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Abstract

The influential Martinique philosopher, Frantz Fanon, wrote in 1967 that he ‘joined the Jew, [his] brother in misery’ because ‘an anti-semite is inevitably an anti-Negro’. Histories of racial oppression link Africans and Jews.

When Deren received the first Guggenheim fellowship for motion pictures, she travelled from the U.S. to Haiti where she was welcomed as ‘a prodigal native daughter finally returned.’ Acclaimed Brazilian author, Lispector, was painfully aware of the situation of many people of African origin in her adopted country.

My two protagonists have white skin, relative affluence and social position, and so can bestow on Africans the position of the ‘other’. However acute awareness of their own lack of belonging – as Jews, women and artists, exiled from the country of their birth – meant that they also felt particular affinities to anyone else who could be identified as ‘other’. I will explore the way they used the paradoxical push/pull of ‘other’ and ‘same’ towards Africans in their work; to explore their own identities, reveal insights about our relationships to each other and the world, and to search for the truth – ‘the thing itself’.
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Introduction

‘In search of the thing itself’ (Moser 2009:267) is the title the late Brazilian author, Clarice Lispector, said she would have given her life. In some ways, perhaps we could all give our lives that title. Both she and Maya Deren notably used representations of Africa and Africans in their work to explore their personal realities and gain insights about life.

Connections between Jews and Africans are ancient and numerous. To name a few examples: the Israelite’s slavery in Egypt, (Exodus); the Queen of Sheba’s visit to Jerusalem (1 Kings 10); long-established Jewish communities in Africa; the common nineteenth century ethnological opinion that Eastern European Jews shared the skin colour and physiognomy of Africans (Solomos 1999:231); similar treatment by the Nazis; the American Jewish composer, Gershwin’s, popular musical, Porgy and Bess, written for an all-black cast; the recognition by Martinquan philosopher, Frantz Fanon, that the Jew is his ‘brother in misery’ (Fanon 1967:122); African migrant workers in contemporary Israel; the murder of a Jewish Australian yeshiva student in New York after a car in the Lubavitcher rebbe's entourage hit and killed a black child (Shapiro 2002); the invitation of a Sierra Leonean refugee to speak at a recent ‘Women in the Holocaust’ exhibition at Melbourne’s Jewish Holocaust museum (2009); the recent documentary about a Melbourne Jewish psychiatrist, returning to his South African birthplace (Compass 2010).

The relatively sudden influx of Africans into Australia is very evident in some areas. Exploring the impact on existing residents of any immigrant community is significant in order to work towards their integration and acceptance, but I believe this is particularly important in the case of African immigrants as many are so ‘visibly different’ (Higgs 2010).

Having started with a very broad introduction, I will now get specific. The two artists I am interested in had no contact with Australia, but I believe their explorations of their connections with Africa and Africans provide insights for anyone concerned with how non-Africans perceive and relate to the ‘African other’, and more broadly, relationships between self and ‘the other’.

Clarice Lispector

Clarice Lispector was born in Ukraine in 1920. Escaping horrific pogroms, her family arrived in Brazil when she was a baby. Though she felt strongly that Brazil was her homeland, she also had an existential feeling of not belonging (Lispector 1992: ‘Belonging’ 148). As a child, she was painfully conscious of the ‘social tragedy’ and ‘promised [her]self that that this would one day be my task: to defend the rights of others’ (Moser 2009: 63). This lead to her studying law but while still a student, she supported herself by working as a journalist. When her first novel, published when she was twenty-three, received the prestigious Graça Aranha Prize and was acclaimed as ‘the greatest novel a woman has ever written in the Portuguese language’ (Caruso, 2010), writing became her main occupation. She married a diplomat and travelling to meet him in Europe during WWII, had the opportunity of a brief visit to Guinea-Bissau. Seeing people there treated with the ‘utmost cruelty’, she asked, 

Is it really necessary to treat them as if they were animals? He argued that it was the only way to get them to work. I remained lost in thought: Mysterious Africa…How I should love to be able to do something to help her. But my only weapon is the written word. And even then, only sometimes (Lispector 1992 ‘A Trip to Bolama in Africa’:464 – 465).

It’s evident that her social conscience is still present, but the commitment to social action has been transformed to a commitment to writing, the expression of her personal feelings, and the questioning of the effectiveness of that writing.

Lispector often wrote about Afro-Brazilian maids, most famously in her novel, The Passion According to GH (1988), in which a white woman is stunned into revelatory understanding upon entering the room of her black maid. But in this paper I would like to discuss a discombobulating short story: ‘The Smallest Woman in the World’ (Lispector 1985:65 – 72).

In equatorial Africa, a French explorer arriving unexpectedly ‘at the end of the line’, ‘like a box inside another box, inside yet another box…answering, perhaps, to the need that Nature sometimes feels to surpass herself’, discovers the smallest of the smallest pygmies in the world, a 45cm tall pregnant woman.

Other descriptors emphasise her extreme otherness: ‘settled in the heart of Africa’, living in the ‘highest trees’, ‘few human examples remain of their species’, speaking a language that is ‘short and simple, consisting only of the essentials’. The fact that the smallest woman is pregnant and so contains something even more condensed, emphasises the idea that this woman somehow represents something essential – ‘the thing itself’?

Lispector’s effective use of humour surprises and disturbs the reader. After a list of extravagant compliments: ‘no emerald is so rare. Not even the teachings of the Indian sages are so rare, and even the richest man in the world has not witnessed such strange charm’, ‘a woman such as the delights of the most exquisite dream had never equalled’, the explorer named her ‘with a delicacy of feeling…his wife would never have believed him capable, “You are Little Flower” ’. This reflects the offensive age-old tradition of naming the ‘primitive other’ with absolutely no reference to their actual name. But the woman, seemingly undisturbed, scratches herself ‘where one never scratched oneself’, and the explorer, now himself vanquished by what one never does, turns away his eyes.

It is at this point that the reader is forced to turn his/her eyes on her, for here we read about the life size photo published in the newspapers. By writing about people reading about the smallest woman, Lispector ensures that the reader of the story is immediately made aware of his/her own action in reading the story, and also reaction to the story.

In the photo the smallest woman appears with a flat nose, ‘her eyes deep-set, and her feet splayed. She looked just like a dog.’ A dog? Elsewhere in the story, she is described as being ‘[a]s black as a monkey’, being pursued by Bantus ‘with nets as they pursue monkeys’ and then eaten. Lispector later said that this story ‘stems from [her] affection for animals: I tend to regard them as the species (sic) closest to God, matter which did not invent itself, something still warm from its own birth – yet something already on its feet and totally alive, living each moment to the full rather than taking life in easy stages, never sparing itself and virtually inexhaustible’ (Lispector 1986:148). There is something disturbing here. Deriding the tendency to view Africans as animals is one thing, but is Lispector essentialising and stereotyping in such a way as to be racist herself?

It is important to note that Lispector’s writing attests to the fact that she adored animals. She wrote about her pet dog: ‘No human being ever showed me as much love and whole hearted devotion’ (Lispector 1992 ‘Animals (I)’: 437), and that ‘I would have wished to have been born a horse…The horse tells me what I am’ (Lispector 1989 ‘Dry Point of Horses’:107). I think the most important point about Lispector’s association of the smallest woman with animals, is forcing the reader to question how s/he reacts to seeing a person who is physically radically different from him/herself in a way that is disturbing and therefore more powerful.

We now read about reactions to the newspaper article from several urban Brazilian households. One woman is distressed, another troubled by desire. This is another example of the slightly perverse sexual references that hover around the story, from when we learn that this child-sized woman is pregnant. This is reflecting the stereotype that Frantz Fanon writes about so powerfully – Africans are threatening because of their sexual prowess (Fanon 1967:165). He emphasized the myth of largeness of the male member so it’s fascinating to see Lispector reverse that threat – in her story it’s the fact that a woman so small can be sexual that is unsettling. It is difference per se that is ultimately frightening.

A boy wants to have her as a toy and frighten his brother with her. In a disturbing interlude, the boy’s mother, standing in front of the bathroom mirror, remembers her cook telling her that when a girl died in her orphanage, the other girls kept the body to play with. De Rezende comments on the importance of the mirror in reiterating the embedded relationship between the short story, the explorer’s discovery, the newspaper article, the reactions of the urban families, and the story of the children in the orphanage (Colvin 2005: 91). More simply, a mirror is the prime way in which we can see ourselves as an other.
 Lispector is encouraging the reader to reflect on his/her reactions.

The mother considers ‘the cruel necessity of loving…the malignity of our desire to be happy…the ferocity with which we want to play…[a]nd the number of times when we murder for love.’ Looking at her son, with his two front teeth missing, which Colvin associates with ‘latent cannibalistic urges associated with biting’ (Colvin 2005: 91), the mother resolves to buy him a new suit to ‘remov[e] him from something which must be as “black as a monkey” ’ (Lispector 1985: 69). And looking into the mirror, she smiles in an intentionally refined way to distance herself from Little Flower. But tellingly, ‘she knew…she would have to conceal from herself her anxiety, her dream, and the lost millennia’ – it is not so easy to distance oneself from one’s origins! In exposing the extreme reactions of these supposedly ‘civilized’ families, Lispector questions who is really being driven by ‘primitive’ desires.

In the final household, the mother melts with pleasure imagining a pregnant Little Flower waiting at their table, for ‘who has not wanted to possess a human being just for himself?’ The father, irritated (is he perhaps embarrassed by his sexual attraction?) rustles his newspaper (again a reminder that we are reading this story), and the mother, annoyed at his insensitivity pronounces ‘the thing is unique’. And Lispector asks: ‘And what about the unique thing itself?’ Remember that ‘In search of the thing itself’ is the title Lispector says she would have given her life. And now, returning to Africa, as well as being called ‘the smallest woman’ and ‘Little Flower’ in the two remaining pages of the story, she is repeatedly called ‘the unique thing’.

Seeing that the smallest woman is smiling, the explorer becomes ill at ease. The reader learns that she is smiling because she has not yet been devoured. But her smile inverts the power relationship between them and that is why the explorer is disconcerted – he needs her fear in order to feel powerful. We then learn that she is also smiling because she loves the explorer (a deep and simple love that equally includes his ring and boots). Lispector, again interrogating notions of primitive and civilized, reflects that in ‘our’ society refined ideas about love are misunderstandings.

Trying to smile back, the explorer becomes ‘disturbed as only a full-grown man becomes disturbed’. By using similar subtle humour in her assumed prudishness in describing where Little Flower scratched, the reader is again made uncomfortable by the reintroduction of a sexual element. And emphasizing humanity’s common need for sex, the explorer’s embarrassment causes his skin to turn its own particular colour: ‘a greenish pink hue’. Attempting to avoid his embarrassment and regain power by taking notes, using his few words of the tribe, he asks Little Flower a question and she answers ‘yes’. This is the only word we hear the ‘unique thing’ say and it’s a highly significant one for Lispector. Her acclaimed novel, The Hour of the Star (1986a), begins: ‘Everything in the world began with a yes. One molecule said yes to another and life was born’ (11). And ends, just after her (anti-) hero is killed in a hit and run accident, ‘Don’t forget, in the meantime, that this is the season for strawberries. Yes’ (86).

In Judith Rosenburg’s (1989) feminist critique of the story, she considers this ‘yes’ to be Lispector’s transformation of the male fantasy of female acquiescence to an affirming ‘yes’ of Little Flower’s independence – it is very nice to live in a tree ‘all by herself’. Though it is certain that an exploration of sexual dynamics are at play in Lispector’s story, I feel that this ‘yes’ is less a particularly feminist statement and more an affirmation of life itself, from the ‘unique thing’ herself.

And here Lispector finishes her story with the words of an old woman determinedly folding the paper that contains the article: ‘I’ll say one thing though – God knows what He’s about.’ The old woman (symbolising female wisdom?) has the last word, shutting out the written words of the note-taking explorer. In reading about this ‘unique thing’ in remote central Africa, she is made aware of the imponderability of God – ‘The Other’, (‘the need that Nature sometimes feels to surpass herself’), beyond the understanding of human beings, but to be reached for by trying to understand the human ‘other’.

The resonances of this last sentence remain with us as we contemplate the story as a whole. Pondering the discovery of ‘the smallest woman in the world’, we uncover God – the largest thing in the world? And all the while we’re searching for ‘the thing in itself’. Lispector is incredibly astute in using various techniques designed to unsettle the reader: exaggerated language, sexual innuendo, observations about animals, references to reading and mirroring, philosophical inquiry, the questioning of who is really ‘civilized’, and who has the right to discover/appreciate/conquer/judge whom. This forces the reader to question his/her relationship to the perceived other, and so him/herself, and so ‘the thing itself’. If we keep searching do we get to God?

Maya Deren

I now turn to another Ukrainian/American Jewish artist, Maya Deren. She was born in 1917, and arrived in the United States as a young child. A legendary figure in avant-garde cinema, her photo was chosen for the cover of Modern Women: Women Artists at the Museum of Modern Art (Butler 2010). Like Lispector, Deren had a childhood awareness of not belonging, (Clark 1984:301) as well as deep concern for social injustice (53).

Deren first became interested in Haitian Voudoun (a syncretic religion combining aspects of West African and Caribbean Indian traditions and Catholicism) when she started working as an administrator for the Katherine Dunham Afro-American dance company (Jackson 2002:29).

In 1946 she received the first ever Guggenheim fellowship for creative work in the field of motion pictures, and used the money to travel to Haiti with plans to make an ‘art movie’ contrasting Voudoun and Balinese ritual with American children’s games. But she abandoned this project to make a full study of Voudoun, resulting in 50 hours of film shot over 22 months (which was never edited during her lifetime) and an anthropological text, Divine Horsemen: The Living Gods of Haiti (first published 1953).

Is Deren like Lispector’s French explorer in Africa – a ‘note-taker’ from the developed world observing the Afro-Caribbean ‘natives’? In his foreword to the book, esteemed mythologist, Joseph Campbell quotes the Haitian proverb, ‘When the anthropologist arrives, the gods depart’ (Deren 1975: 10). However Deren’s approach was as an artist, and the results she gained from her study profoundly reflect that. Experimental film maker, Bill Morrison, interviewed recently on Radio National (Movie Time 2010), said that her ‘incredible access’ allowed her to photograph scenes nobody has been able to get before or since and that her footage is ‘probably greatest document of Voudoun ritual that there is.’ And Patrick Bellegarde-Smith, professor of Africology at the University of Wisconsin, and a Voudoun priest himself, describes her book as the best ever written about Haitian religion (Living Vodou, 2008).

In her introduction she writes that the fact that the book was written in spite of her intentions is

an eloquent tribute to irrefutable impact and reality of Voudoun mythology. I had begun as an artist, as one who would manipulate the elements of a reality into a work of art in the image of my creative integrity; I end by recording, as humbly and as accurately as I can, the logic of a reality which had forced me to recognize its integrity, and to abandon my manipulations (Deren 1975: 14).

Here Deren stands in direct contrast to both Lispector’s explorer in Africa and Lispector herself in her sophisticated manipulations in creating her short story from a newspaper article she had read. Whether it’s possible to completely abandon manipulations – to not allow one’s own background to influence how one reports on what one observes – is certainly a mute point, but Deren’s stated aim, rather than create a work of art, was ‘to make Voudoun as real and reasonable to non-Haitians as to the Haitian worshipper’ (27). Confidence that her documentation was appropriate came from its acceptance by Voudoun practitioners. When she requested permission to film from a Voudoun priest, ‘he hesitated but a moment…[t]hen, offering his hand as one would to a colleague or collaborator, he said, “Each one serves in his own fashion” ’(22). In complete juxtaposition to Lispector’s explorer, Deren is assured that she is using her documentation to serve the people documented.

Upon her return to the States, Deren was struck by the fact that ‘in a modern industrial culture, the artists constitute…an “ethnic group”, subject to the full “native treatment” ’ (15), their isolated position arising from the fact that do not accept the importance of detachment, or the notion of dualism between spirit and matter. She found that Oriental or African cultures are not based on such a dualism but are, ‘predicated on the notion that truth can be apprehended only when every cell of the brain and body – the totality of the human being – is engaged in the search for truth’ (17).

Deren found that her artistic sensitivities led to a discretion that ‘seemed, to the Haitians, so unique that they early formed the conviction that I was not a foreigner at all, but a prodigal native daughter finally returned’ (16). Tellingly, this conviction was shared by the Haitian bourgeoisie, who assumed she must have some ‘Negro blood’.

Finding that there was an unacceptable paradox in loving the people in human terms but their religion only in aesthetic terms, Deren transformed from an ethical atheist, to the advocate of a spiritual moral system (Jackson 2002:21). She was initiated into Voudoun, becoming possessed herself on many occasions. On her return to the U.S., she took up cause of promoting Voudoun as a legitimate religion (38). 

The deep affinity Deren shared with Haitian Voudoun culture sprang not only from her general artistic sensibilities, but because there are many specific Voudoun concepts and rituals that coincided closely with her already established artistic practice.

In 1946, the year before she departed for Haiti, she published the ground breaking An Anagram of Ideas on Art, Form and Film, in which she advocates a ritual art whose ‘form treats the human being not as the source of the dramatic action, but as a somewhat depersonalised element in dramatic whole’ (Deren 1946: 20). The structure of the paper being an anagram means that sections can be read vertically or horizontally, and the reader is not tied to linearity (5). The importance of vertical and horizontal awareness were important to Deren – the idea that to be complete one must be fully in the vertical moment but also have access to the horizontal process of memory (12). At the time, this concept was ridiculed (Nichols 2001:66), but it is now accepted as a useful way of viewing experience (Fowler 2004). (And one can see a version of this concept in operation in Lispector’s story, where the story’s centre is constantly shifting (Colvin 2005: 84).)

Similarly, in Voudoun, the most important symbol is the crossroads, the intersection of the vertical and horizontal planes, and all ceremonies begin by saluting the loa (god) of the crossroads (Deren 1975:43). The most sober and devout part of a Voudoun ceremony is the prière Guinée (197). Here the hougan (traditional priest) touches the earth or presses earth to his chest, saluting the legendary place of racial origin at the foot of the vertical plane, the source of all life (42). The vertical dimension is represented physically by the centre-post of the ceremonial enclosure, around which revolve the ritual movements and dance, and where the offerings are placed. It extends upwards to the heavens above the earth. The horizontal dimension consists of people, space and matter.

Before travelling to Haiti, Deren had made four films which all have a distinctly ritualistic feel in the formal quality of the movement (often filmed in slow motion), the archetypal (‘depersonalised’) characters, and the use significant objects. In her first film, Meshes of the Afternoon (1943), ritualised objects include a knife, a loaf of bread, and a flower. Flowers, and ritually slaughtering animals (as food) are important offerings to the loa in Voudoun (Deren 1975:203 – 206). Also important in Meshes are the use of mirrors and the symbolism of mirroring by using reverse motion filming, and multiple exposures. In one scene Deren, as actor, sits at a table with three other versions of herself. In Voudoun, the mirror is the metaphor for the cosmography of the myth, the place from whence the loa come, i.e. the ‘other’ side. When the loa are represented by a priest, he or she enters backwards, ‘like a motion picture projected in reverse’ (41). The loa are saluted in mirror terms by the hougan turning and curtseying in mirrored symmetry. They shake hands first with the right and then with the left, by which they may spin the person counter-clockwise, leading to possession. (Lispector obliquely refers to the insight gained through looking at oneself (as an other?) in the mirror in her story.)

In the ground-breaking final chapter of Divine Horsemen, Deren describes her own experience of possession by the loa, Erzulie. In the disturbing period before she completely loses personal awareness and becomes the god, she describes, ‘my sense of self doubles again, as in a mirror, separates to both sides of an invisible threshold’ (244).

Erzulie has ‘exclusive title to that which distinguishes humans from all other forms: their capacity to conceive beyond reality [and]…create beyond need.’ She is the ‘divinity of the dream, the Goddess of Love, the muse of beauty’ (134). She loves fine clothes, jewellery and perfume, but ultimately she is without satisfactions or balance and her appearance always ends with a ‘cosmic tantrum’, protesting that ‘she is not loved enough’ (138 – 139). Amusingly, Deren could be describing her own attention to her looks and famous temper, and her ‘narcissism remains…beguilingly unaware’ (Warner 2007).

This also relates to Maria Pramaggiore’s (1997) discussion of her conscious self construction as a particular kind of film star. In her program notes to Meshes of the Afternoon, Deren describes herself as ‘writer, producer, director, actress, light man [sic], editor and distributor’ (Jackson 2002:36). And in fact this woman of many persona was not only possessed by Erzulie, but also by other radically different gods in the Voudoun pantheon. Deren’s self-association with divinity had started much earlier when she changed her first name to Maya, the Hindu goddess of illusion.

In losing complete awareness of self and becoming a god, Deren is enacting the most powerful experience of becoming an extreme ‘other’, for she writes ‘[t]o understand that the self must leave if the loa is to enter, is to understand that one cannot be man and god at once’ (Deren 1975:235) (Deren’s italics). However one can’t help wondering if the divide is quite so impassable. In a very moving chapter, Deren describes the involved and strenuous preparations needed to perform the ceremony for Agwé, god of the sea. Once the elaborately decorated and consecrated barque disappears into the sea ‘as if a great hand had reached up from below and grasped it’ (126 – 127), Deren turns away from the ‘glad faces’ of her co-religionists to cry. She writes, ‘It was at this moment that I understood why the gods, who loved these men, would weep’ (127). One gathers very clearly that Deren also loves these men. But she is in an ambiguous position. She has been accepted as a practising member of the religious community and her documenting role is seen as a way of serving. However, she is also evidently not Haitian, she comes and goes from the country as she chooses, and her documentation is aimed at the U.S. market. In many ways, this places her in a position far removed from the Haitians that she loves, even so that she distances herself from the ceremony for Agwé to cry, as the gods themselves do.

Lispector ends ‘The Smallest Woman in the World’ with an old woman saying, ‘I’ll say one thing though – God knows what He’s about’ (Lispector 1985:72), and Deren purports understanding the gods, or at least why they cry. One could take the old woman’s statement as meaning that she doesn’t understand God, and I feel that there is as aspect of that operating. However the way Lispector describes her determinedly folding the paper and pronouncing her viewpoint suggests to me that the old woman is expressing her confidence that ‘God knows what he’s about’. For both Deren and Lispector, an intense engagement with the African ‘other’ has led to an increased level of spiritual awareness.

Conclusion

In this paper, I have explored examples of the ways two Jewish women, born in Ukraine within a few years of each other, were inspired to use images and concepts from Africa in their work. Both immigrated to the Americas as young children and reported feelings of not belonging in their adopted countries. This made them particularly sensitive to the significance of the African black ‘other’, and in Deren’s case, receptive to an Afro-Haitian world view. In allowing themselves to be radically inspired by African images, they created challenging and intriguing work that can stimulate deeper understandings of the perceived ‘other’.

Deren established an intense engagement with Haitian culture. Her personal relationships and artistic understanding based on her already established practice, meant that she was welcomed as a member of the Voudoun community and able to intimately document the ceremonies. Accepting a Voudoun priest’s blessing for the documentation as her way of serving, she seems to lose her self awareness that she is actually briefly visiting a radically different culture to the one she comes from. As a result, her text and film are fascinating and beautifully made records of a culture, that inspire respect and perhaps admiration, but are not likely to impact on a viewer from another culture’s understanding of him/herself.

Lispector’s approach is radically different. Though she purported to belong to Brazil, she also wrote that a deep longing to belong accompanied her ‘throughout life, as if predestined’ (Lispector 1992: ‘Belonging’ 148). She had contact with peoples of different ethnicities within Brazil, and travelled extensively (as a diplomat’s wife) but never experienced a feeling of ‘belonging’ in a foreign culture. It was a newspaper article that inspired her to write ‘The Smallest Woman in the World’, in which she consciously uses various techniques to maintain disturbing distances between the African ‘other’ and the French explorer and the Brazilian newspaper readers. But the unsettling ways in which she pulls against this distance challenge the reader to question his/her understanding of perceived difference, enabling the discovery of an awareness that we are all intimate others to each other.

Is this ‘the thing itself?’ I’ll give Lispector the last word:

In The Foreign Legion, the page after a chronicle in which she describes a trip to Liberia, (Lispector 1986:‘Africa’ 118), is printed another entitled, ‘The Greatest Experience’ which reads:

I should first have liked to be other people in order to know what I was not. Then I understood that I had already been the others and this was easy. My greatest experience would be to be the other of the others: and the other of the others was I.
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� In contrast, many Sudanese here find themselves considered ‘too tall…to be Australian’ (Harris 2010:11).


� Lispector was inspired to write this story by a newspaper article she read (Lispector 1986:148). She was always very conscious of her readers, especially in the weekly chronicles she wrote for the Jornal do Brazil. On one day she writes of her fury at reading headlines about starving children dying in Brazil, then chats about her friends and the fact that a neighbour has been spying on her, finishing somewhat cheekily with ‘How are you, dear readers? Suffering from privation or excess?’ (Lispector 1992, 180-181).





� The  supposedly liberal Bavarian writer Johan Pezzl, wrote in the 1780’s: ‘Excluding the Indian fakirs, there is no category of supposed human beings which comes closer to the Orang-Utan than does a Polish Jew.’ (Solomos 1999:231). And Lispector herself wrote: ‘The poor Jew cried out…give me relief, Jehovah, for the pig is too much like me!’ (Lispector 1989: 124).





� The mirror stage is an important developmental milestone in the psychoanalytic theory of Jacques Lacan. (www.english.hawaii.edu/criticalink/lacan/index.html)


� This is strongly reminiscent of another great Jewish philosophical thinker, Emmanuel Levinas (Ballan 2008).


� DeBouzek (1992) extensively interrogates Deren’s roles as artist and ethnographer.





� This ties in closely with Senegalese first president and intellectual, Leopold Senghor’s concept of the differences between  (as he states it) Negro-African and European cultures: ‘ “The Black person is a mystic” and more oriented towards ‘participation’ as a way of knowing’ (Senghor 1971).


� And she did sport a Jewfro – a Jewish version of an Afro hairdo!





