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Conducted in Cam bridge during OÕGradyÕs one-year residency at  the 
Bunt ing I nst itute at  Harvard, the interview m ay have been affected by 
what  sheÕd felt  as adverse t reatm ent  there of her diptych The Clearing. 
 

* * * *  
 
 
Lorraine OÕGrady i s a  conceptual art ist  w hose w orks explore 
biculturality and asser t  h er r ight  t o m ake cr it ical ar t .  OÕGrady 
began w ork as a p erfo rm ance art ist  i n 1 980 w ith t he 
perfo rm ance Mlle Bourgeoise Noire.  She appeared at  art  
openings d ressed as a d ebutante o r beauty q ueen, p assing out  
white chrysanthem um s t o p at rons. She w ould suddenly b egin 
lashing a cat -oÕ-nine t ails w hile d eclar ing, ÒNo m ore b oot- lickinÕ/  
No m ore ass-kissinÕ. .  .  .  BLACK ART MUST TAKE MORE RI SKS.Ó 
She h as since m oved on t o w ork i n the fo rm  o f t he p hotographic 
diptych. Her p iece Miscegenated Family Album consists o f s ixteen 
diptychs, cont rast ing p hotographs o f Egypt ian ar t  r epresent ing 
Nefer t it i w ith fam ily p hotographs o f OÕGradyÕs sister.  The w ork 
resonates w ith fo rm al b eauty, em ot ional i ntensity, and a k een 
insistence on t he p resence o f b icultural fa m ilies t hroughout  
history. We spoke t his p ast  w inter while OÕGrady w as an a rt ist - in-
residence at  t he Bunt ing I nst itute a t  Radcliffe  College, w here she 
was w orking on a n ew series o f d iptychs ent it led The Secret 
History.  I n t his n ew w ork, OÕGrady h as set  out  to Òinsert  an 
Afr ican fe m ale subject ivity i nto t he l anguage o f B audelaireÕs Les 
Fleurs du Mal.Ó 
 
Your  involvement with art began as a writer. What was it 
like to begin performing as Mlle Bourgeoise Noire? 
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I  w as a  p ret ty ext rover ted, d em onstrat ive t ype and I  h ad a l ot  o f 
experience d efending m y experience in p ublic p laces. As a child, 
at  t he age o f twelve, I  w as a star d ebater at  Gir lsÕ Lat in School.  I  
was a l it t le twelve-year-old fr eshm an on t he s tage with t he 
seniors, w ith the b ig school auditor ium  fi lled w ith m y p arents and 
all t he o ther k ids. Part ially I  w as able t o d o i t  b ecause I  w as n ot  
as afr aid as a n orm al p erson w ould b e. A n orm al p erson w ould 
not  h ave d one Mlle Bourgeoise Noire!  
 
 I  t hink I  d id p ret ty w ell as a second- generat ion p erfo rm ance 
art ist  to say t hings i n p erfo rm ance t hat  h ad n ot  b een said b efo re. 
The p roblem  i s t hat  I Õm  always saying t hings t hat  h avenÕt b een 
said b efo re, so i t  t akes a w hile b efo re t hey can b e heard. Mlle 
Bourgeoise Noire had t his p unchline:  ÒBlack ar t  m ust  take m ore 
r isks,Ó and o f c ourse Black art ists d idnÕt  l ike h er, and with t he 
line:  ÒNow i s t he t im e fo r an i nvasion,Ó o f c ourse w hite 
inst itut ions d idnÕt  l ike h er e itherÑ at  the t im e. Now sheÕs a r ole 
m odel,  n ow sheÕs in a  m useum , n ow the costum e h as b een sold. 
 
What was the difference in the experience of that piece 
and Art Is. . . (a float in the Afro-American Day parade in 
Harlem in 1985 with participants entering the audience 
and “framing” the onlookers with gold picture frames)? 
 
That  p arade p iece w as a g lor ious m om ent , b ut  I  w ould say that  
kind o f c om m unity out reach d idnÕt  i nterest  m e as a w ay o f 
m aking art .  I Õve b een talking t o som e fr iends about  t he success 
of Faith Ringgold i n g oing outside t he art  w orld t o establish an 
audience [ see Sojourner,  February 1996] . She d id i t  t hrough t he 
writ ing o f c hildrenÕs b ooks. That  i s n ot  an opt ion fo r all ar t ists, 
j ust  as all ar t ists cannot  b e com m unity-based art ists. I  am  
fi ght ing fo r t he r ight  t o b e g ood at  w hat  I Õm  g ood at ,  and I Õm  
fi ght ing fo r t he r ight  t o i nfl uence culture a t  i ts o r iginat ing p oints. 
I Õve n othing against  com m unity out reach, b ut  there are t hese 
other b at t les that  h ave t o b e fo ught  sim ultaneously, and I Õm  
fi ght ing t hem . 
 
 I Õve b een calling m y w ork Òhigh cultural w arfare.Ó I Õm  n ot  
afr aid o f e ngaging w ith h igh culture. Others can engage w ith 
popular culture b ut  i t  d oesnÕt i nterest  m e, p art ially b ecause I Õve 



already b een t here. I  w as a p op culture cr it ic d uring t he Ô70s, a  
rock cr it icÑ I  k now what  p opular culture i s about  and I  d onÕt 
choose t o spend the r est  o f m y l ife  t here. The p arade p iece w as a 
way o f r eceiving fr om  a com m unity i t s im age o f i tself,  b ut  I  m uch 
prefer t o t ell that  com m unity h ow I  see i t .  
 
Were your pieces Gaze and Dream, which are pairs of 
portraits of African-American men and women, examples 
of telling a community how you perceived it? 
 
I Õve t alked about  this b usiness o f s peaking fo r t he com m unity 
and t o t he com m unity as som ething t hat  p eople w ithout  p ower 
are saddled w ith. White p eople h ave a country, b ut  p eople 
without  p ower h ave com m unit ies. White p eople d o n ot  h ave t o 
speak fo r t heir com m unity. 
 
 There are two t radit ional r oles o f t he art ist .  I n European 
culture the art ist  t radit ionally fu nct ions as an individual,  as a 
cr it ic o f t he culture. And p resum ably in Afr ican culture t he ar t ist  
fu nct ions as p art  o f t he com m unity, as a r epresentat ive o f t he 
culture, as t he ar t iculator o f t he culture. .  .  .  I  am  a l it t le l eery o f 
m aking t he d ist inct ion b etween the two cultures b ecause I  think 
that  i tÕs n ot  t rue, i tÕs t oo sim plist icÑ in our im aginat ions w e m ake 
all t hese fu nct ions m ore p ure than t hey are. St ill,  I Õm  a p roduct  
of t he West  m ore than anything e lse and I Õm  h olding out  fo r t he 
r ight  t o cr it ique [ Afr ican-Am erican]  culture w hether i t  wants t o 
be cr it iqued o r n otÑ in essence, t o create art  as a Black ar t  cr it ic.  
 
That individualism, that independence of voice is so 
refreshing when so much art now seems laborious in its 
political consciousness. 
 
I Õm  lucky as a Black ar t ist  b ecause even as I  express m y 
individualism , I Õm  m aking a p olit ical point .  I  t hink t hat  t he 
polit ical and t he p ersonal i n t he w ork o f a  Black wom an art ist  are 
inext r icable. I  t hink t hat  i n the case of w hite art ist s, t he p ersonal 
is n ot  q uite so p olit ical and so they h ave t o b e m ore self-
consciously p olit ical i f t hey w ant  t o b e p olit ical.  I  t hink i n t hat  
way, ar t ists o f c olor h ave m ore l uck at  t he m om ent . I  d onÕt t hink 
that  p olit ical ar t  i s u nder any l ess const raint  t o b e art  than any 



other k inds o f art .  I n fa ct ,  I  w ould say t hat  p olit ical ar t  h as t o b e 
m ore successfu l as ar t  t han o ther k inds o f a rt .  
 
Why did you present the people in Gaze and Dream so 
personally? The second image in each of the photographs1 
is like a vision of their inner selves. 
 
I tÕs t he n ot - yet -born. ThereÕs t he p ar t  o f t he p erson t hat  the 
outside w orld sees, t hat  t he p erson h as t o p resent  to t he p ublic, 
which i s b asically shallower than t he not - yet -born self.  Revealing 
the n ot - yet -born self,  fo r m e, i s n udity. ThatÕs w hy t he w ay in 
which w hite fe m inists u se n udity d oesnÕt i nterest  m e. I  said 
recent ly that  fr eedom  fo r w hite fe m inist  ar t ists i s t aking t heir 
clothes o ff and fo r a  Black fe m inist  ar t ist  i tÕs b eing able t o k eep 
your clothes o n i f y ou w ant  to. For m e, n udity i s about  rem oving 
cultural l ayers. I tÕs about  r em oving o vergeneralizat ions o f t he 
self.  I t  h as nothing t o d o w ith sex. 
 
Does this connect to the postmodern rejection of 
essentialism, of reclaiming female subjectivity, that you 
critiqued in your article “Olympia’s Maid: Reclaiming Black 
Female Subjectivity”?2 
 
I  t hink Gayatr i Spivak, a cr it ical t heorist  and ant icolonialist  
fem inist  fr om  I ndia, i s saying t hat  y ou h ave to b e select ively 
essent ialist  at  this p oint  [ in t im e] . I tÕs n ot  subjectivity t hat  h as 
becom e d ecentralized, b ut  white subject ivity t hat  h as b ecom e 
decentralized. There i s a st rain o f fe m inism  w hich, i n o rder t o 
com pete i n t he m ale m arketplace o f i deas, h as b ought  i nto i deas 
about  subject ivity,  about  the ÒnonexistenceÓ o f t he subject ive, 
which I  t hink i s b asically i ndefensible. I  w ouldnÕt w ant  to say that  
I  am  t alking about  essent ialist  i deas,  b ut  I  am  t alking about  
subject ivity.  The r eject ion o f essent ialism  and, a t  t he sam e t im e, 
the r eject ion o f s ubject ivity i s t he b aby t hat  has b een t hrown out  
with t he b ath w ater i n p ostm odernism . 
 
 That  w hole cr isis o f W estern subject ivity,  o f a  m ind/ body 
split ,  i s a  l ocalized cr isis, one o f Europeans, w hich h as b ecom e 
generalized t heoret ically.  And t his i s what  I Õm  against .  I tÕs n ot  
that  I Õm  fo r essent ialism , i t  i s t hat  I Õm  against  g eneralizat ion and 
against  t he overuniversalizat ion o f white theory. 



 
How did you become interested in the form of the diptych, 
which you have used in your recent works Miscegenated 
Family Album and The Clearing? 
 
I  d idnÕt  b ecom e interested in i t .  I  w as d oing i t  and t hen h ad t o 
fi gure out  w hy I  w as d oing i t .  The p rocess w ent  t hat  w ay. I  w as 
doing i t  b ecause i t  w as a lways, fo r m e, a  Òboth/ and,Ó and t hatÕs 
because o f m y b ackground as som ebody b orn and r aised in New 
England w ith p arents w ho are West  I ndian;  I  h ave always b een 
t rying n ot  j ust  to n egot iate d iffe rent  points o f v iew, b ut  t o 
contain d iffe rent  p oints o f v iew. I  t hink t hat  t his com plexity o f 
the Òboth/ andÓ i s som ething t hatÕs l ived as an everyday r eality b y 
Diaspora people, p eople b orn one p lace, t hen shipped t o another 
who h ave t o n egot iate m ore than one w orld, and in m any 
peopleÕs cases n ow, three w orlds. 
 
 And so I  fo und m yself u sing t he d iptych, b ut  I  d idnÕt  r ealize 
when I  b egan u sing i t  how t ypical a f orm  i t  w as fo r b icultural 
people. Fem inist  art  theoret ician Lucy Lippard d id a b ook called 
Mixed Blessings,  i n w hich she included about  2 00 a rt ist s she 
knew w ho w ere o utside t he m ainst ream . Kay Walkingst ick, a  
Nat ive Am erican p ainter w ho teaches at  Cornell and d oes 
m odernist ic w ork t hat  i s m ost ly i n t he d iptych fo rm , w as t alking 
about  h er use o f the d iptych as a w ay o f e xpressing h er  
biculturality.  At  the end, Lucy m ade a com m ent  about  h ow 
fr equent ly she fo und this fo rm  am ong Nat ive Am erican and o ther 
bicultural art ists. I  r ealized t hat  m y u se o f i t ,  w hich I  thought  was 
basically a  p ersonal expression at  the t im e, w as actually m ore 
than a p ersonal expressionÑ it  was a cultural situat ion, a  cultural 
condit ion. 
 
Were you very aware of that bicultural identity when you 
were growing up? 
 
When y ouÕre able t o see t hings m ult ifacetedly and t he p erson 
that  y ouÕre t alking t o can only see one p oint  o f v iewÑ their 
European, w hite p erspect iveÑ you certainly d o t end t o t hink that  
youÕre sm arter than t hey are. As a k id g rowing u p h ere i n 
Boston, I  w ent  t o Gir lsÕ Lat in School at  a  t im e w hen i t  w as s t ill 
very h ard. I t  w as v ery com pet it ive, and I  w as at  t he t op o f t he 



com pet it ion. So I  h ad t rem endous i ntellectual self- confidence, 
but  t hat  confidence cam e n ot  j ust  fr om  m y I .Q. o r m y ability t o 
perfo rm  b ut  fr om  m y ability t o see w hat  was happening in a 
m ore n uanced w ay t han m ost  o f t he other k ids. 
 
 This sm ar t -ass v ersion o f t he n egot iat ion o f t wo w orlds i s 
very t ypical o f West  I ndian k ids b ecause t hey are d ealing w ith 
parents w ho h ave com e fr om  another culture, and y et  t hey are 
part icipat ing i n a v ery d iffe rent  way than t heir p arents i n t he n ew 
culture. They j ust  h ave so m any m ore t hings t o d eal w ith. They 
have t o d eal w ith b eing Black here, which m akes y ou p ret ty 
sm art .  They h ave t o d eal w ith b eing fo reign h ere. I tÕs a d ouble 
issue. I tÕs n ot  n ecessarily t he m ost  p osit ive o r t he m ost  
product ive w avelength to b e on, b ut  it  i s i nterest ing and 
com plex. And w hen y ou can fi nd w ays o f w orking it  out  
art ist ically,  I  t hink i t  can b e v ery r ich. 
 
 I tÕs h ard fo r m e t o m ake a com plete statem ent  o f m y 
thoughts v isually w ithout  m aking a d oubled im age, o r a  collapsed 
diptych in som e cases, o r som et im es d iptychs m ult iply, w hich 
was t he case with Miscegenated Family Album.  Miscegenated 
Family Album w as sixteen d iptychs, j ust  enough fo r m e t o m ake 
a com plete statem ent . The o riginal p erfo rm ance i t  w as b ased on, 
that  I  d id i n 1 980, h ad 6 5 sets o f d oubled im ages p rojected 
behind m e. 
 
How did that performance work? 
 
The p erfo rm ance w as called Nefertiti/Devonia Evangeline,  and i t  
had v oice-over n arrat ion i n w hich I  h ad r ecorded t he soundtrack 
of m yself s peaking i n about  e leven d iffe rent  v oices:  m yself a t  
diffe rent  ages, m y sister at  d iffe rent  ages, m y m other and 
fa therÑ about  e leven v oices. There w as a narrat ive story o f t he 
relat ionships b etween t hese two w om en, t he ancient  and the 
m odern:  t heir l ives w ere v ery sim ilar ,  and t hey had sim ilar 
deaths. Two- thirds o f t he w ay t hrough, t he n arrat ive on the 
soundtrack stops w hen the w om en d ie, and t hen I  am  r eading a 
slight ly adapted v ersion o f t he Egypt ian Opening o f t he Mouth 
cerem ony w hen I  com e onstage as t he p riestess. The Opening o f 
the Mouth cerem ony i s l it erally a p r ies im personat ing t he 
sculptor. Many g reat  Egypt ian sculptures w ere m ade as p ar t  o f 



fu nerary r ituals, so t he [ sculptures]  s tood in fo r t he d ead p erson 
and t hey b ecam e the p lace w here t he d ead p ersonÕs spir it  w as 
able t o r eside and g o b ack and fo rth in t he spir itual d im ension. 
So t he r itual h as t he p riest  with an adze st r ik ing t he sculptureÕs 
m outh w hile saying, ÒI  open y our m outh fo r y ou, I  open y our two 
eyes fo r y ou, and y ou shall n ot  d ie.Ó So I Õm  r eading t his r itual 
[ on t he soundt rack]  and t hen I  com e out  as the p riestess, and 
everything that  I  d o i s w rong!  ThereÕs t his v oice on the 
soundtrack, b ut  n othing t hat  t he p riestess d oes has anything t o 
do w ith t he soundtrack, o r i f i t  d oes i tÕs a ll s light ly skewed.  
 
There were two p oints:  fi rst  o f all,  y ou canÕt use t hese o ld r it uals. 
ThereÕs n o way I  could s t r ike m y sisterÕs m outh and have her 
com e t o l ife  again. At  the sam e t im e,  i n t he l ate Ô70s/ early Ô80s, 
there was a l ot  o f b ad Black a rt  b ased on anthropological r it uals. 
 
And you were fed up with that? 
 
Exact ly, so there was a cr it ique o f t hat  as w ell.  One o f t he t hings 
about  m y w ork t hat  i s m ost  d iffi cult  f or p eople t o w arm  t o i s t hat  
it  a lways contains a cr it ique o f o ther  work. I t  i s art  cr it icism  as 
well as art .  And since i t  i s fr equent ly cr it iquing n ot  j ust  white 
inst itut ions b ut  Black art ,  t hat  m eans I  h ave a h ard t im e in m y 
career. 
 
Any examples? 
 
The Bunt ing I nst itute h ad a show called A Range of Views: Four 
Bunting Artists.  I  p ut  i n a [ diptych]  fr om  1 991 called The Clearing 
[ showing a w hite m ale and a b lack fe m ale i n t wo d iffe rent  
aspects o f t heir l ove-m aking. I n one panel, ]  t he m ale fi gure i s 
wearing chain m ail b ecause I  fe el t hat  t his r elat ionship i s t he 
death o f c ourt ly l ove. I  u sed t o call i t  j ust  The Clearing,  b ut  [ after 
the show I  r ealized I  h ad t o clar ify  t he t it le, m ake i t  even m ore 
in-your- face, so]  n ow i tÕs called The Clearing: or Cortez and La 
Malinche, Thomas Jefferson and Sally Hemings, N. and Me.  
 
What interested you in courtly love, which defines 
“desirable” women as “ladylike,” weak, and defenseless? 
 



I tÕs n ot  t hat  I Õm  interested in cour t ly love!  But  the l ast  v est ige o f 
court ly l ove w as Òthe cult  o f t rue wom anhoodÓÑ [ which w as]  t he 
reigning t heory o f fe m ininity fo r t he nineteenth century. [ I n o ther 
words, i t ]  w as t he cult  o f s exualityÑ of e quat ing ÒdesirableÓ and 
Òfem inineÓ w om en t o w eaknessÑ reigning d uring t he t im e o f 
slavery. And t he Black w om an, b ecause she w as st rong and 
because she worked, could n ever b e considered a Òtrue w om an.Ó 
Black w om en also could n ot  b e considered t rue wom en b ecause 
they survived t heir rapes;  a  Òreal wom anÓ w ould h ave com m it ted 
suicide. At  any rate, I  p ut  t hat  work i n t he show, and p eople at  
the opening b asically shied away fr om  m e. Nobody w ould 
com m ent  on i t .  
 
Were they disturbed and didn’t know what to say? 
 
That  w as cer tainly p art  o f i t .  I  d id fi nd t hat  several p eople t old 
m e t hat  they were d isturbed b y t he im ages. The o ther p eople 
were able t o p lace their d isturbance with t he content  under t he 
rubric o f d isturbance w ith t he fo rm , b ecause i t  w as em ploying a 
Surrealist  v ocabulary w hich fo r som e p eople fe els v ery d ated. .  .  
but  t his p iece i s a lso a cr it ique o f S urrealism  [ which r om ant icized 
sexuality] .  Also, t his work n am es t he w hite m ale, which i s v ery 
diffi cult .  Fem inist  w ork o f t he Ô70s d idnÕt  n am e t he w hite m ale. I  
would say t hat  the d iff iculty t hat  Blacks and w om en have with 
this w ork i s that  i t  i s n am ing t he white m ale and i t  i s exposing 
and m aking so v ulnerable t he Black f em ale b ody. 
 
 The h istory o f t he success o f Miscegenated Family Album i s 
interest ing b ecause i t  d oesnÕt d eal w ith t he p hysical act  that  
created t hese p eople, i t  j ust  d eals w ith r esults, and i tÕs v ery 
m uch easier t o t ake. What  I Õm  t rying t o say i n that  p iece i s that  
this Am erican fa m ily g enet ically w as fo rm ed in t he sam e w ay 
that  t his ancient  Egypt ian fa m ily w as fo rm ed and t hat  t his i s 
som ething t he world w ill n eed t o think about . 
 
The work also seems to be questioning the adoption of 
Egypt by African Americans as cultural heritage. 
 
The p ieceÕs m ost  p r im al p urpose was t o h elp m e w ork out  a 
diffi cult  r elat ionship w ith a sister w ho could n o l onger speak to 
m e b ecause she d ied b efo re we could b egin t o solve our 



problem s. The r elat ionship, w hich g oes fr om  sibling r ivalry t o 
hero w orship, i s an ext rem ely p r im al r elat ionship, and in som e 
ways t he p eople w ho m ost  relate t o t his are wom en w ho have 
had sisters. 
 
 All t he sam e, t here i s a  cr it ique o f Egyptology and Western 
theories o f r ace, and t here i s a cr it ique o f W estern d ualism , t hat  
the w orld i s d ivided b y oppositesÑ fo r exam ple, g ood/ evil,  
black/ white. But  t he o riginal im agery w as set  i n m ot ion seven 
years b efo re Mart in BernalÕs b ook, Black Athena,3 cam e out  i n 
1987. At  t he p oint  a t  w hich t he p iece cam e out , p eople w ere 
upset  b ecause they thought  i t  w as n arcissist ic o f m e t o com pare 
m y fa m ily w ith Egypt ian royalty and,  b esides w hich, t hose 
Egypt ians w erenÕt Black anywayÑ the u sual.  WhatÕs h appened i s 
that  subsequent ly. .  .  a  whole clim ate o f i nterpretat ion arose. 
Som eone w ho saw m y w ork i n m y s tudio said t hat ,  i n 1 980, I  
was t he only p erson w ho could v ouch fo r m aking t hose im ages 
befo re BernalÕs b ook and t hat  n ow a whole d iscourse has arisen 
to i nsert  them  into d ialogue arising fr om  Black Athena and 
explain t hem . I n essence, t hatÕs t he point  a t  w hich I  fi nd The 
Clearing;  i t  i s out  t here n ow b efo re t he d iscourse has arisen. 
 
You have written in Artforum about the lack of resources 
and support available to Black artists. What institutional 
changes would you like to see, to help foster the kind of 
discourse that could support a work such as The Clearing? 
 
I Õm  m aking an argum ent  that  t he ar t  w orld i s a  fu ll and suffi cient  
arena fo r m y act ivity b ecause i t  i s t he r eal w orld i n m icrocosm . 
The a rt  w orld i s an ext rem e exam ple o f t he u nchangeability o f 
high culture i n t he West . The ar t  w orld .  .  .  i s a  w orld b uilt  on 
taste and t he taste t hat  m oney can b uy;  t he w orld o f h igh v isual 
culture i s an ext rem ely r est r icted w orld. And w hat  I  am  d oing i s 
like Don Quixote r iding on h is h orse. I  am  out  t here, I Õm  g ood 
enough, I Õm  sm art  enough, and I  w ant  y ou t o u nderstand h ow 
closed y ou are. Okay? I Õm  j ust  out  t here m aking t he argum ent . 
You canÕt change anythingÑ unless the argum ent  cont inues to b e 
m ade, change will n ever happen. 
 
 I tÕs b ecause visual art  fo r m e i s so w onderfu l and so 
im portant  t hat  I  w ant  t he r ight  t o m ake i t .  I  w ant  t he p ossibility 



of h aving t he w ork h ave a l ife  i n t he world, and u nt il i nst itut ions 
change, i t  will h ave o nly a  m arginalized l ife , w hich w ill h ave 
nothing w hatsoever t o d o w ith i ts r eal p otent ial as ar t .  What  d o I  
want  i nst it ut ions to d o ? I  k now t hat  they canÕt d o m uch, b ut  I  
need t hem  to b e aware that  t hey are u nder cr it ique. 
 
So what is the story that you’re trying to tell in your 
current work? 
 
I t  i s t hat  u nt il y ou see the o ther side o f t he story, y ou d onÕt k now 
the story. 
 
 
 
Editor’s note: Lorraine O’Grady’s work will be shown at the 
Institute of Contemporary Art in Boston, through January 5, as 
part of the show New Histories.  
____________________________________________________ 
 
Theo Davis is a Ph.D. candidate in English at Johns Hopkins 
University. 
 
                                            
1   The photographs depict  a bust - like por t rait  of a face, accom panied by a sm aller  
im age of t hat  face with a different  expression,  posit ioned below  the neck, alm ost  
pendant- like,  of the larger face. 
 
2   Lorraine OÕGrady,  ÒOlym piaÕs Maid:  Reclaim ing Black Fem ale Subj ect ivity ,Ó 
Afterimage,  Sum m er 1992, pp 14-15. 
 
3   Black Athena challenged the not ion of GreeceÕs ÒpureÓ influence on Western 
civilizat ion and refuted the idea of a glor if ied Greece as it s own creat ion.  


