure 05: Sylvia Landry (Evelyn Preer)

Like an overstuffed used bookstowithin Our Gatesnvites close and repeated
inspection. Although | have watched the film coasl times, with each viewing | discover
something previously overlooked. Micheaux was aphgte, self-taught filmmaker when
he directed the film, and the intricacies of thevie® plot are sometimes difficult to

follow. Yet, if the plot is understood as a triptyof related but distinct acts, the film’s
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scope and ambitions become clear, indeed remarkable
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The film opens with the protagonist, Sylvia Landayyoung black woman, visiting her
cousin Alma in the North while she awaits her fi@screturn from military service.
Harboring designs on her cousin’s betrothed, Alroatrives to fix Sylvia up with her
brother-in-law, a dissipated card shark. Alma sadsein catching Sylvia in a
compromising situation just as her fiancé returpggmpting him to break off the
engagement. Despondent, Sylvia returns south asidades herself to teaching at a school
for the children of black sharecroppers. Despitetiteless efforts Sylvia and her mentor,

Rev. Wilson Jacobs, the school is overcrowded averely underfunded by local white

authorities. Faced with the school’s collapse, fayteturns to the North to raise funds.

Figure 06: Dr Vivian and Sylvia

To this point, the film appears to be a romantidatema yoked to a story of
thwarted racial uplift in the rural South. Micheawnas a self-made man who embraced and
proselytized the era’s “up by the boot straps” dagirhe son of former slaves, he held odd
jobs before homesteading in South Dakota. Thettepadh largely self-educated, he began
to write and publish stories and novels, which blel gloor to door. Convinced that his
semi-autobiographical novéhe Homesteadavas worthy of a film, he secured sufficient
funds to form a movie production company and, in9Yeleased his first film. A year
later, when he mad#&/ithin Our Gates he continued to promote black uplift while

displaying anxiety about corrupting urban influem@ rural blacks. Like the jeremiads
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delivered by contemporary black ministers, Michéauim dwelled on the obligation to

strive for respectability. As a pioneer black filraker working in a medium abounding
with invidious racial stereotypes, Micheaux acutegnsed the importance of depicting
blacks comporting themselves with decorum and mygdé&wven so, he did not shy away
from acknowledging those blacks whose behaviohédieved, contributed to stereotypes.
In contrast to Sylvia and Rev. Jacobs, who aregoars of respectability, Alma and her
brother-in-law personify forms of selfishness andsdlution that impede the race’s

potential.

The tone and focus &Vithin Our Gateshift markedly when Sylvia journeys north
to fundraise. Micheaux resorts to improbable pwitavances to shift our attention to the
poisonous effects of white racism. Already frugtdaby her failure to raise money, Sylvia
is waylaid by a black thug who snatches her pufsetunately, Dr. V. Vivian, a dashing
young black man “passionately engaged in sociastiugs,” runs down her assailant. A
budding romance between Dr. Vivian and Sylvia isuptly halted when she is struck by
an automobile belonging, coincidentally, to a waalvhite philanthropist. After learning
of Sylvia’'s mission, the philanthropist considem@ndting money to Sylvia’s school. A
southern friend to whom she turns for advice isa#lpd that misguided altruism may lead
the philanthropist to waste her wealth on blackso vthe friend insists, cannot and should
not be educated. The philanthropist eventuallyctsjehis advice and makes a huge
donation to Sylvia’s school. Sylvia quickly recosdrom her injuries and hastens south

with the donation.

Despite the rickety plot turns in this portion aetfilm, Micheaux offers a searing
portrait of the ideology of white supremacy. Oventag prevailing wisdom, portrayed
notably in D. W. Griffith’s film epidirth of a Nation(1915),Within Our
Gatesunderscores that racism is fueled by ignorancehamdiers national unity. Whereas
Griffith’s film suggests that the revelation of bks’ true capacities and natures would
restore racial unity and fraternity among northana southern whites, Micheaux counters
that if northern whites could see through the fégwvbite southern bigotry they would

recognize that blacks were citizens worthy of baghts and respect.

Micheaux is not naive about the likelihood of whitchieving such clarity. One of the
movie’'s most poignant vignettes depicts the prederat of “Old Ned,” a black preacher

who must humiliate himself and attest that “YestWvhite folks is mighty fine,” in order to
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collect small donations for his church from bigotetites. After doing so, the preacher
stares into the camera and confesses, “Again,sold my birthright. All for a miserable

mess of pottage. Negroes and Whites all are edsdior me, miserable sinner, hell is my
destiny.” Unlike the black charactersBirth of a Nation who are either bestial or loyal
and subservient, Old Ned wears a mask of deferehde harboring resentment and self-
loathing, illustrating the psychic pain endured liigcks who comported themselves in

accordance with the dictates of white supremacy.

Figure 07: Gridlestone’s brother and Sylvia (Rape Scene)

In the final act of the film Micheaux displays hmaturing talents as both a
storyteller and social critic, exploring his largemcerns—violence and the sexual politics
of white supremacy—with exceptional insight. AftS8ylvia’s return to the South, Dr.
Vivian continues to pine for her. He tracks dowmmal who recounts her cousin’s tragic
history. In an extended flashback, Dr. Vivigarns that Sylvia was raised by the
Landrys, a black family who, in spite of povertydamhite opposition, managed to provide
Sylvia with a modicum of education. Subsequently, Mandry became embroiled in a
dispute with his cruel landlord, Mr. Gridlestoneydawas wrongfully accused of his
murder. Gridlestone had actually been murderedibgnabittered white farmer, but Efram,
a fawning black servant of Gridlestone’s, accusaddry to gain the favor of the white
mob intent on avenging the planter’s murder. Inftlme’s climax, Micheaux dramatically
juxtaposes the lynching of Mr. Landry and his wafgh the simultaneous attempted rape

.
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of Sylvia by Gridlestone’s brother. Between scené&the hanging and burning of the
Landrys, Sylvia engages in a frantic struggle widr would-be rapist. During the fight,
Gridlestone’s brother notices a distinctive scarSylvia’s breast and realizes that he is
attempting to violate his own daughter, whom he tadlkdered with a local black woman.

Shocked by his discovery, he allows Sylvia to escap

In this remarkable scene Micheaux translated thekbtritique of lynching to film.
At a time of mounting black mobilization againshéying, Micheaux pressed his viewers
to empathize with the victims of white violence.NMicheaux’s hands lynching and rape
were evidence of white, not black, barbarism. Int@st to Gus, the stereotypical black
rapist inBirth of a Nation Micheaux’s rapist is a privileged and apparefitgspectable”
white. And rather than a lamentable but justifiect af self-defense, lynching, in
Micheaux’s film, is irrational, capricious, and efénsible savagery against innocent and
estimable citizens like the Landrys. Although Idaell&*Barnett and others had leveled
similar attacks against lynching, no one had pneslyp shown Micheaux’s talent at
translating the denunciation of crime into art. Evaresent day viewers jaded by the
violence commonplace in contemporary films find Miaux’s rendering of lynching

haunting and galvanizing.

After each viewing oWithin Our Gates| am struck by Micheaux’s audacity and
ambition. He sought to appropriate a still primgtisnedium to depict the complexities of
the black experience in America while making a fithmmt would enthral viewers as
interested in spectacle and entertainment as ineasage of racial uplift. Like his
contemporaries Scott Joplin, Bert Williams, andeogh Micheaux was exploring how
black social justice could be insinuated into thdtural marketplace. Only now is it
possible to appreciate fully how successfully Mane achieved these goalsWithin Our

Gates




Chapter Three:  Representation of African American Women in MoviesBefore and After the CRM

Figure 08: Reverend Jacobs and Sylvia
3.4.2. Presentation of Racism

The film portrayed several aspects of contempor&fiycan-American society.
Heroes and heroines included Sylvia Landry and RexkJacobs, criminals such as Larry,
and “lackeys” such as a minister whom Mrs. Staffeugported, who encouraged African
Americans to reject suffrage. The critic RonaldGleen suggests that Bernice Ladd as
Mrs. Statton represents a “Lillian Gish figure” faeing to her role imhe Birth of a
Nation Statton is portrayed as racist and anti-femi@seen notes that Micheaux intended
the links between the films, and cast Ladd in parther physical resemblance to Gish.
Early inWithin Our GatesMicheaux uses the character Mrs. Geraldine Stratorich
southern white woman, to depict the reality of Aicen life not a world where there are
no white people. Mrs. Stratton embodies the essehseuthern prejudice; as a result of
her fear of black women receiving the right to valiee opposes women suffrage. With the
use of the cinematic techniques, the viewer loakes the shoulder of Mrs. Stratton as she
reads a newspaper article entitled “Law Proposefttp Negroes”. This article explains
that the Mississippi senator James K. Vardamarph@®osed a bill to negate the Fifteenth
Amendment. Vardaman justifies his action by statlfigm the soles of their flat feet to

the crown of their head, Negroes are undoubtedigrior beings, therefore, how can we in

conscience permit them to vote?
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3.4.3. Analysis of “The Help 2011

The Help is a moving, funny and heart-wrenchingnfill cringe at these sorts of
descriptions usually, but The Help uses these em®tso effectively, and quite evenly,

that it's worth mentioning each.

Reminding me a little of Spielberg’s beautiful Th®lor Purple, based on Alice
Walker’'s fantastic novel, this movie is based ot Stockett’s book, which is rather
popular. In Jackson, Mississippi in the early ‘6@gery white child is raised lovingly by
their family’s black maid, while every white parealiows the maids to handle their
children, but not to use their bathroom. Racialsiems are high, and subject to many
discriminatory laws, and the black women suffer sbat the hands of their snooty

employers.

From smiling to being upsethe Helpis a drama that sends emotions all over. The
emotions that are felt aren’t just received throtigh dialogue but also from many other
elements. The acting, camera work, and mise-enesgeke the movie what it is because
they set the tone of the movie. They help the motge become a great one.
The movie takes place during the Civil rights amaAimerica (early 1960s), in Jackson
Mississippi. It stars Emma Stone who plays a womame Skeeter Phelan who wants to
become a journalist. She goes to help out the &dfriémerican maids by getting their
point of view on the white families that they woftr and the hardship that they go
through every day. Skeeter can be seen as thedfigtee movie because she gave the
maids a voice when no one else did. When we fisttnSkeeter Phelan, we can already
see that she is different from everyone else (as/stbelow) because of the way she looks
and the way she talks to the maids. She treat#wes as if they are actual people and she

isn’t as fake as the others.

Skeeter Phelan (Emma Stone) returns home to Jadkaweimg graduated from
college, and sets about her career as a writeffirsejob is answering domestic questions
in the local newspaper. She asks her friends’ maidgelp her write the articles, and they
volunteer copious household tips. But at home, &ksebeloved family maid Constantine
has left mysteriously, and her stubborn motherg@li Janney) won't give her a straight

answer, returning her attention to the wonderfumea in town raising white children.
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Figure 09: Skeeter Phelan (Emma Stone) and Minny &kson (Octavia Spencer) and
Aibileen Clark (Viola Davis)

She befriends two inspirational women, Minny Jack§Octavia Spencer) and Aibileen
Clark (Viola Davis) and as they share tales ofrthiees as domestics for white people,
Skeeter sees potential for not only a compellingkbdut for a chance to change the

narrow minds of the infuriating people who surrouneal.

It could be argued that Minny, Aibileen and Skeeter all leading roles: each woman has
her own story, with the makers actually giving theam equal share of the screen time.
Emma Stone is pleasant to watch, but the showlerstmelted down and made into gold

by Viola Davis and Octavia Spencer.

Minny- headstrong and zero-tolerance- is fired bg tocal butter-wouldn't-melt-bitch
Hilly Holbrook for using the indoor whites-only Imbom during a hurricane. With a
thoroughly damaged reputation by the time Hillyfirgshed with her, Minny is hired by
the only other nice (and therefore despised) womatown, Celia Foote, to whom she
passes her housekeeping tips, and her most fragreipes, all passed off as Celia's own
work by the time her husband gets home. Spencatesa delightful character, bringing
the majority of the film's comic material to lifehile embodying a woman who has seen it

all and done it all.
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Figure 10: Aibileen Clark (Viola Davis) with a little White Girl

The beautiful Aibileen is so tender and loving, yeaternally firm, having seen
seasons of white children she loved grow into theiel parents, despite everything. She
has a tragic past, and needs the children she frar&gsreignite her passion for life. Davis
and Spencer make the movie what it is. Both rede@scar nominations, Spencer winning
Best Supporting Actress, and both deliver charmamgaging, emotional performances in

easily one of the best films of 2011.

So, there is the moving: the growing sisterhoodvbeh the women in Jackson; the funny:
the hideously hilarious comeuppance of Hilly...and m®ther’'s reaction; and the heart-
wrenching: Aibileen’s final sorrow as she is forcagay from her beloved white child.

The Help is a wonderful, emotional experience, Whiplifts as it saddens, and tickles the

funnybones as it yanks the heartstrings.

s
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Figure 11: Skeeter Phelan (Emma Stone) and her Moér (Alison Janney)

When looking at the clothes all the women haveieiuding their hair, you can see
that she’s different. Skeeter has her own hairamg curly while wearing a simple dull
outfit, whereas all the other women have on thakef stiff hair and bright dresses.
Throughout the movie, these women always have tpesied up when it comes to the way
they look. They have an image to maintain and ttley’'t want to show any kind of
weakness when it comes to how they dress. You eathat Skeeter doesn't really care
much about her appearance because if you lookvatshe dress through the entire movie
you can she’s wearing clothes that look worn owut @on’t fit her as much. The only time
we see of the women not dressed so prissy is wlhignisidriving to Skeeter’s house (as
shown below). She’s dressed in casual clothes gthhair down and messy, chugging
down a beer while smoking. The way she dressedgethhecause she finds out that the
story about her eating Minny’s shit was in the mefeased book the Skeeter wrote. She
doesn’t care about the way she dresses at thig petause all she is worried about it

making sure that no one knows that the persondrtok was actually her.

What also makes Skeeter different is the fact shat actually had a maid when she
was younger that she looked up to. This is also s¥eyis so nice to the maids because one
of them was absolutely nice to her but then she Hes. Cicely Tyson plays this maid
named Constantine Jefferson who took care of Skbleteshe was her own and made sure

she was fine. Skeeter felt special back then sostmis trying to let the maids feel special

too.
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While trying to help the maids with their voicesieshas to deal with her mother
(played by Allison Janney) trying to get her todfia man. One of the maids that she talks
to is Aibileen Clark, a women who lost her son,ypta by Viola Davis and she plays the
part well. She plays the part so well that you gah emotional just by looking at the
expression on her face. When you look at the s@nshown below) where Aibileen starts
to talk about the her son’s death, the only lidtgre is, is on Aibileen’s face. This little
strand of light shows that she is opening up, mgkabout something that she’s been
bottling up for the longest. She is now expresshag there is nothing that's gonna stop
her from getting her stories out to the publicstban also be seen as the turning point for

Aibileen.

Before Aibileen starts telling her story about ts@n, the camera is on her and
another maid name Minnie Jackson (played by Oct8pencer who | think is hilarious),
and as she starts talking, the camera slowly pefhsolwards her until she is in the center
of the screen. At this time she is also at theerenit her story, meaning that Aibileen is at
the center of her breaking point. At the point véhehe just want to let everyone know

what she goes through as a maid.

Emma Stone, Viola Davis, and Octavia Spencer aatghoice of actresses for this
movie. And without these specific people the visolal'he Helpprobably wouldn’t have
been as good as it seem because the acting wobkretbeen the same. This would mean
that the viewer wouldn’t have gotten to experietiee same emotions as they did if there
were different actors. And while Minnie Jackson et appreciation with being a maid
and Skeeter Phelan going off to New York, Aibiléeses her job because of a lie but with

that she gains something more important; her voice.
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Figure 12: Aibileen introducing Skeeter to Minny Jackson

Aibileen ends up introducing Skeeter to Minny JacksMinny is also a maid at a
white household. She tells Skeeter how she hashkrsjob working for Skeeter’s friend
Hilly. Hilly is a women who bosses all of the othehite women around, and is cruel to
the African American maids. Hilly dislikes Minny bghe can'’t resist her pies, which
builds up tension in the movie when the film is m@mal up on Hilly's face after she has
eaten Minny's pie and Minny tells her “Eat my shif&fter Hilly being in disgust from
actually eating Minny’s shit she also ends up figdout that Skeeter has betrayed her and
the other white women when she finds out that Sk&epublished book is about the
relationship between the white women and the ma&sen though the book didn’t make
her tick off until she found out that Minny talkebout her eating the pie of shit. She then
tries to go after Skeeter.

This film involves a lot of betrayal, even thoughthe white people Skeeter was the
wrong person, but to the maids she was known astikeo. The maids were recognized
and awarded once the book was published sincehhdyhelped Skeeter write her first
book. While the maids were satisfied, the whitegbegrew hatred for Skeeter.

£
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Conclusion

The bipolar conceptualization of Black and White mamhood assigned Black
women all the negative traits of disgrace wheredst&®\ivomen were attributed all the
idealized aspects of *“true womanhood”, such as ypiateference, domesticity,
passionlessness, chastity, cleanness and fragionversely, Black women were
conceived and pictured as primitive, lustful, seta; physically strong, domineering,
unwomanly and dirty. There was a breadth of stgpecal perceptions of Black women,
which placed them outside the enclave of delicayininity, respectability and virtue. As
Patricia Morton suggests, “all except Mammy hadfquodly derogatory, dehumanizing
characterization.

This chapter | have analysed two movies of differsme production which are
“Within Our Gates 1920” and “ The Help 2011” | folwedconceptual analysis as a method
in our analysis. | found out that there was a slighange or some changes in the
representation of African American women in Hollydofilms. | could notice that this
image became more realistic over the year,maybeimat positive way,but it became
represented in a way that is accurate or trudd@cAs we observed with the last movie The

Help 2011, when the three stereotypes did not appehe same image we used to see.
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General Conclusion

Hollywood is a pioneer in film industry. It is cddsred as an international
institution that includes various races, religioagd social classes. Black wombave

always faced both race and gender disparity inr theld. The aftermath of slavery not

only resulted in many social, economic and politeféects but also led to the delineation
of negative racial stereotypes in the portrayablaick women in movies. The industry
sometimes showed the stereotypical ideas of blamken from mammies to sapphires,

portraying black women as people who are unnedgsaggressive and obnoxious.

Today African American women have a great positiothis industry. The focus of
this study is to analyse how African American wonaga portrayed in Hollywood films,
in which three Hollywood movies were selected. Asitie African American women
depiction, the study focused on how African Amemicaomen are portrayed in the
historical stereotype of mammy, jezebel and sappdmd also focus on the influence of the

civil rights movement.

The representation of African American women in grodcivil rights film is a result
of the "invisibility" that they faced during thevdi rights movement in America during the
1950s and 1960s. the media's scant but negativerage of women activists along with
male leaders, such as Malcolm X's attitude towafidc&n American women during the
period of the movement, is the reason why ultinyafdlican American women activists
received lack of recognition for their involvement the movement. Also the lack of
recognition for these women is evident in modewil ¢ights film and they negatively

portray African American women's role during thevament.

Based on the data analysis of this study, black emorare more illustrated in
negative way rather than positive. The analysigdveed from this study indicates that
African American woman are alwaghowcasedn a bad way; and this appears through
thecolor purple and Forcolored girls These two movies show black women as they are
useless, weak, pitiful humans rather than joyfuhck females are represented as they are
satisfied with their miserable situation and they always attend to make the other's life

better than theirs.

As we mentioned above that black females were septed negatively, Hidden
figures contract this negative image by introducing themsifpeely. Through this movie
we noticethat there is a slight change in the way Africanekitan are demonstrated.




General Conclusion

On the other hand, we found out that the threeoh¢stl stereotypes (the mammy, the
sapphire, the jezebel) were well pronounced irthihee movies. The analysis derived from
this study shows that every African American wonfaas either one or all of these
stereotypes. However, the use of these stereotyeesliffer from story to another and
adapt from one genre to another (fiction and notiefin). We can see this through the three
films.The mammy stereotypes appear in differentmeasy The mammy character refers to
a nurturer, a person who cares about the otherd, veélmo serves everyone without

complaining.

Through the analysis we found out that the mamragestype took a new face over
years, and this is obvious in the color purplel88 mammy character was expressed in
all its meaning, but in the two other films we savbit of change in which it has been

updated in a modern way, and that exaggeratioeseription decreased a little bit.

In addition, the sapphire just like the mammy sigsee, it has been changed for the
better over time, and this brighten up when we cammbetween Katherine in Hidden
figures with Sophia in The color purple. Both oéth represented the sapphire character,
but in sophia‘'s character it seems more vulgarsawhge. While with Katherine it seems
lessunfriendly and more self-esteem.By contrad, j#zebel stereotype didn‘t know any
kind of change, but it is nolonger used as usisily éhe case of Hidden figures.

In this study we had focus on the influence of il Rights movement on the
representation of the African American women. CRIsls Hong-term effects on the
American society. Also it influenced Hollywood irgtty over several levels. It is clear
that CRM had improve the opportunities of blackkibe the scenes, also we noticed that
CRM had a positive impact on black females repragiems in films. Although we can not
feel that change only after three decades. In defem what we mentioned above, that the
movement itself has not direct cause on the chamgedue to its results, such as social
integration, litigation, and Equal Employment Oppoity which contributed in the

development of the African American women represison on screen.

Nowadays, forty years after CRM we can notice thatimage of African American
women had changed into a positive way , and begaore realistic , and this is due to
Mrs Michelle Barak Obama foundation which aimedngrove the Black women position
in side and out side Hollywood .




General Conclusion

Eventually, it is important to note that the conédcresearch aimed primarily at
exploring the depiction of African American womenHollywood movies before and after
the CRM. Nevertheless, we didn‘t take into accaather aspects related to the image of
the black women in general .We had focus only owiaso As a result, a further studies
may be carried out in order to highlight a widepse, such as, television series and
programs, or may also explore another categoryioiomities.
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