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Versace’s Native American
A Colonized Body in the Name of 

Aesthetic and Dynastic Glory

Felicia Bartley

The following is an excerpt from a longer piece. For full text, please visit www.honorsjournal.com.

ҥҪɯ ҰҤҥүɯ ҟҫҪҰҡҩҬҫҮҝҮҵ moment fashion designers have the means 
to collaborate with Native American fashion designers. However, there is still 
ÈɯŘÖÜÙÐÚÏÐÕÎɯÍÈÚÏÐÖÕɯÔÈÙÒÌÛɯÛÏÈÛɯÙÌÍÜÚÌÚɯÛÖɯÙÌÊÖÎÕÐáÌɯ-ÈÛÐÝÌɯ ÔÌÙÐÊÈÕɯÛÙÐÉÌÚɯ
as owners of intellectual property.Ʃ While some brands may initially start on 
the right track via collaboration with Native artists, it may not always end 
in success.ƪ Most recently, Versace has included Native American designs in 
ÛÏÌÐÙɯ ÙÌÈËàɪÛÖɪÞÌÈÙɯ ÍÈÚÏÐÖÕɯ ÍÖÙɯ ÛÏÌɯƪƨƩưɯ2×ÙÐÕÎɪ2ÜÔÔÌÙɯ ÚÌÈÚÖÕȭɯ3ÏÐÚɯ ÊÖÔ-
ponent of the collection belongs to a tribute honoring Gianni Versace and his 
original %6ɯɀƱƪɯ-ÈÛÐÝÌɯ ÔÌÙÐÊÈÕ print.ƫ I will be discussing the implications of 
ÛÏÌɯÙÌÝÐÝÌËɯ-ÈÛÐÝÌɯ ÔÌÙÐÊÈÕɯ×ÙÐÕÛɯÈÕËɯÏÖÞɯÐÛɯÈřÌÊÛÚɯ-ÈÛÐÝÌɯ-ÖÙÛÏɯ ÔÌÙÐÊÈÕɯ
men and women. In this essay, I will look at Versace’s legacy and his original 
print; the new Native American Tribute Collection by Donatella Versace; and 
Donna Karan’s collaboration with Pueblo artist, Virgil Ortiz. I argue that re-
spectful recognition of Native North American property is thrown aside for 
aesthetic and dynastic glory, which in turn, allows non-Native designers to 
colonize the ‘exotic’ Native woman’s body by denying Native North Amer-
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tural identity, vis-a-vis sovereignty, 
is put at stake when global Europe-
an designers perceive North Native 
American identities as a resource to 
improve aesthetic and individualistic 
glory. 

One exhibition, curated by 
Karen Kramer from the Peabody Es-
sex Museum, to counter mainstream 
narratives imposed upon Native 
North American women is traveling 
exhibition -ÈÛÐÝÌɯ%ÈÚÏÐÖÕɯ-ÖÞȯɯ-ÖÙÛÏɯ
 ÔÌÙÐÊÈÕɯ (ÕËÐÈÕɯ 2ÛàÓÌȭ -ÈÛÐÝÌɯ %ÈÚÏÐÖÕɯ
-ÖÞɯ is argued by Kramer to be the 
ŗÙÚÛɯÖÍɯ ÐÛÚɯÒÐÕËɯÛÏÈÛɯËÐÚ×ÓÈàÚɯÈɯ ÓÈÙÎÌɯ
scope of Native American fashion.
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sought to honor her brother’s artistic 
genius.ƪƪ Donatella Versace’s Tribute 
collection features Native American 
iconography that is directly based 
ÍÙÖÔɯ5ÌÙÚÈÊÌɀÚɯƩƱƱƪɯÊÖÓÓÌÊÛÐÖÕɯȭɯ6ÏÌÕɯ
the Tribute collection debuted on the 
runway, Donatella’s voiceover en-
couraged the audience to “imagine a 
world without [Versace’s] allegiance 
to women.”ƪƫ  Versace’s prostitute 
style, that reveals as much as it cov-
ers, contradicts the voiceover. Wom-
en’s voices are claimed by Gianni 
Versace through swaddling fabrics 
that accentuate and fetishize wom-
en’s skin.ƪƬ Donatella’s voiceover en-
tertains the thought in which Versace 
“helped women reclaim their own 
voice to be themselves.”ƪƭ  I argue, 
however, that Gianni Versace robbed 
women of a voice, and created them 
as objects subjected to the male gaze 
despite his lifelong commitment to  
women’s “visual authority.”ƪƮ

Portraying Versace as histor-
ically accurate and culturally driven 
ÞÐÓÓÍÜÓÓàɯ ÐÎÕÖÙÌÚɯ ÛÏÌɯ ÌřÌÊÛÚɯ ÖÍɯ 5ÌÙ-
sace’s work in the mainstream Amer-
ican Imaginary.ƪƯɯ%ÐÎÜÙÌÚɯƮɯÈÕËɯƯɯÈÙÌɯ
two of seven items that are direct re-
productions of Gianni Versace’s orig-
inal print belonging to Donatella’s 
Tribute collection. In these designs 
there are several motifs that promote 

ƪƪɯ2ÐÕÎÌÙȮɯɁ5ÌÙÚÈÊÌɯ2×ÙÐÕÎɯƪƨƩưɯ1ÌÈËàɪÛÖɪ
Wear Fashion Show.”
ƪƫɯ3ÏÌɯ5ÌÙÚÈÊÌɯ3ÙÐÉÜÛÌɯ"ÖÓÓÌÊÛÐÖÕɯɪɯ2×ÙÐÕÎɯ2ÜÔ-
ÔÌÙɯƪƨƩưȮɯƪƨƩƯȮɯÏŲ×ÚȯɤɤÞÞÞȭàÖÜÛÜÉÌȭÊÖÔɤ
ÞÈÛÊÏȳÝǻ0ƨÐ+ÎɪÍÎ-É$ȭ
ƪƬɯ6ÐÓÊÖßȮɯ,ÌÕËÌÚȮɯÈÕËɯ!ÜÚÚȮɯ3ÏÌɯ ÙÛɯÈÕËɯ
Craft of Gianni VersaceȮɯƩƫɯÜÚÌÚɯɁÚÌÊÖÕËɯÚÒÐÕɂɯ
to refer to Versace’s bodysuits.
ƪƭɯ3ÏÌɯ5ÌÙÚÈÊÌɯ3ÙÐÉÜÛÌɯ"ÖÓÓÌÊÛÐÖÕȭ
ƪƮɯ,ÈÙÛÐÕɯÈÕËɯ5ÌÙÚÈÊÌȮɯGianni VersaceȮɯƩƫȭ
ƪƯɯ/ÏÐÓÐ×ɯ)ÖÚÌ×Ïɯ#ÌÓÖÙÐÈȮɯ/ÓÈàÐÕÎɯ(ÕËÐÈÕ, Yale 
Historical Publications (New Haven: Yale 
4ÕÐÝÌÙÚÐÛàɯ/ÙÌÚÚȮɯƩƱƱưȺȭ

“the world of the American West:”ƪư 
ÍÌÈÛÏÌÙɯÚÛÈřȰɯÛÐ×ÐȰɯÞÏÐÛÌɯÚÛÈÓÓÐÖÕɯÞÐÛÏɯ
headdress-wearing rider ; Natives on 
horseback with young child and colt; 
Èɯ ÕÖÕɪÐËÌÕÛÐŗÈÉÓÌɯ -ÈÛÐÝÌɯ  ÔÌÙÐÊÈÕɯ
man with long unbraided hair, feath-
er atop his head, peace pipe, mocca-
sins, plains hide clothing, and bead-
ed accessories; and most notably, 
!ÜřÈÓÖɯ!ÐÓÓɯȭɯ3ÏÌɯÚÛÈÛÐÊɯÐÔÈÎÌÙàɯÙÌ×-
resented on the %6ɯɀƱƪɯ-ÈÛÐÝÌɯ ÔÌÙÐ-
canɯ×ÙÐÕÛɯȹÉÖÛÏɯÖÙÐÎÐÕÈÓɯÈÕËɯÙÌÝÐÝÌËȺɯ
imagines Native American identity 
as the United States of America’s 
intellectual property — free to use, 
sell, and appropriate. The inclusion 
ÖÍɯ!ÜřÈÓÖɯ!ÐÓÓɯ ÛÏÌÙÌÍÖÙÌɯÊÌÔÌÕÛÚɯ ÛÏÌɯ
United States of America as pater-
nal, civilizing, and rightful owners of 
Native North American intellectual 
property. 

The absence of women in this 
design silences those who are respect-
ed and integral members of their re-
spective Native communities.ƪƱ That -
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Where are the women? 

Where are the people? These designs 
×ÖÙÛÙÈàɯ ŗÊÛÐÖÕÈÓɯ ÊÏÈÙÈÊÛÌÙÚȮɯ !ÜřÈÓÖɯ
Bill, ethnographic zooscapes , and 
an idealized past. There is no truth 
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and elegant. The dresses speak to all 
audiences, Native and non-Native, 
ÈÕËɯÈÙÌɯÚ×ÌÊÐŗÊɯÛÖɯÈÕɯÐËÌÕÛÐŗÈÉÓÌɯÕÈ-
tion: The Pueblo of Cochiti. 

Dr. Jessica R. Metcalfe writes 
a compelling article, “Reclaiming the 
Body: Strategies of Resistance in Vir-
gil Ortiz’s Fashion Designs” where 
she argues the collaboration between 
Ortiz and Donna Karan was an act 
of reclamation for Native represen-
tation in fashion, and by doing so, 
ÏÌɯËÌŗÌËɯÛÏÌɯÌß×ÌÊÛÈÛÐÖÕÚɯÖÍɯ-ÈÛÐÝÌɯ
American art.ƫƬ Having continued 
a family tradition of muños pot-
ÛÌÙàɯ ȹŗÎÜÙÈÛÐÝÌɯ ×ÖŲÌÙàȺȮɯ .ÙÛÐáɯ ÜÚÌÚɯ
the same techniques to create social 
commentary regarding non-Native 
ÚÖÊÐÌÛÐÌÚɯ ȹ%ÐÎÜÙÌɯ ƩƩȺȭƫƭ For Ortiz, re-
claiming the representation of Native 
peoples lies within decoration, both 
ÖÕɯ ×ÖŲÌÙàɯ ÈÕËɯ ÛÏÌɯ ÉÖËàɯ ÝÐÈɯ ÍÈÚÏ-
ion.
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age that mediates the consumption 
of American society. Versace’s FW 
ɀƱƪɯ-ÈÛÐÝÌɯ ÔÌÙÐÊÈÕ dismisses women 
as absent, non-essential members of 
Native communities, whereas men 
are unworthy of descriptive infor-
mation to distinctly identify an in-
dividual. Versace’s Tribute collection 
is a result of the dominant social and 
economic formations within West-
ÌÙÕɯÚÖÊÐÌÛàɯ ÛÏÈÛɯÊÖÔÔÖËÐŗÌÚɯ-ÈÛÐÝÌɯ
American artistic expression. Aspects 
of dominant American culture thrive 
ÖřɯÐÔÈÎÌÚɯÛÏÈÛɯÌß×ÓÖÐÛɯ-ÈÛÐÝÌɯ-ÖÙÛÏɯ
American motifs as exotic and ob-
tainable via clothing and accessories. 
Stereotypes created by the fashion in-
dustry transform and exoticize both 
Native men and women into non-ex-
istent peoples living in the periphery 
of American popular culture.  

Virgil Ortiz is not the only art-
ist who is using his commercial plat-
ÍÖÙÔɯÛÖɯÉÌÕÌŗÛɯÏÐÚɯÊÖÔÔÜÕÐÛàȮɯÛÏÌÙÌɯ
are other designers such as Bethany 
Yellowtail. Jared Yazzie, Patricia Mi-
chaels, and Loren Aragon. Virgil Or-
tiz and Donna Karan set a hopeful 
precedent for other global designers 
to give back to the communities they 
work with. Rather than use Ortiz’s 
designs for her own aesthetic glory, 
Donna Karan was mindful to refer 
to Virgil Ortiz as an artist, “whose 
work directlyɯ ÐÕŘÜÌÕÊÌËɯ Ôàɯ Ú×ÙÐÕÎɯ
designs.”ƬƬ In comparison, Versace, 
both Donatella and Gianni, appropri-
ate Native American identity to build 
a legacy that silences Native women 
and restricts Native North Ameri-
cans to the “world of the American 
west.”Ƭƭ

ƬƬɯ2ÌÙÝÐÕȮɯɁ3ÏÌɯ ÙÛɯÈÕËɯ3ÐÔÌÚɯÖÍɯ2ÈÕÛÈɯ%Ìɯ
Artist.” Emphasis added. 
ƬƭɯɁ3ÏÌɯ&ÐÈÕÕÐɯ5ÌÙÚÈÊÌɯ3ÙÐÉÜÛÌɯ"ÖÓÓÌÊÛÐÖÕɯɪɯ
-ÌÞɯ ÙÙÐÝÈÓÚɯɧɯ42ɯ.ÕÓÐÕÌɯ2ÛÖÙÌȭɂ
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able gains on smaller scales within 
the beauty industry that have em-
powered women of color and pro-
vided them with avenues to resist 
racial oppression. Over the last few 
decades, small, independent beauty 
brands have emerged. Women of col-
or founded brands such as Koyvoca, 
Cocotique, and Lipbar over the last 
ÍÌÞɯËÌÊÈËÌÚɯÐÕɯÖÙËÌÙɯÛÖɯŗÓÓɯÛÏÌɯÎÈ×Úɯ
left by mainstream brands. These 
brands focus on creating products 
for women of color, and have been 
met with gratitude by women of 
color seeking more makeup options 
ȹ'Ö×ÌȮɯ ƪƨƩƮȺȭɯ 6ÏÐÓÌɯ ÛÏÌàɯ ÔÈàɯ ÕÖÛɯ
have the same amount of popular-
ity as hallmark beauty brands, they 
model racial inclusivity that main-
stream brands should adopt. In the 
last year, Rihanna has founded and 
launched her own beauty line, Fen-
ty.  Fenty’s mission statement is to 
be inclusive of everyone while at the 
same time focusing on a wide range 
of hard-to-match skin tones, creat-
ing formulas that work for all skin 
types, and pinpointing universal 



Hey Grandma
,ÈŲÏÌÞɯ/ÌÙÌáɯ)ÖÕÌÚ

ҨҫҫҧɯҝҰɯҩҡ, I hold the world in my heart
Through me, I bring together those who are apart. Look at me, I am brown, I 

am black
Raise me, I carry my family on my back
Hear me, I speak life into your world
%ÌÌÓɯÔÌȮɯ(ɯÞÏÐÚ×ÌÙɯÛÏÌɯÈÐÙɯÛÏÈÛɯŗÓÓɯàÖÜÙɯÓÜÕÎÚȭ

Hear me, for my rhythm moves your soul. 
 I have so much soul, so much soul in my voice, in my heart, my music,

and my shoe.
Remember me, because bringing warmth to your life is my role.
ɯ -ÖÉÖËàɀÚɯÏÈÕËÚɯÈÙÌɯÞÈÙÔÌÙɯÛÏÈÕɯÔÐÕÌȮɯÊÏÐÓËɯÚÛÖ×ɯàÖÜÙɯÍÙÌŲÐÕÎȮɯÓÐÚÛÌÕ

ÛÖɯ*ÌÕËÙÐÊÒȮɯɁÞÌɯÎÖÕɀɯÉÌɯÈÓÙÐÎÏÛȮɂɯÉÖàɯàÖÜɯÒÕÖÞɯÞÌɀÓÓɯÉÌɯÑÜÚÛɯŗÕÌ
1ÌÞÈÙËɯÔÌȮɯÍÖÙɯÔàɯÌřÖÙÛÚɯÙÈÐÚÌËɯàÖÜÙɯÊÏÐÓËȭ
  Remember how they called us wild, uncivilized? Dirty and violent,

then why they have us clean they houses, why they have us raise
their child?

You know we didn’t have much money, boy that how it goes is
You like that Kanye, how that song go? “Cause with my family we 
ÒÕÖÞɯÞÌɯÒÕÖÞɯÞÏÌÙÌɯÏÖÔÌɯÐÚȭɯ ÕËɯÚÖɯÐÕÚÛÌÈËɯÖÍɯÚÌÕËÐÕɀɯŘÖÞÌÙÚȮɯÞÌɯ
the roses.” 
He talked about roses, black roses, roses is so beautiful, because we is 
those. We is black. We is strong, you can’t tell me where I can grow. 
The petals, black petals, so soft and beautiful, but you know they 
sharp too. My nails are the thorns on the stem. 
You know if they put their hands too low, they get cut, see what 
these thorns do to them. Tongue sharper than the knife, the knife, the 
knife they held at our throats when we said no.

Tell them to give me back my life, for it went to making theirs.

Look at me, for I hold the world in my heart.
 You know, I am the world. They use me, they hurt me, they kill me,

they don’t love me. 
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I’m trying to bring those together who are apart
 That truce between red and blue, what did it really do?
 Ice Cube and Eazy the only one the kids looked up to
Raise me, for I carry our family on my back
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ÛÏÌɯ ÓÐÝÌËɯ ÐÔ×ÈÊÛÚɯ ȹƩȺȭɯ (Õɯ#ÌÛÙÖÐÛȮɯ ÍÖÙɯ
example, the “past atrocities” Day 
refers to may be the annihilation of 
indigenous people in what is now the 
United States and the enslavement of 
Africans. However, comfort for those 
in power is not the only function of 
ÛÏÐÚɯ ɁÞÐÓÓÍÜÓɯ ÈÔÕÌÚÐÈɂɯ ȹƩȺȭɯ%ÖÙɯ ÛÏÖÚÌɯ
in power, overlooking history is a 
way to stay in power; to continually 
gain wealth from the labor of black 
Americans. The revival rhetoric vali-
dates and secures non-people of col-
or’s “natural” ownership of potential 
capital of indigenous lands and col-
ÖÙÌËɯÉÖËÐÌÚɯ ȹ2ÔÐÛÏɯ ƯƬȺȱ ÊÊÖÙËÐÕÎ-
ly, the rhetoric surrounding the wa-
ÛÌÙɯ ÚÏÜÛÖřÚɯ ÐÕɯ#ÌÛÙÖÐÛɯ ÐÚɯÕÖÛɯÕÌÞȮɯ ÐÛɯ
is the same rhetoric used around the 
colonization of the America’s. Mak-
ÐÕÎɯ Èɯ ÓÈÕËɯ ɁÉÌŲÌÙɂɯ Éàɯ ÐÎÕÖÙÐÕÎɯ ÛÏÌɯ
people that live there and according-
ÓàɯÊÖÕØÜÌÙÐÕÎɯÐÛȮɯÐÚɯÈɯËÌÝÐÊÌɯÖÍɯÚÌŲÓÌÙɯ
colonialism. 

In their book, Black Geogra-
×ÏÐÌÚɯ ÈÕËɯ ÛÏÌɯ /ÖÓÐÛÐÊÚɯ ÖÍɯ /ÓÈÊÌȮɯ Kath-
ÌÙÐÕÌɯ ,Ê*ÐŲÙÐÊÒɯ ÈÕËɯ "ÓàËÌɯ 6ÖÖËÚɯ
situate the disappearance of peoples 
due to colonialism as a continuing 
and violent marginalization and en-
gulfment of people, land, and cul-
ÛÜÙÌɯ ȹ6ÖÖËÚɯƬȺȭɯ3ÏÌɯÊÖÓÖÕÐÈÓɯÙÌÎÐÔÌɯ
of central power in the United States 
recurrently incites this violence. The 
geographies of black and indige-
nous people in the U.S. are continu-
ally overlooked, unspoken about, or 
ɁÙÌÓÌÎÈÛÌËɯ ÛÖɯ ÛÏÌɯ×ÈÚÛɂɯ ȹ2ÔÐÛÏɯƯƪȺȱ
Before non-people of color commit-
ted genocide and conquered what 
is now Detroit, hundreds of indige-
nous tribes lived in the Great Lakes 
area including, but not limited to: 
the Anishinaabe, Wyandot, Iroquois, 
%ÖßȮɯ,ÐÈÔÐȮɯÈÕËɯ2ÈÜÒɯȹ'ÌÙÉÌÙÎɯƩȺȱ
By naturalizing indigenous people’s 
enslavement and violent assimilation 
ȹÖÙɯÌßÛÐÕÊÛÐÖÕɯÈÚɯÚÖÔÌɯÛÏÐÕÒȺȮɯÞÌɯÈÚ-

sume the normality of the margin-
alization and enslavement of other 
groups, such as black Americans 
ÛÖËÈàɯ ȹƯƪȺȭɯ -ÌÞÌÙɯ ÚàÚÛÌÔÚȮɯ ÚÜÊÏɯ ÈÚɯ
the tendency to deny the existence 
of peoples, keep the conquered and 
their spaces hidden from the con-
ÚÊÐÖÜÚÕÌÚÚɯ ÖÍɯ ÛÏÖÚÌɯ ÉÌÕÌŗÛÐÕÎɯ ÍÙÖÔɯ
oppression… 

The state and nation aban-
doned many people and parts of 
Detroit, those who survived this 
anomaly are largely still hidden from 
ÏÌÎÌÔÖÕÐÊɯ ÚÐÎÏÛȭɯ #ÜÙÐÕÎɯ ÛÏÌɯ ŗÙÚÛɯ
ÞÈÝÌÚɯÖÍɯÞÏÐÛÌɯŘÐÎÏÛɯÐÕɯÛÏÌɯƩƱƭƨÚȮɯÛÏÌɯ
large scale movement of non-people 
of color to the suburbs (and away 
ÍÙÖÔɯÛÏÌÐÙɯÉÓÈÊÒɯÕÌÐÎÏÉÖÙÚȺɯ ÙÌÚÜÓÛÌËɯ
in unequal distribution of resources 
and opportunity for low income peo-
ple and people of color. Although, 
the abandonment rhetoric utilized by 
mainstream media is problematic. It 
ÊÖÕŘÈÛÌÚɯ ÛÏÖÚÌɯ ÞÏÖɯ ÏÈÝÌɯ ÚÜÙÝÐÝÌËɯ
this abandonment—those still living 
in the city—to the status of empty 
lots. In her book, #(8ɯ#ÌÛÙÖÐÛȮɯKim-
berly Kinder contextualizes the way 
the geography of poverty is made in-
visible to those with hegemonic iden-
tities. The racial divide in Detroit al-
lows for extreme income, health, and 
housing disparities…Internal class 
divisions further marginalize those 
who are already racially ostracized. 

…Housing discrimination 
forces people into the margins of 
society, disappearing them from na-
ÛÐÖÕÈÓɯÈŲÌÕÛÐÖÕȮɯÚÖɯÛÏÈÛɯÛÏÌɯÓÈÕËɯÈÕËɯ
people themselves can be taken again 
by non-people of color. 

However, marginality does 
not mean disappearance or extinc-
tion…The social and geographical 
margins of Detroit are also spaces 
ÖÍɯ ÙÌÚÐÚÛÈÕÊÌɯ ȹ,Ê*ÐŲÙÐÊÒɯ ƭƮȺȭɯ %ÙÖÔɯ
the landscape of the city, to commu-
nity organizations, resistance is ev-

,ÌÙÌËÐÛÏɯ-ÈÚÚ
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ÌÙàÞÏÌÙÌȭɯ ÓÛÏÖÜÎÏɯ ÖÕÌɯ ÐÕɯ ŗÝÌɯ ÓÖÛÚɯ
in Detroit is abandoned, there are 
more than two-thousand small farms 
ÈÕËɯ ÊÖÔÔÜÕÐÛàɯ ÎÈÙËÌÕÚɯ ÚÊÈŲÌÙÌËɯ
throughout the city. Resistance is in 
entire abandoned blocks dedicated to 
displays of sculptures and art such as 
the Heidelberg Project depicted be-
low. 

[…]

 Resistance is in the continued 
ÚÜÙÝÐÝÈÓɯÖÍɯÔÖÙÌɯÛÏÈÕɯÍÖÙÛàɪŗÝÌɯ×ÌÙ-
cent of the black population living 
under the poverty line. Resistance 
is in the rigging of houses by water 
hoses to provide clean water to entire 
communities. Resistance is the sur-
vival of entire groups of people liv-
ing in a country where they are not 
meant to survive.  Indeed, the mar-
ginal spaces in Detroit are the spaces 
of unheard stories and possibilities. . 

Blues Epistemology, accord-
ing to Clyde Woods and Katherine 
,Ê*ÐŲÙÐÊÒȮɯ ÐÚɯ Èɯ ɁÕÈÛÐÝÌɂɯ ÔÌÈÕÚɯ ÖÍɯ
resistance composing of geographi-
cal, socio-economic, and political cri-
tiques similar to those in blues music 
and hip hop. The blues tradition is 
the antithesis of the plantation tradi-
tion and all of its manifestations. If 
neoliberalism serves to divide, then 
blues tradition serves to connect. 
Paralleling the neoliberal creation of 
a neo-plantation society, the blues 

tradition became a form of massive 
resistance…Blues epistemology also 
ËÌÔÈÕËÚɯ ÈŲÌÕÛÐÖÕɯ ÛÖɯ ɁÐÕÚÛÐÛÜÛÐÖÕ-
alized spacial impoverishment,” 
recognizing “plantation and state 
models” extending beyond slavery 
in agriculture and sharecropping. 
The “roll back” policies of the eight-
ies which Peck and Tickell explain as 

the “shift in the pat-
tern of deregulation 
and dismantlement,” 
can be seen as part of 
this institutionalized 
spacial impoverish-
ment, or as a func-
tion of neo-slavery. 
According to blues 
epistemologies, the 
ÚÏÜÛɯÖřÚɯÔÈàɯÉÌɯÜÕ-

derstood as a part of  neoliberal pol-
icies and practices that historically 
disenfranchised the established black 
ÔÐËËÓÌɯÊÓÈÚÚɯÖÍɯ#ÌÛÙÖÐÛȭɯ3ÏÌɯÚÏÜÛÖřÚɯ
are in Detroit exemplar of Woods’s 
understanding of a plantation soci-
ety that extends far beyond agricul-
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Despite the limitations of 

this work, this thesis makes a valu-
able contribution in understanding 
the interconnectedness of media and 
×ÜÉÓÐÊɯ×ÖÓÐÊàɯÈÚɯÐÛɯ×ÌÙÛÈÐÕÚɯÛÖɯƪƩst cen-
ÛÜÙàɯŗÓÔɯÈÕËɯ3ÌÓÌÝÐÚÐÖÕȭɯ3ÏÐÚɯ ÚÛÜËàɯ
contributes the area of media-based 
prejudice reduction literature and 
gives insight to new experimental 
evidence linking counter-stereotypi-
cal and racialized portrayals of drug 
ÜÚÌÙÚɯ ÞÐÛÏɯ ËÙÜÎɯ ÈŲÐÛÜËÌÚɯ ÐÕɯ ×ÌÖ-
ple. This research shows that some 
amount of brief exposure or personal 
history with drug users is critical in 
cultivating more lenient sentiments 
in the broader public towards acts of 
drug use. Increased positive portray-
als to drug use may produce more le-
nient criminal laws against drug use 
and also increase funding to federal 
ËÙÜÎɯÙÌÏÈÉÐÓÐÛÈÛÐÝÌɯÌřÖÙÛÚȭ
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