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Abstract Bibliography 

 My paper begs the questions, “What do we lose in the adaptation of Black 

Feminist literature to film? And is there anything to gain from said adaptations?” 

Through close readings of both the texts and films of three stories lauded for their 

introduction of Black Feminist themes, I analyze the ways in which these adaptations 

contribute to the tenets of Black Feminism and the ways in which they betray them. The 

literary texts and subsequent cinematic adaptations I explore are: The Color Purple by 

Alice Walker; The Women of Brewster Place by Gloria Naylor; and for colored girls who have 

considered suicide/ when the rainbow is enuf (and its adaptation For Colored Girls) by 

Ntozake Shange. 

 Ultimately, my research finds that these adaptations are unsuccessful in their 

adherence to Black Feminist themes presented in the original works. From the 

sacrificing of LGBT content to the reliance on negative stereotypes of African-American 

women, the film adaptations of these lauded novels may sometimes do more harm than 

good. 
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Paul Michael Thomson 

AFAS 498H 

Dr. Tani Sanchez 

Final Paper Final Draft 

Transforming Truth: 

Cinematic Adaptations of Black Feminist Literature 

 What is the responsibility of an adaptation to its original source material? Is it to 

remain faithful—idea for idea, word for word? Is it to supplement the original work 

through the creation of new characters, furthered themes, or innovative plot points? Or 

is there no responsibility at all? 

 And how does this responsibility change if the original work arose out of the 

needs of a people? 

 Black Feminist novels occupy a singular space in the canon of American 

literature. In her article “Creating a Universal Literature” included in the anthology 

Black Feminist Criticism: Perspectives on Black Women Writers, author and African-

American Studies scholar Barbara Christian explains the unique and important position 

of Black Feminist literature. She writes, “[…] a major theme through Afro-American 

women’s literature [is] our attempts to define and express our totality rather than being 

define by others” (Christian 159). And this definition by oppressors was one of the 

contributing factors to the very start of the Black Feminist movement in the first place. 

 Black Feminism arose out of the need for a wave of feminism that responded to 

the lack of representation and consideration of women of color in the first waves of 
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American feminism. During the first feminist conferences in the 1960s, Black women 

and other women of color were excluded in such a way that was befitting (though, of 

course, morally unfounded) of the time. However, even after the Civil Rights 

Movement guaranteed the rights of African-Americans and other people of color, the 

feminist movement still refused to accept that race or class could have any relation to 

the oppression of women. Black Feminism was a response to this exclusion. It was a 

new feminism that included women of color and expanded its scope to include the 

critique and dismantlement of multiple avenues of oppression. 

 However, author Paula Giddings explains in her novel When and Where I Enter 

that Black women’s writings actually existed before white feminist theory and women 

like Fannie Lou Hamer and Zora Neale Hurston were fighting the fight for Black 

Feminism before such a label existed. In the preface to her survey of this kind of history, 

Giddings writes, “Because there is so little evidence of the thoughts and ideas of Black 

women, their own words, wherever possible, were used to record that experience” (6). 

Black Feminist literature, then, has an even farther-reaching duty: it marks a self-

referential history of a marginalized group whose history is often pushed aside. 

Black Feminism’s core tenets stress the importance of considering the 

intersections of race, gender, sexuality and class when it comes to oppression; one 

cannot be separated from the other. Famed Black Feminist scholar bell hooks 

revolutionized this idea with the publication of her book of criticism Ain’t I a Woman: 

Black Women and Feminism. In it, hooks offers a world of insight into the contemporary 

(the book was written in 1981) status of Black women and other women of color 
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through historical analysis and patriarchal critique. She makes the assertion that, “No 

other group in America has so had their identity socialized out of existence as have 

black [sic] women” (hooks 7). This precarious position in society—a situation of 

“double bind” (hooks 3) discrimination—was as unique and individual as the women 

experiencing it. They needed an expressive outlet out of which to respond to this 

oppression. Barbara Christian writes, “That literature is an integral part of society rather 

than ‘pure’ expression is an important point in the story of Afro-American women’s 

writings” (162). And so Black Feminist literature was born. 

 Though African-American women have a history of oral tradition and 

autobiographical work, never before the era of Black Feminism had so many Black 

women had the opportunity to share their stories or read their stories in the works of 

other Black women. The complexity, the ambiguity, the absolute multidimensionality of 

the Black woman’s experience was, for the first time, widely accessible. Henry Louis 

Gates, Jr., renowned African-American Studies scholar and writer, explains this in his 

introduction to Reading Black, Reading Feminist, writing, “Rather than attempt to 

construct a monolith of ‘the’ black [sic] woman’s experience, black feminists have 

sought to chart the multiplicity of experiences and perspectives” (8). The Black 

woman’s experience was at once united by sisterhood and yet still allowed 

individuality and distinctiveness. Black Feminist literature reflected what Black women 

already knew but had never voiced: the experience of African-American women is both 

unique and unified. 
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 For such an influential branch of literature, certain obligations apply to filmic 

adaptations of Black Feminist works. Black Feminist literature is especially vulnerable 

because of both the history of oppression of African-American women through racism 

and sexism and the history of misinterpretation and maladaptation of women’s 

literature to film—as demonstrated by Barbara Lepa Tupack in her analysis of film 

adaptations of women’s literature, Vision/Re-Vision. This vulnerability is certainly 

exposed in many modern-day film adaptations of Black Feminist literature. 

It is the purpose of this paper to explore the successes and failures of three film 

adaptations of Black Feminist literature: Steven Spielberg’s The Color Purple, based on 

Alice Walker’s original novel of the same title; Donna Deitch’s The Women of Brewster 

Place, a television miniseries based on Gloria Naylor’s novel of the same title; and Tyler 

Perry’s For Colored Girls, adapted from Ntozake Shange’s premier Broadway 

“choreopoem,” for colored girls who have considered suicide/ when the rainbow is enuf. 

Though “success” and “failure” can be defined in many ways, my proposed thesis is 

this: a film adaptation of a work of Black Feminist literature cannot be considered 

successful if, in transition, it becomes a problematic film that contradicts the tenets of 

Black Feminism—tenets that the original work illustrate, tenets that led to the novel’s 

presence in the canon of Black Feminist fiction. These tenets, as previously outlined, are: 

the intersectionality of race, gender, sexuality, and class (hooks); and the paradoxical 

unified variety of experience of Black women (Louis Gates, Jr.). In short, successful 

adaptations maintain their Black Feminist ideologies and continue to critique the social 
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structure of white patriarchy. Adaptation failures change their stories, characters, or 

themes in such a way that inaccurately depicts Black Feminist ideals. 

Before I discuss in detail different elements and scenes within the adaptations, I 

would like to first provide a background and overview of the critical and commercial 

success of both the original work and the film adaptation. 

Alice Walker’s The Color Purple was published in 1982 and won both the Pulitzer 

Prize for Fiction and the National Book Award for Fiction in 1983. The novel has 

maintained a staunch position in the canon of American literature, although appearing 

on the American Library Association’s list of 100 Most Frequently Challenged Books of 

2000-2009 (ALA). In 1985, director Steven Spielberg approached Walker and asked to 

direct the adaptation of her work. He reveals in an interview uploaded by the New 

Jersey Performance Arts Center’s YouTube channel, NJPACtv, that he auditioned 

himself for Walker, something he hadn’t done in over ten years. He says, “I didn’t just 

meet her; I knew I was going to audition. I knew she had the power to say, for whatever 

reason, ‘I don’t think he’s right to turn my Pulitzer Prize-winning story into a motion 

picture” (Spielberg). Well, at least commercially, Walker’s trust in Spielberg paid off. 

According to boxofficemojo.com, The Color Purple grossed $94,175,854 in total 

domestically. And though several chapters of the NAACP called for the boycotting of 

the film (Page, “’The Color Purple’ is Blacked Out”), the movie was a critical success 

and garnered eleven Academy Award nominations. 

Gloria Naylor’s debut novel, The Women of Brewster Place, was published in 1982 

and also won the National Book Award. Seven years later, Oprah Winfrey’s Harpo 
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Productions produced a miniseries of the work, adapted by Karen Hall and directed by 

Donna Deitch, that was televised on ABC. The choice to have a white woman direct this 

Black Feminist adaptation may seem inappropriate now, but as Jacqueline Bobo and 

Ellen Seiter point out in their article “Black Feminism and Media Criticism: The Women 

of Brewster Place,” this selection was actually revolutionary at the time. They write, “The 

selection of Deitch as director is notworthy also in that it marks the first time a woman 

has directed a media adaptation of the work of a black [sic] woman author” (147). It is 

because of this revolutionary decision that I am choosing to analyze this media 

adaptation of The Women of Brewster Place. Moreover, the miniseries met with so much 

critical and viewer success, that Harpo Productions decided to adapt the story further 

into a television series called, simply, Brewster Place. This, unfortunately, was a failure 

and lasted for only six episodes before going off the air. 

for colored girls who have considered suicide/ when the rainbow is enuf  was a Black 

Feminist dramatic text written by Ntozake Shange in 1975. The work played both on 

and Off-Broadway and received a nomination in 1976 for the Tony Award for Best Play, 

in addition to critical success. Entire books, including Lester A. Neal’s Ntozake Shange: A 

Critical Study of the Plays, have been written analyzing the influential choreopoem. In 

2010, Tyler Perry adapted, directed, and produced a film adaptation of the play, 

retitling it For Colored Girls. The film, whose budget was around $21 million, grossed 

$37,729,698 in total—making it another commercial success for Perry. Many critics, 

however, considered the movie a failure: Peter Debruge of Variety wrote, “Though the 

text of the playwright’s most effecting poem is virtually intact, Perry has unmistakably 
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wrestled ‘Girls’ into the same soap-opera mold of his earlier pics [sic]” (Debruge). Other 

articles, including reviews from The Hollywood Reporter and TIME, criticize the film in a 

similar manner. 

I do not believe that an adaptation of any work can be simply labeled “good” or 

“bad.” Certainly, works that are based off of such critically lauded source material must 

have similarly lauded material in them. Therefore, rather than make a judgment call on 

the entirety of the adaptation, I would like to analyze specific threads that run through 

each film and determine where each adaptation is successful in maintaining Black 

Feminist ideology and where it is not. To begin with, I would like to draw attention to 

the adaptation of symbolism and imagery in each film. Because symbols are so easily 

identifiable (more often than not, an object that we can look at in comparison between 

both novel and film), I believe they provide a fitting introduction into the following 

comparative arguments. A symbol has the power to carry with it connotations and far-

reaching ideologies beyond that of what it actually is; that’s what makes it a symbol. 

However, if these connotations or ideologies are altered so that they do not parallel the 

Black Feminist themes of the original work, then the film cannot be considered 

successful. 

In Naylor’s original novel The Women of Brewster Place, the image of the chocolate 

chip cookie is used as a central symbol for self-acceptance, particularly of 

homosexuality. Lorraine and Theresa, a lesbian couple who recently moved into 

Brewster Place, receive criticism and cold shoulders from their neighbors when rumors 

of their relationship spread throughout the building. Lorraine, who seems more at odds 
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with her own homosexuality and desire for acceptance, is taught a valuable lesson by 

Theresa who uses the symbol of the chocolate chip cookie. Naylor writes: 

“‘[…] you can take a chocolate chip cookie and put holes in it and attach it to 

your ears and call it an earring, or hang it around your neck on a silver chain and 

pretend it’s a necklace […] And you know what you got?’ 

‘A chocolate chip cookie,’ Lorraine said. 

‘Uh-uh.’ Theresa put the cookie in her mouth and winked. ‘A lesbian’” (Naylor 

138). 

In the television miniseries adaptation of Naylor’s novel, the symbolism of the 

chocolate chip cookie is still present, even though the aforementioned exchange is not. 

The chocolate chip cookies are presented as a peace-keeping treaty, something Theresa 

shares with Lorraine to make up for her own insecurities and frustrations with the 

building. After Theresa lectures Lorraine on self-acceptance, the two kiss and make up 

over the sharing of chocolate chip cookies. Theresa says, “I know something that will 

make you feel a whole lot better about all of this…chocolate chip cookies!” (Deitch). The 

symbol becomes both a nod to audience members who read the original text and a new 

device that still furthers the Black Feminist themes of self-acceptance and solidarity. 

The adaptation of a symbol in The Color Purple film is less successful. In his article 

“Adapting The Color Purple: When Folk Goes Pop,” John Peacock dissects (among other 

things) the cross-cutting of two scenes that occur in the book: Celie’s thoughts of 

murdering her husband while shaving his neck, and the tribal-scarring of Celie’s 

children in Africa. He explores the problematic appropriation of face scarring in the 
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film, first demonstrating the misconnection of the two scenes: “Walker’s novel does not 

connect face scarring with throat cutting in any way—including interior monologue or 

fantasy. While both shaving and face scarring scenes occur in the book, they are 

separated by 120 pages of text” (Peacock 121). Not only does the film paint both Celie 

and the African tribe in a mystical, “savage” light—as African drum music accelerates 

in the background—, but it also compounds the stereotype of Black people as violent 

“others,” whether in Africa or America. 

In the novel, face scarring is not seen as something to be feared or revered, but 

rather is more matter-of-fact: an element of this specific African tribe. “Face scarring is 

presented as a complex tradition of lace-laceration to affirm commitments and 

compensate for the loss of community in contemporary Africa” (Peacock 121). 

Unfortunately, in the film, this image is appropriated. It is savage and goes against the 

Black Feminist themes of solidarity. It is represented as otherworldly and barbaric. It is, 

in short, unrecognizable from the original symbol. 

The symbol of the plant is a powerful one in Shange’s original work, for colored 

girls who have considered suicide/ when the rainbow is enuf. The Lady in Red, after 

delivering a monologue journeying through independence and self-actualization, 

finally asserts (in Shange’s stylized poetry),”with no futher assistance & no guidance 

from you/ i am endin this affair/ this note is attached to a plant/ i’ve been waterin 

since the day i met you/ you may water it/ yr damn self” (Shange 14). The plant is a 

symbol of autonomy, of liberation from male oppression—in essence, of Black 

Feminism. 



 Thomson 10 

In Perry’s film, no such plant exists. Though Loretta Devine’s character, Juanita 

Sims, utters these same words, and though she carries a plant, the symbol is not the 

same at all. This is due largely in part to of the staging of the scene. Juanita’s first 

appearance towards the beginning of the film is abrupt and comical. She is a big woman 

with eccentric green eye-makeup and a flowing green shawl who enters the frame 

yelling, “Hold the door! Hold the door!” She seems to be a blustering, heaving, 

incompetent woman who is—for some reason—holding a plant. After banging on her 

boyfriend’s door for a bit (we discover he is cheating and goes back and forth between 

Juanita and another woman), Juanita switches abruptly from Perry’s traditional soap-

opera dialogue to Shange’s aforementioned rich poetry. However, the words she speak 

are in direct contrast to the situation Perry has put her in. In Perry’s adaptation, Juanita 

says the exact same words quoted in the paragraph above, but she says them while 

looking apprehensively in the eyehole of her man’s apartment, desperately seeking his 

approval. Her words, so brilliantly crafted by Shange as a sign of independence and 

self-love, become a plea for validation from patriarchal society as personified by Sims’s 

boyfriend. As Kirk Honeycutt explains in a review of the film for The Hollywood 

Reporter, there is danger in the implications this plea may have: “[…] the women often 

collaborate in their victimhood. They invite the stranger into the home or let the man 

stay when they clearly should go” (Honeycutt). Juanita’s compliance in her oppression 

through the seeking of validation from her man—whom the text says she is defying—is 

a complete one-eighty from the Black Feminist themes that the original novel so 
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celebrates. The plant, which she leaves, offers no symbolism, no stance. It is vacant of all 

meaning, of all validity, once dropped off by the lapdog character Perry creates. 

However, symbols are not the only aspect to receive a transformation in these 

adaptations. Character relationships as they are defined by character interaction are also 

changed—sometimes at the cost of Black Feminist ideology. 

One of the most shocking and alluring elements of Alice Walker’s The Color 

Purple was the never-questioned, easily accepted subplot of a lesbian relationship 

(including, but not limited to, romantic talk, sexual acts, and solidarity) between Celie 

and her husband’s mistress, Shug Avery. In the original novel, Walker makes no 

excuses for her characters, does not speculate about Shug’s potential bisexuality, but 

instead presents the relationship matter-of-factly. In an article entitled “Writing the 

Subject: Reading The Color Purple,” bell hooks asserts, “Celie’s sexual desire for women 

and her sexual encounter with Shug is never a controversial issue even though it is a 

catalyst for her resistance to male domination, for her coming to power” (456). And as 

Barbara Christian explains in “No More Buried Lives,” an article in Black Feminist 

Criticism, “Walker extends her definition of sisterhood to Celie’s sexual love for Shug” 

(190). The relationship, as it is presented in the novel, is an exploration of unity and 

sisterhood through the lens of lesbian love. It is because of this relationship that Celie 

begins to experience self-affirmation and worth for the first time; it is because of this 

relationship that she is able to stand up to the shackles of patriarchy and leave her 

abusive husband by the novel’s end. 
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This relationship is very much altered in Spielberg’s rendition of The Color Purple. 

For one, Shug Avery’s character is given a backstory that fundamentally undermines 

her character. In both the novel and the film, the character of Shug Avery is represented 

as a beautiful, sexy, independent woman. However, while in Walker’s original work, 

Shug is unapologetically herself, in Spielberg’s adaptation, Shug is undermined as a 

symbol of independence. She is given a father figure never mentioned in the novel, 

characterized as the wayward daughter of the town preacher. Her promiscuity is 

illustrated as in direct contrast (and possibly defiance) to her father’s strict, fire-and-

brimstone sermons. Not only does this continue the patriarchal practice of having to 

somehow “explain away” the feminine desire for sexuality, but it also takes away from 

Shug’s incredible radical view of God as in divergence to patriarchy. In Walker’s novel, 

Shug describes God in the following manner: “God ain’t a he or she, but an It. […] I 

believe that God is everything. […] Everything that is or ever was or will be” (Walker). 

However, this interpretation is completely undermined in the film. As seen in the$scene$

where Shug reconciles with her father, Spielberg’s Shug longs to be accepted by 

patriarchy (as symbolized by her organized-religion, patriarchal father) and 

understands and begs for God as a kind of father figure, not an It. Not only does this 

contradict and undermine Shug’s entire person, it also replaces her Black Feminist 

ideology with the desire to operate under patriarchal approval. 

Moreover, the interactions between Celie and Shug are changed, too. Rather than 

an overtly romantic and sexual lesbian relationship (in the book, Shug even teaches 

Celie to explore her sexuality by touching her clitoris), the relationship of the film seems 
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little more than best friendly. Barbara Tepa Lupack supports this reading of the film, 

writing, “The affection—ongoing and consummated—between Alice Walker’s 

characters Celie and Shug Avery […] is reduced in the film of The Color Purple to a kiss 

that suggests no more than a sisterly affection akin to that between Celie and Nettie” 

(22). Because of this, Celie never is allowed to become a three-dimensional character, 

full of sexual and romantic desires. Instead, she is like the desexualized stereotype of 

the Black woman who—in contrast to the “jezebel” Shug—has no desire or holds no 

temptations herself for men or women alike. Celie, our protagonist, our hero, is stripped 

of her humanity as a Black woman. 

Now, it is not the purpose of this paper to discuss why or why not Spielberg and 

his team may have muted this lesbian relationship. Certainly, a lack of acceptance of 

homosexuality in the Black community of the late twentieth century, censorship laws, 

“picking your battles,” etc. are all possible (and somewhat valid) reasons for this 

exclusion. I do not seek to explain them away or condemn Spielberg. However, it is my 

duty as a Black Feminist to point out that—whether justified or no—the muting of Celie 

and Shug’s overtly lesbian relationship is a betrayal of the tenet of Black Feminism that 

says that the oppression of Black women is used on the basis of race, gender, class, and 

sexuality. Though Walker’s novel highlighted these women, Spielberg’s adaptation 

oppresses them once again. 

Similarly, in Tyler Perry’s For Colored Girls, relationships are adapted from stage 

to screen in a way that overtly contradicts the original work’s Black Feminist themes. 

One of the greatest takeaways from Shange’s original dramatic text is the overwhelming 
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bond of sisterhood. All of the Ladies onstage—all wearing different colors—swap “first 

time” stories, dance together, speak candidly about controversial topics, and, most 

importantly, stand back and listen while their fellow women are speaking. These 

characters are not perfect people by any means (we hear stories of abortion, of child 

abuse, etc.), but they are bonded together. Though different colors, they are all “colored 

girls.” 

No such sisterhood exists in Perry’s work. Although there are many instances 

that demonstrate this, perhaps the most glaringly obvious is the lack of unity, respect, 

and sisterhood between two characters that are in fact blood-related sisters. Thandie 

Newton’s Tangie and Tessa Thompson’s Nyla are sisters who live just one floor apart, 

and yet they are, for the majority of the film, at complete odds with one another. 

Throughout the course of the first half of the film, the sisters call each other “slut,” 

“bitch,” and “devil” among other things (Perry). These words are the words of the 

oppressor, not the words of sisters. In Shange’s original work, never do the characters 

onstage use such derogatory and hurtful language as a means to wound each other. 

They are more interested in building each other up and sharing their own stories than 

participating in the insults of the oppressor.  

This lack of unity is illustrated in other ways in For Colored Girls, too. Kerry 

Washington’s character Kelly delivers a monologue about her infertility that has come 

as a result of a sexually transmitted disease given to her by a man who was sleeping 

both with Kelly and her best friend simultaneously, unbeknownst to the women. The 

text is the same as Shange’s original work, until the end. While in the play, the Lady in 
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Blue (off of whom Kelly is based) concludes her story by explaining the mutual hurt the 

women received and their bond as sisters over the man who victimized them both, 

Kelly’s finishes her speech without ever giving a resolution. As far as the film is 

concerned, the two best friends never talked again—allowing their ill treatment by a 

man destroy their relationship. Shange’s poetry, so rich and full of unifying imagery 

(Shange 42), is reduced to a means to an end: a way to explain Kelly’s infertility (a plot 

point not presented in the play). Peter Debruge of Variety magazine states that Perry is 

guilty of “connecting the passionate testimonials with clichéd characterizations and 

two-bit psychoanalysis” (Debruge). In this instance, unity and reconciliation and 

sisterhood are sacrificed for a melodramatic subplot that does not lead to the furthering 

of Black Feminist identity. 

The televised miniseries adaptation of The Women of Brewster Place runs into a 

problematic area towards the end of the final episode. However, before I discuss this 

further, I would like to make the disclaimer that the adaptation of this particular 

scene—the scene in which the lesbian Lorraine is gang raped as a result of the discovery 

of her lesbianism—is singularly difficult and problematic in adapting. I do not know if 

there is or was a “right” way of doing it. It is not my intention to judge director Donna 

Deitch’s decisions in the adaptation in this scene as appropriate or inappropriate for her 

audience; I simply seek to explore the potential implications the adaptation of this scene 

has in terms of Black Feminist ideology. 

In Gloria Naylor’s novel, Lorraine and Theresa verbally spar with one another, 

which causes Lorraine to get her feelings her and go out at night alone to a gay bar in 
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town. When she attempts to return home late that night, she is brutally attacked and 

gang raped by a group of thugs who hang out outside of Brewster Place, led by C.C. 

Baker. Because the fight that caused Lorraine to leave home alone in the first place was 

a reaction to the rejection of the lesbian couple by the tenants of Brewster Place as a 

whole, the gang rape scene is read as a symbol for the group’s rejection of Theresa and 

Lorraine. It is significant, then, that this is a gang rape; it demonstrates the culpability of 

multiple parties in the downfall of the Black woman. 

In Deitch’s adaptation, the same event occurs, but there is only a sole perpetrator: 

C.C. Baker. The now singular rape (though no less traumatizing or significant) occurs 

on the same night as a Brewster Place block party—a party that is present only in a 

dream sequence in Naylor’s original novel. The adapted rape scene takes out much of 

the blame that the novel placed on the culpability of the women of the building and the 

quite literal group effort it took to break down Lorraine. Barbara Christian in Black 

Feminist Criticism explains the importance of this “group effort” in the novel when she 

writes, “The attack of Lorraine is not only done by these men, but by the entire 

community that had created in environment in which she [Lorraine] could be seen as an 

accessible scapegoat” (196). And because C.C. is presented throughout the miniseries as 

a neighborhood menace, it is easy to lay the blame singularly on his thuggish shoulders. 

The novel asks us to reconsider whose “fault” this rape is; the miniseries does not. 

So, why does it matter? 

I think the most important thing to glean from these explorations of symbols, 

themes, and character relationships is that the film adaptations of Black Feminist 
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literature can so easily appropriate material that is so integral to the original works and 

their ideologies. We see how easy and trivial-seeming it is to take a work that stands so 

firmly in one position and contextualize it differently to mean completely the opposite. 

It is important as audience members to be aware of this. If we are not careful, works 

that defy the oppressors can be manipulated as gents of control by the oppressors 

themselves. 

 However, should we consider the good these films are doing simply by getting 

the stories out there in the first place—stories that, at their core, have Black Feminism to 

thank for their very genesis? I’m not sure. Not everything is black and white. 
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