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Introduction: Good evening.  My name is Nari Ward; and I’m going to be introducing this 
evening’s lecturer.  It’s going to be Camille Billops; and I promised Camille that I’ll right 
through it and quick… so… Camille was born in 1933 in Los Angeles California.  She now 
resides in New York.  She…(unintelligible interruption by speaker) Oh, okay.  Is that better, 
Camille?  Oh.  Okay. (laughter) (laughs) She has (laughing) won numerous awards; I’ll go 
through some of these.  She has won the New York City Percentage for the Arts Commission, an 
NEA grant, the New York Foundation for the Arts… grant, the Rockefeller Film-Making grant; 
and she also won a Grand Jury Award at Sundance Film Festival.  Camille has shown in 
numerous places, amongst them the City Museum in Harlem, the New Museum of 
Contemporary Art, Gallery… Akination [sic] (Speaker: Akhenaton)—Is that right… Camille? 
(laughs) Is that okay? (Speaker: That’s it.) …in (laughing) Cairo, Egypt, as well as the Atlantic 
College of Art.  And I wanted to quote somebody here who’s written about Camille; I thought it 
was very appropriate.  Alan L. Edmonds wrote that, “She’s an eccentric.  Little about her life can 
be considered normal.  Yet it is that courage to deviate and explore new ideas and territories that 
make her an exceptional artist filmmaker.  She uses her multiple identities as a woman, Black 
woman, Black woman artist, and Black woman artist archivist as inspiration for story-telling in 
drawings, prints, ceramics and film.  She is the type of artist whose lens is bifocal; she sees both 
far and near, the small yet important things that affect our psychology of life and the broad 
global concepts that require intellect and vision.  Her use of imagery is often confrontational and 
displays racial and socio-cultural polemics, an amalgamation of all the diverse influences in her 
life.  Billops is co-founder with James Hatch of the Hatch-Billops Archive of Black American 
Cultural History.”  And it’s my pleasure again to introduce Camille.  Thank you. (Applause) 
 
Speaker: (laughs) Is this it, Jim?  Is this the distance?  This mike if you get to close on it (makes 
funny echoing sound by speaking too close to microphone) (laughter) so you remember we’re 
just trying to keep it like this.  I would like to get out of here in about an hour and a half; and… 
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so… the first work I will show you will be the drawing—I mean ceramics, and then drawings, 
and… then there’s two pieces of… --it’s not film—Well, they’re originally in film—One is… I 
might say is my first film; that’s totally unedited.  The reason why I’m showing that to you—it’s 
only ten minutes—is because it involves the visual arts; and it’s a bunch of us at a place called 
Artists House that was started by Ornette Coleman, the musician.  Anyway, so when we get to 
that I’ll explain that; and then the second one is a film, a short film, called “Take Your Bags.”  
So… I operate this from here?  I’ll try not to talk about how high it was, how tall it was, or when 
it was.  Let’s just go through this and you’ll get a visual idea of what I do.  So… you know… All 
right?  Everybody agree with that?  Huh? (affirmative sounds, multiple) Okay. 
Question: Camille, should we wait and ask questions— 
Speaker: Later.  At the end. 
 
Comment: (unintelligible) (laughter) 
 
Speaker: Brevity is a virtue! Okay, hit it!  (laughter) 
 
SLIDE 
 
All right.  This is some early works; and I was doing—This is all low fire; and it was my 
preoccupation with filling vessels with liquid, so that’s why the spigot is there—mainly alcoholic 
liquid. (laughter) 
 
SLIDE 
 
And some early sculpture… chairs…. 
 
SLIDE 
 
There’s the liquid again… only with the war on the side of it.  I have no idea where this work 
is…. 
 
SLIDE 
 
And then planters…. This was all in our loft on 11th Street where we used to have exhibitions.  It 
was 54 East 11th Street.   
 
SLIDE 
 
This is a fountain I did. 
 
SLIDE 
 
And this was hopefully we could fill this with Scotch. (laughter) (laughs)  Well… you know, 
anyway… 
SLIDE 
 



 3

And there’s another one of those spigots, so…. (laughter) 
 
SLIDE 
 
And this was a full shot of the exhibition that we held.  Our whole point of view, for me and my 
husband, James Hatch, is that we had a space where we could present the things that we wanted 
to do; and that included poetry and theater and exhibitions… And as a visual artist, you know, if 
you sit around and wait for somebody to come, the most powerful person coming for you is in 
the mirror…. 
 
SLIDE 
 
And that was how it looked in that loft. 
 
SLIDE 
 
And there’s a fountain…. 
 
SLIDE 
 
Comment: A little more time on each one, Camille…  
 
Speaker: Okay. 
 
Comment: Five more seconds. (laughter) 
 
Speaker: Okay. 
 
SLIDE 
 
That’s another fountain. 
 
SLIDE 
 
SLIDE 
 
SLIDE 
 
The trick with fountains is you have to keep them from splattering all over the place; it’s better 
just to go on and sell them and let everybody splatter on their own things, but— 
 
SLIDE 
 
Aah, that’s just a small terracotta figure. 
 
SLIDE 
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SLIDE 
 
… A lantern…. You know, when you do clay, you also do things with—in consideration of 
things that are utilitarian; and… so I was very interested in making things that people wanted to 
buy from me; and… so I made a lot of lanterns and made a lot of fountains… and I made a lot of 
containers with spigots. 
 
SLIDE 
 
Now…. Okay.  This was a lantern too; but here we see… this is really a portrait of me and Jim.  
Sometimes you see us as animal form; sometimes you see us like this.  Sometimes I’m black; 
sometimes he’s white.  Sometimes I’m white, he’s black and whatever.  But you can always tell 
him by the little beard. (laughter) And my hair.  You see there—There you go! 
 
SLIDE 
 
SLIDE 
 
And then this was a planter that I did, which I still have… in my loft someplace up under the 
bushes….  
 
SLIDE 
 
I wanted to show you a lot of the utilitarian things, ‘cause I think that’s a wonderful thing.  When 
I was trying to figure out what my image was, and what the iconography was—what was I 
drawing—You know we are all influenced by very traditional, beautiful drawings from many 
important periods… but… what was my voice?  And because I was a victim also of things that 
are utilitarian or less than… except if they’re Picassos… then… I too was a victim of this.  But… 
once I began to really do the sculpture, I had to go back to the pots to find out what the image 
was.  And it wasn’t in the drawings that I was doing at that time; but it was on the pots where I 
was free… and unencumbered by any kind of… oh, I don’t know… preconceived idea of how 
important utilitarian things were—or what was craft and what was high art.  That’s a teapot. 
 
SLIDE 
 
I studied ceramics at USC with Vivika and Otto Heino, if any of you are familiar, historically, 
with the Heinos… and then later studied—this is a mirror frame—ceramics with them at 
Chouinard’s Art Institute, which later became California Institute of the Arts.  This is a puppet. 
 
SLIDE 
And that’s the puppet, only that little on swings; and it was about the whole gig at that time, 
social issue about the grape pickers and not buying grapes because of a boycott; and so you take 
that little character and you spin him, and he says, “He did it; they did it; he did it; they did it….”  
 
SLIDE 



 5

 
…One of our openings. (laughter) (laughs) And… then there’s a big candelabra; in the back, up 
on the wall, there’s a cross, six foot cross that I did…. And here I was trying to… start—It was 
during the beginning of the Black Power Movement, and I was trying to enter, by any means 
necessary; and that was called “The Black Suffering Jesus and Yellow Man.” 
 
SLIDE 
 
And there it is right there up on the cross….  
 
SLIDE 
 
SLIDE 
 
And then here is an installation of the figures that went along with this.  I was attempting to… 
construct some kind of religious… something—I don’t know what it is.  Anyway that’s the 
“Mother;” that’s the “Black Suffering Jesus” shows us his bleeding heart here on the right-hand 
side; and that is the “Black Suffering Jesus and Yellow Man.”  This is the Boston… Fine Arts 
Museum.  And it was an exhibition in the Eighties called “Jubilee.” 
 
SLIDE 
 
And that’s the “Mother” again…. 
 
SLIDE 
 
And then this is a chair called “El Pimpo’s Chair.”  And it had to do with… position of women.  
And women were always naked and men always had clothes on… and… so anyway… There it 
is.  
 
SLIDE 
 
And that’s the side view of it.  It’s sittable… It’s a raku clay, which was a disaster because it’s 
way too soft; so the whole inside is absolutely covered with tar and copper, in order to hold it 
together.  But… you know, live and learn….  
 
SLIDE 
And there (laughs)—Do you recognize that girl? (laughter) (laughs) I was a serious artist; you 
don’t mess with me, man! (laughter) This was in the—This was—What was this? Was this in the 
Eighties, Jaime?   Was it in the Eighties?  You know, I might have been some of y’all’s age out 
here, you know?  Y’all’s serious… right? (laughter) (laughs) So was I. (laughs) (laughter) 
 
SLIDE 
 
This is a piece called “Alelia Walker,” which was named after the first Black millionaires; and I 
just wanted to have this beautiful, elegant dress.  I must say something here… My mother was a 
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dressmaker, and I hated making clothes; but I made them on… in the art.  I made them out of 
clay… And that’s the influence of my mother. 
 
SLIDE 
 
And this is called “The Bride;” and it’s in the collection of the Studio Museum in Harlem… I 
think. (laughter) Somebody donated it, but I haven’t seen it, so who knows? 
But anyway, it is… satin and clay.  It was formerly owned by a wonderful artist that I admired a 
great deal named Norman Lewis, who was a contemporary of Jacob Lawrence and Romare 
Bearden. 
 
SLIDE 
 
A detail… And I was writing messages for everybody—“Ugly people,” and all this—You know, 
“Down with this!” and “Up with that!” And I was… just—You know… (laughter) I’m still doing 
that, but in that I’m a little more sly. (laughter) 
 
SLIDE 
 
This is… a chair that’s about thirty-six inches tall; I called it “The Throne.” 
 
SLIDE 
 
SLIDE 
 
And then these are series—You know, this is the little girl playing…. I just love making these 
little chairs; and somebody who had a lot of money bought all those chairs… But she didn’t pay 
much… you know… You know, “those people be so glad that somebody buy something,” right?  
(laughter) (laughs) Aren’t you—It’s art and you just grovel! (Spoken in funny voice) (laughter) 
 
SLIDE 
 
This is called “Easy Rider,” and it’s a horse; and it was owned by Norman Lewis…. 
 
SLIDE 
 
And that was—I did this in order to give you a little insight into some of the social aspects of our 
lives in New York.  This was Norman’s… loft; and everybody knew that if you weren’t invited 
you dare not step on that doorstep.  Anyway, but this was a wonderful—the most wonderful 
cocktail party at Norman’s…. There’s Norman.  He’s passed, the blessed artist that he was, and 
still is.  He’d cuss you out in a minute!  The first day I went to his party I said, “I admire that 
painting.” He—I said, “What happened to that painting?” He said, “What in the hell do you care 
for?”  And I had never talked to him before! (laughter) And he said… -- I said, “Well, you—I 
just asked about your damn painting; you don’t have to be so god-damn mean!”  (laughter) And 
after that… we were the best homies… I mean… you know.  And we traded—I traded one of 
my—that sculpture called “The Bride” for one of his drawings.  I don’t know what the value of 
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the sculpture is, but the drawing’s worth a lot of money, baby! (laughter) Thank you, Norman.  
(laughter)  
 
SLIDE 
 
And I put in one of his beautiful paintings.  He was an Abstract Expressionist painter… and he 
was in that famous photograph that was—I think was it at the Cedar Tavern?—with all the rest 
of them… sitting up there at this table…. Was Grace Hartigan there too?  I think I heard her say 
that they never wanted to give her too much…. Well, anyway—So that’s another story. 
(laughter) 
 
SLIDE 
 
There’s me and Jim.  (laughter, murmurs) God, is it that bad?  (laughter) It’s that bad, isn’t it. 
(laughs) I thought that would get to you a little bit there, huh? 
 
SLIDE 
 
All right.  This is a four-foot ceramic pot… and it’s called “Billie’s Pot;” and it has all the stories 
of my sister… written, all of the stories of her when she was a child of how she hid her mush in 
her pockets… and how she did this and did that—And it’s written in Chinese, but… you know, I 
have to admit here, before all the Chinese tell on me… (laughs)my friends who wrote it hadn’t 
been writing Chinese in a long time; so one of my friends from Taiwan read it, she said, “Who 
wrote that?” (laughs) And I thought, “Oh, God! Here we go….” (laughter) She said it looked like 
a child did it; and I thought, “See, Camille, you mess with other people’s stuff….” But… all 
(unintelligible) stuff.  (laughter) I—The reason why I did it in Chinese was because we had just 
come back from Taiwan, and so we were all into that, so…. Anyway, but it’s a four-foot piece… 
and that’s my sister… and that’s the—one of the demons saying, “You bad thing.” (laughter)  
 
SLIDE 
 
This is a big pot that I did with black swans on it.  A friend of mine owns this work.  All my 
work is all in the hands of private people… very dear friends.  You know, cultivate your friends, 
folks; if you don’t have a gallery, they’re the best people ever you can get to buy your stuff. 
(laughter) 
 
SLIDE 
 
And this is a lamp… that’s owned by Kenkeleba House… in New York—Joe Overstreet and 
Corinne Jennings…. 
 
SLIDE 
 
And this is a lamp that was owned by Norman Lewis…. 
 
SLIDE 
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And that’s a side view of it. 
 
SLIDE 
 
And this is another lamp that will be—that’s owned by the man that’s coming tomorrow—on the 
first—Wes Cochrane—he’s a wonderful collector of art; and this is a piece that’s about thirty 
inches tall. 
 
SLIDE 
 
And here is the side view of it…. 
 
SLIDE 
 
And this is what it looks like in the dark…. 
 
SLIDE 
 
And then this is an exhibition at Jamaica Arts Center of ceramic sculpture.  Some of these pieces 
are fifty-five inches tall… fired in one piece. 
 
SLIDE 
 
And then this was an exhibition at Squibb’s Gallery; and I’m just trying to show art in… it’s 
situation in the exhibition.  This is a piece here…. 
 
SLIDE 
 
And this piece here was—These characters are called—They’re really from a series called 
“Smoke and Blue…” Not “Smoke and Blue—“ “Remember Vienna.”  And did sort of several 
versions of them.  Later I showed them in drawings, transferred them to drawings…. But here 
they’re playing cards; and… And it’s about the human condition between husband… -- Not 
husband and wife—I didn’t say that, honey!  (laughter) Men and women—You know… My 
mother—I did a lot of portrayal of her, in that she was always looking askance at my father who, 
you know—Basically, my father always told me that men were dogs; and… he would say, “A 
man ain’t nothin’ but a dog.”  And… (laughs) There’s a silence out there…. (laughter) I know 
you got some bow-wows out there; I know it. (laughter) Anyway, so she’s looking askance at 
him… She’s looking askance ‘cause she doesn’t believe what he’s got to say either. 
 
SLIDE 
 
And then this is called “The Story of Mom.”  It’s about fifty-five inches tall; and… most of my 
work is sort of about people that I know; so she was my godmother; and… so I… did this.  She 
didn’t look like that, but… (laughs) –Her profile did, though…. 
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SLIDE 
 
And then this is another version of the “Remember Vienna.”  This is about maybe twenty inches 
tall.  But it’s about that human condition between man and woman—you know… that whole 
thing of… trust.  How many people out here don’t trust people?  Raise your hand.  (laughter) 
(laughs) That’s right; be brave…. (laughs) 
 
SLIDE 
 
And then this is… for… in memory of my parents; it was called “Smoke and Blue;” and it says, 
“Anon, for the male, I pray you remember the porter.  The dancer.”  My father was a porter; 
those were the jobs available to Black people during that time.  And then the woman is saying, 
“Remember the maid’s dressed for Thursday.”  No a friend of mine from Dahomey told me—I 
thought that… I knew in California the maids and domestics only had Thursday off… And I 
thought that that was because it was not the best day… like on the weekend.  And she said, no, in 
Africa that was the day that the women chose.  So I saw that as a cultural carry-through… in a 
very interesting way.  And she was the one that sort of revealed that to me.  So… the reason why 
this is sort of smartly dressed is my mother, as I told you, was a dressmaker; my father was…--
You know, they were sort of sharp, you know.  They loved clothes. I love clothes…. And so I 
love to portray them that way…. And she’s sort of light-skinned… because she was lighter than 
my daddy… and… you know, people tend to be very fond of the fairer sex; even in European art 
you’ll see that.  Maybe it has to do with the woman doesn’t toil in the field. 
 
SLIDE 
 
And this one is… What’s the name of this, Jim?  Oh, God!  It’s serious!  Anyway, I know who 
owns it—George Woolf owns this…. Oh, God, it’s terrible.  This is the back part of it; and 
they’re about fifty-five inches tall. 
 
SLIDE 
Where are they?  Oh, I’m out there—C.W. Post or someplace.  Anyway, I was just showing you 
where the work was where I was in shows… and I thought that would be some interest, and 
show you how, you know… how young we all used to be.  Y’all better get—You’d better take 
notes about this, because, honey, you’re going to be in this in a whip! (laughter) Save all your 
little pictures!  (laughs) (laughter) 
 
SLIDE 
 
This is “Inspector Madame Poussy.” (phonetic) 
 
SLIDE 
 
And this is about… oh… forty inches.  That’s the back. 
 
SLIDE 
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And then drawings; this is a color etching called “Mondo Negro,” and I did about five versions 
of this, different colors.  It’s a five-plate etching. 
 
SLIDE 
 
Oh.  Is that it?  That’s the last one of that, right?  Okay, put on the other thing… Move them right 
along; we’re doing well… (laughter) doin’ all right. (laughs)  But Nari did very well.  You don’t 
know how many discussions we had!  Right, Nari?  You still here? (laughter, applause) (laughs) 
Don’t you move… Don’t you move.  Okay, ready? (laughter) (laughs) 
 
SLIDE 
 
Ah.  Is that okay?  That is the chair called “Prisoners.”  And… it’s sittable. 
 
SLIDE 
 
And in the back it says “Secrets.” 
 
SLIDE 
 
I don’t know why I do a lot of chairs; I love chairs.  And… I don’t know—Maybe the spirits 
come and sit on them; who knows?  That one’s owed by my friend Wes Cochrane down in 
Georgia. 
 
SLIDE 
 
This is called “The Admiral…” Admiral…. General—The generals—“The General!”  If any of 
you who make clay, you know, you can design something on paper, and then when you try to do 
it, it (laughing) doesn’t work.  So I had designed the seat, you know, sort of like that up and then 
across and down; and I realized those two legs were going to be too heavy to stay together, that it 
would split the top.  And so that’s when I decided to put the lightning and the… clouds part in 
there. 
 
SLIDE 
 
A side view of it…. That’s sittable too.  But when I have friends who have little children we put 
the little children in them. 
 
SLIDE 
 
That’s the back. 
 
SLIDE 
 
And then… mirror—I was doing—started doing some mirror frames and stuff; so… using… 
like… mosaic.  That’s a mirror frame… 
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SLIDE 
 
… and then this goes into the series that I started working on on paper and in clay on minstrelsy; 
and that had to do with the presentation of these images of Black people by… by whites… 
during the time of the minstrelsy, and some aspects of it we still see on TV now, of people… 
the—being bouffant and fools… and idiots…. But… these are songs—these are songs—these 
are the titles that… are the real titles; and so it says, “Who’s dat nigger dar apeepin’?” and that 
was 18… 44.  And… at the bottom it says, “Who’s dat nigger dar apeepin?  Go away, nigger, 
you can’t come to tea.”  But… the importance of looking at this is I was trying to show the 
person who was behind the mask; and my purpose of doing this was to give back a very negative 
image of me to the people who made it themselves.  I never was that… and I took it to heart.  
And the taking of it to heart was very destructive for me… and very destructive for Black 
people; and it resulted in a lot of self-hatred that still exists today.  So I did this minstrel series; I 
did eight small ones… 
 
SLIDE 
 
And this is a mirror frame; there’s some chairs and so blah blah blah.  Anyway… 
 
SLIDE 
 
Now.  I will get to that minstrel thing again, because I have some drawings.  This is my 
commission I did at PS One Per Cent for Art for Public School; and this is for the library.  And 
it’s a three-feet by five-foot mural.  That’s that New York art look, right?  Get the hat on… stand 
there and pose next to the work? (laughter) (laughs) Yeah, well, anyway…. There is… these 
people—these—God, it looks more busy than I thought.  Maybe I’m so close to it—It is sort of 
busy… but the children like it.  Anyway.  And then I did two other ones.  One was… They were 
supposed to go in the auditorium… but they ended up in the cafeteria because the firemen came 
and took my spots out of the auditorium and put alarms there instead.  So… this was an area, a 
neighborhood that a lot of Dominican people lived in; and I was trying to have some kind of 
cultural and visual relationship to that community; so I went to a class one time—my girlfriend 
had a class—and they were primarily Dominican children… So they told me this story… which 
rests at the bottom, about a whale… airplane flying over and fell in the water and was eaten up 
by the whale.  So I put it here in the bottom.  But this is really about… theater… the things that 
I’m involved in; and so I wanted to have these children doing significant and wonderful things… 
And so they’re preparing for a performance; and that’s how I did this.  And… I put a RASL 
16mm camera there for a girl who’d be running… and… so that was a very important thing for 
me.  And then here I have a song for the grandmother; it’s called “Abuela’s Song;” and… again 
you see the audience out there… and… And then the lights—theater lights—I went down to the 
public theater and sketched those lights so I could make it look… right. 
 
SLIDE 
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This is for Jim’s book called The Stone House; and it is about fifteen inch tile… sixteen inch 
tile… of the young girl named Suji who is in search of her poetic voice.  And we have that book, 
and Jim will show that to you at another time; but this is what I was doing. 
 
SLIDE 
 
And this is also from The Stone House.  It’s about the father who is a pederast; but here he has 
lost—up in the corner you see he has power in riding her like… a tricycle, by guiding with her 
hair.  And here the bicycle is melting, and that’s why she says, “It’s too late for you.”  So…. 
 
SLIDE 
 
And then here is another part from it: “Fixit was not colored, at least not all the time;” and he’s 
one of the characters based on Yoruba gods… and the trickster—and she goes to visit him in 
search of… the odyssey of her life and the information that she needs to go on, in order to free 
herself from this condition and to find her poetic voice. 
 
SLIDE 
 
And here is another version of… “Your old man’s a fox, ain’t he?”  Well, the father would 
morph into being a fox… and a dwarf sometimes…. So these are all brushed—underglazed 
ceramics. 
 
SLIDE 
 
And this is—I just thought I’d show you some of our lofts; so this the old loft at 736 
Broadway… when we put all the flags where we traveled… 
 
SLIDE 
 
… and here’s Jim! (laughter) (laughs) You gotta have your pictures; you remember me here.  
You are going to have your pictures just like this; so take good ones…keep them nice…. 
(laughter) 
 
SLIDE 
 
That’s our old cat, Shango. (phonetic) (murmurs) (laughs) There he is. (laughter) Listen, Shango 
was strange. Shango loved to be sprayed by water; and he loved to drink clay water. If you didn’t 
keep that clay bucket filled with water, he’d come over and get you.  (laughter) He was a 
wonderful cat; he lived till nineteen years old. 
 
SLIDE 
 
And this is the back part of that loft; it was a sort of a tunnel loft.  It was right there at Waverly 
Place, if anybody knows… Waverly Place and Broadway… 
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SLIDE 
 
…And this is how our living room looked; and that’s one of Norman Lewis’ pieces up there, 
“Vivian Brown…” Takashi Saito (phonetic) I met in Tokyo…Hal Woodruff (phonetic) is up 
there… and… Bearden… You know, we living the life of artists, right?  Art!  (laughs) And 
then… Hoo! Jim, was that your (unintelligible, possibly dance)? (laughter) Was that your 
(unintelligible), Jim? Huh? Damn! (laughter) (laughs) And that’s where Dion (phonetic) slept.  
You know I just take pictures of everything.  You know these things serve me well when I go 
back to do documentary things…. They really will.  If you end up in doing film, these things 
really help you later to embellish your films… if you keep good records. 
 
SLIDE 
 
And Jim’s in our—in the kitchen.  
 
SLIDE 
 
And there’s Norman. 
 
SLIDE 
 
And that’s my ceramic area… 
 
SLIDE 
And that’s our bathroom. (laughter) (laughs) And there I am shooting my picture… in the 
bathroom, I think.  There was a toilet someplace.  I don’t know—some note up there at the 
(unintelligible) telling people how to pee on the floor and don’t pee on the floor. (laughter) I’ve 
got all those—I did a whole bunch of series of toilet art telling people, “Don’t pee on the floor, 
and don’t put the Tampax in the toilet.” (laughter) 
 
SLIDE 
 
And this is that bathroom again.  And there I am—Miss Hag…. (laughter) getting up… in the 
morning. (laughs) And then…  
 
SLIDE 
 
… this is a drawing that I did that Jim bought that we used in some of our films; but it’s a poem 
that I wrote… and I guess this is another version of me and Jim—Again, I told you, any time you 
see the little beard… that’s Jim right?  And then that’s me behind the eyes or the hands or 
something.  But it’s… a poem about… about Jim; I’m saying, “Oh my darling, darling, darling, 
speak to me in those old words—you know, those la-la words, those tung-tung kind of 
sounds….” Anyway, it goes on and on like that…. 
 
SLIDE 
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And then this is a collage that I did; I think it’s in the—It is in the exhibition… in Portland… and 
it’s “Collage Number Four.” 
 
SLIDE 
 
And then these are a series of drawings that I did with those ceramic characters called the 
“Gaushong (phonetic) Series.”  I did them in Taiwan.  And… And then I had a wonderful 
calligrapher who wrote on the top, did some nice calligraphy for me.  That’s sort of inappropriate 
for Western drawing, but, you know, I wanted to share… in the culture.  
 
SLIDE 
 
And then this is one of the pieces… And the imagery you see in here are the imagery of these 
dancers, which, to me, are the things that have to do with balance… and order… and so this 
series of drawings was about a big fight Jim and I had… and… you know, they’re trying to cool 
it out… make it nice… (laughter) and… so here they are… dancers…. You know, that’s me and 
Jim—only here they have the Chinese names, because they’re—You couldn’t have your Western 
name because it would be too long for a chop or a seal to get your money out of the bank.  So 
that’s my chop; and my Chinese name was Beela-May (phonetic) and Jim’s name—his name 
was (unintelligible) and I’m saying the tone off—for all the Chinese here, I know you are 
noticing I ain’t saying it right… (laughs) But that’s who we are; and we’re… there in Tai-Tai 
Mountain. (phonetic) 
SLIDE 
 
And then this is a commission I got for Absolut Vodka; and… --They’re horrible people to deal 
with. (laughter) They are just horrible.  They came back and wanted to use this drawing again; 
and they wanted to put a spin on it.  I said, “That’s called a derivative drawing, and you owe me 
more money.”  And they said, “Well, we’re not going to do that!”  I said, “Well, then you’re not 
going to change that drawing.”  But they’re awful.   
 
SLIDE 
 
These are, again, that couple looking askance again… and this is called… “Frankel and 
Tessa…”—Is it “Frankel and Tessa?” One—“Frankel and Tessa One.”  And it’s (unintelligible) 
color. 
 
SLIDE 
 
This is “Story of Mom,” a drawing from the sculpture. 
 
SLIDE 
 
And… another form of that drawing: the top part was completely redone after eight years.  You 
know, I’ll go back into a drawing and change the whole thing—I’ll say, “That ain’t working;” so 
I—you know, I’m never afraid of tearing it up, cutting it up… you know… I just did—
reconstructed it. 
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SLIDE 
 
This is an etching that I did in Morocco, when we were invited there to start the first print-
making workshop.  I was invited; Mohammed Khalil/Bob BlackBurn… 
 
SLIDE 
 
“Frankel and Tessa Two.”  Older…. She likes—She looks like a beautician, doesn’t she. 
(laughter) (laughs) Ha… yeah, a beautician.  You know women are heavier at the top than they 
are in the hips… huh?  (laughter) It’s a color etching; and it—It’s about the film.  The name of 
my film is called “The KKK Boutique Ain't Just Rednecks." 
 
SLIDE 
 
And then this is called… “The KKK Boutique;” it’s offset lithos that I did at Brandywine 
Workshop in Philadelphia.  And it’s… thirty by twenty.  And… the reason why everyone’s 
throwing the cross, it has to do with everyone’s complicity in the act of racism.  I think we are all 
guilty in some form; some people have more power than others, but this is why I’m having 
everybody catching this cross. 
 
SLIDE 
And… these are some of the minstrel drawings.  I don’t know what show this is; it’s some 
show…. I don’t know where this is.  Maybe—Kenkeleba House! 
 
SLIDE 
 
And then this one is one of the minstrel drawings; and he’s looking at the story of Old Black Joe.  
And… that Joe was a real character during the time of Stephen Foster who wrote all of the little 
songs about “Gone are the days,” and all those happy Negroes.  (laughs) And so here is the 
story—That is—that is historically correct story; but this character here is mine… looking at the 
story. 
 
SLIDE 
 
And then this one is again part of the minstrel series; it’s called “Mississippi Mammy.” And it 
says, “Mississippi Mammy, can’t you hear your honey-lambie callin’?”  This is some awful stuff; 
but I had a good time doing it, ‘cause it was funny, but it does cause discomfiture sometimes… 
(clears throat) among Black and white people. 
 
SLIDE 
 
And then this is “Zip Coon,” who was a character during that time. 
 
SLIDE 
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And then this is “Old Black Joe;” and it says, “I’m comin’, I’m comin’.”  You know all of it is 
dependent upon Black people being foolish and stupid… and willing, so willing to be 
subservient…. 
 
SLIDE 
 
This is “Old Uncle Ned.” “Hang up de fiddle and de bow for Old Ned.  He’s gone whar de good 
darkies go.”  Did you know that they used to call us darkies?  Huh?  How many people knew that 
we called darkies? (laughs) 
 
SLIDE 
 
Then is “Mammy’s Little Coal Black Rose.”  The idea of those gloves was my daughter’s, cause 
I was drawing them; she said, “Why don’t you make the hands gloves?”  So I did that.  And 
it’s… “Just because he wasn’t white, then his dear old Mammy kissed him, and… she said, 
‘Child, don’t you sigh.  Weep no more, my baby.’ Then he sang a Dixie lullaby.” 
 
SLIDE 
 
You know art is very cathartic.  It is a wonderful thing.  You can go through a series like this and 
just feel fabulous at the end of it.  And this is “Good Morning, Carrie.”  And… 
SLIDE 
 
… then this is “Honey, If You Only Knew.” Now this sort of takes on something else, because 
it’s that whole question of that dark face in juxtaposition—juxtaposed of these white ladies here.  
And if you know and remember the whole history of imagery of Black men, near or in the same 
area of white women of—or…. harming or threatening them, or frightening them, then we know 
the result of all of these things that were called lynchings.  And so… it’s placing it there with that 
image that I’m trying to say… some—another thing about a historical position and relationship 
between Black and white men, of how… men in general, if they feel that they own women… 
may use them as a device to have war with other men. 
 
SLIDE 
 
And then this is “Massa’s in de Cold, Cold Ground.”  What is it?  What’s it—Master says what? 
Oh, “Massa says the darkies love him because he was so kind.” 
 
SLIDE 
 
And then this is a later one that I did; and it is… That is really part of “Who’s Dat Nigga Dar A-
Peepin, but this is a longer version.  It says, “Who’s dat nigga dar a-peepin?  Oh, here I come jus 
for to see him ‘bout dis and dat and de other thing… Or I am blind for to kill you all.  Arise and 
lovin’ how I did fall.  But first of all… for I ‘spress myself on dis ‘casion, I should like to know 
who’s dat nigga dar a-peepin?  Who’s dat nigga dar I see?  Go away, nigga, you can’t come to 
tea.”  It’s part of American history. 
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SLIDE 
 
And then this is a mirror frame of a… “Down He Goes; Das Him.” 
 
SLIDE 
 
And then I made a plate. (laughs) I still got this plate; you know, I sold some of those plates early 
and I sold them to cheap.  I held onto one; honey, this gonna be big bucks now. (laughter) 
(laughs) Gotta raise money for film! 
 
SLIDE 
 
And then that’s again part of that other series; and I think we’re coming really close.  This is… 
that “Mondo Negro.”  It’s a different version of it. 
 
SLIDE 
 
SLIDE 
 
And… Break the monotony, huh?  Why—show you the film cans on the shelf, right? (laughter) 
 
SLIDE 
 
And this is a little bit about Hatch-Billops.  You know, I—Look.  I’m an archivist; I do film; I do 
drawings and prints… And I love all this stuff, full throttle.  Full throttle.  It’s a wonderful life.  
And… this is (laughing) part of some the things that we do.  I know it looks boring—but it’s not 
really.  And these are all the slides of artists, other artists, that I shot their work.  
 
SLIDE 
 
So I thought… I’d show you that a little bit.  That’s a big pot that I made… five thousand years 
ago.  Here’s a lamp that I made… Now this calligraphy’s on the money, ‘cause somebody told 
me it was.  See, I didn’t mess that up like I did that big pot.  And… that is a paper shade… and 
you buy a plastic disk… and that’s how you get that color.  
 
SLIDE 
 
And… a studio at one time in the back—Three Jenkins kilns piled together—That’s how you fire 
those big tall pieces. 
 
SLIDE 
 
And this is the loft we live in now.   
 
SLIDE 
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And that’s how the loft looked before we moved in. 
 
SLIDE 
 
It sure looks clean.  It didn’t never look that clean. (laughter) And there we were when we first 
moved in.  Look how we looked.  (laughter) We’ve been there now about twenty-five years, 
right, Jaim? That’s (unintelligible, sounds like Janko) (laughter) That’s (unintelligible Janko) 
 
SLIDE 
 
(laughs) (laughter) This is the beginnings of toilet art. (laughter) Look, if you clean the toilet, 
you get to write things like this.  For y’all who don’t clean the toilet, just shut up!  (laughter) I 
have to clean the toilet—I choose it, because I can’t stand it.  So I write signs… and you know 
what the women do?  Just stand over and spray all over the top of it; they just—(laughter) 
(laughs) This is—Yeah, I had a good time with doing these things.  But that’s it.  Okay.  So 
we’re going to show this little video.  It is… some of the art pieces that you’ve already seen.  It’s 
not a very good transfer of the original existing 16 millimeter; but we are at Ornette’s place; 
and… we’re pretending that this is church.  And my girlfriend gets… happy, and goes up to the 
cross; and she’s going to kiss the feet…. Now these are all cut-aways, so there’s no continuity; 
but she’s going to get up there and kiss the feet and get happy and go over and hug this white 
man.  And… but I’m against all of this, so I’m playing this other funny role which will become 
apparent.  We were just having a good time.  We were just young people—set in 1973… How 
old was I then?  Seventy—What’s that?  How many years ago was that?  Seventy-three? (Several 
responses: Thirty years ago.) Oh, God.  Ha, ha, ha… Oh, God.  Anyway.  Any of you know 
Benny Andrews as a Black artist?  He’s in it playing Quasimodo.  He’s got my hood on; his ex-
wife is doing whatever; and Vivian’s getting happy and everything…. Okay.  Can we roll that, 
please?  
 
Jim Hatch: This is your first film and it’s uncut. 
 
Speaker: Jim… (laughs) Yes, Jim.  This is my first film and it’s uncut. (laughs) 
 
Jim Hatch: And did you set it? 
 
Speaker: What? 
 
Jim Hatch: Artists House…. 
 
Speaker: Yes, I said it was that Artists House… which used to be on Prince Street.  
(pause) It’s video! (laughter) (laughs) 
 
Question: What is the Artists House? 
 
Speaker: It was a place that Ornette Coleman let artists come and have shows.  He didn’t take 
any commissions… but if you had sculpture and you had it in the middle of the—You know, the 
musicians came on the weekends so you had to move your stuff off to the side… and then they 
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broke my sculptures… and then I went and got a Death-Unto-My-Enemies candle for the 
musician…. (laughs) (pause) Oh, here it goes.  This is not a great—it’s an unsupervised transfer, 
so please…. Things that are bright are really bright!  But… it’ll give you an idea of what fun we 
were having.  And there is no sound, by the way. 
 
Question: There isn’t? 
 
VIDEO RUNS (Transcriber’s note: the following remarks by the speaker are made while the 
video is running) 
 
Speaker: No.  And here is Vivian going to those pieces that you saw at the Boston Museum 
(laughs). (pause) It’s very goofy; you can laugh, folks. (laughter) This is… you know, we…. 
We’re really messing around here.  See these pieces here.  So…. (pause) But if you’re ever doing 
a film about your life, this is great footage.  You see, this is how we were acting when we were 
young. (laughter) (pause) (laughter at various intervals).  Well anyway, I’m shooting him; that’s 
Esteban Fernandez, a friend of ours. (pause) I showed this down at Atlanta; and there was a 
whole bunch of Muslims, Black Muslims in the theater—They didn’t like this worth a shit.  
(laughter) And we had… Part Two; and I thought, “Oh, God! I didn’t even realize it was in the 
stuff.”  But there it was. (laughs) Guess who I am; Guess who I’m trying to play. (laughter) 
(pause) (intermittent laughter) That’s a burnoose; that was Ornette’s burnoose from Morocco, 
but it looked like a clam (unintelligible) See, I’m going to get them for doing all that mixing 
and…. (laughs) Oh, God…. Some people that were shooting on that, they’ve gone on to be 
famous sound editors and stuff—People I can’t afford any more, but… we were all… supportive 
of everything.  You know, I don’t know what that video machine is doing, but it was bad  before, 
but this is real—lost a lot of color—And that’s a… piece of sculpture—If the thing would stand 
still; it was called the “Black Southern”—No—“Baby Jesus”—“The Baby Jesus: Oh, See Him;” 
it was all about preciousness.  There’s Vinnie Andrews… with (unintelligible) (laughter) And 
that’s the baby Jesus and his toys… and then the (unintelligible) or all about him—It’s the 
preciousness of males.  And then I have a quote—the thing from Lewis Carroll, “The time has 
come…” You know.  And now we’re doing all these cutaways, see… The sculpture becomes 
alive.  This is how you make beginning bad movies. (laughter) And that’s Vivian… 
(unintelligible) (laughs) (intermittent laughter) She kisses it and it comes alive.  (pause) 
(laughter) (laughs) (pause) See me?  (pause) (laughter) I don’t know what role (unintelligible) 
was playing, but he’s got my cape on. (laughter) What did we tell Vinnie to do, Jim? 
 
Jim Hatch: I think he was a monk or something. 
 
Speaker: Oh. (laughter) See, and at one point… (laughter)—one point the cross comes… alive, 
but Vivian… and we have my feet up there, but Vivian won’t kiss my… feet. (laughter) 
(unintelligible) And so she decides she would just tickle my feet.  (laughs) (pause) See.  But then 
the feet come alive, see; and then when it’s time to kiss my feet… she ain’t going to kiss my feet. 
(pause) (laughter) (laughs) Oh, goodness!  See, there’s the feet; see that’s the—There the thing 
comes alive, see.  So Vivian has to come over and kiss my feet.  But she ain’t going to do it.  
See, she’s trying to tickle my feet. She ain’t gonna kiss my feet.  That’s Michael Kirchberger; 
he’s now a very famous sound editor.  He cuts his (unintelligible).  That’s it. 
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(END OF VIDEO) 
 
And then… (Applause) Hoooo!  Okay.  The last thing we have is an eleven minute film called 
“Take Your Bags;” and it is about the Middle Passage… and I am telling it to my three and a half 
year old cousin.  Jim, do you want to make any statement?  Jim is my co-producer… and we 
always do the films together.  Do you want to have anything to say quick? 
 
Jim Hatch: No, thank you. 
 
Speaker: Okay.  It is—Thank you. (laughter) And… we will entertain ten minutes of questions—
or five minutes afterwards—and then we will stop. (laughter)  
 
VIDEO RUNS (Sound track not transcribed) 
 
Speaker: Stop.  Stop.  Please stop film—The sound is off… and you have to start from the 
bottom… Take the—Take any kind of a muffle off of it, make it a little more treble… and start 
all the way from the beginning, please. 
 
Comment: We’re ready to try again. 
 
Speaker: Okay. 
 
Comment: I need to play with it for a second, because… 
 
Speaker: All right. 
 
VIDEO BEGINS (Sound track not recorded) 
 
Speaker: That sounds good. 
 
VIDEO ENDS 
 
(prolonged applause) 
 
Speaker: Okay.  Monday we’ll show two films at 8:30.  It’ll be “Suzanne, Suzanne,” which was 
one of the first films; and then (unintelligible)—“Suzanne, Suzanne,” and then we’ll show 
“Older Women and Love…” and that one’s about my aunt who had had a young lover when she 
was eighty.  Now all y’all don’t want to be a widder, don’t come. (laughter) So everybody who 
thinks the women gonna get older, and you want to have a life after… that… Anyway, so we’ll 
show that film… and all those (unintelligible) who might be closeted. (laughter) (unintelligible) 
And… and then we’re going to plan to show—to schedule to see the film of—we’ll show 
“Finding Christa;” if some of you’ve not seen it—It was on Channel 13 POV—the one that won 
at Sundance… And that film was about adoption… when I gave up my daughter for adoption.  
You know, when you have a problem, make a film.  Works it out—You can work it out really 
good; you can… don’t feel so guilty afterwards; you say, “I have purged myself.”  Anyway… 
we have “Finding Christa;” and then there is a film about racism called “The KKK Boutique 
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Ain’t Just Rednecks;” and it is about everybody’s racism—color/class… all this self-hatred… all 
this nose-pinching, these lips… all this color… all this darkness…. Nobody in the world wants to 
be dark… all over the world.  Ain’t nobody want to be dark; everybody wants to be light. 
(laughs) It’s ridiculous.  (laughs) But it goes back to the thing of… we would—You see, we 
wouldn’t have this problem if we hadn’t been able to keep on the slave ship—I’m sorry about the 
sound—but what was in our bags—was in our bags was all of our memory of Africa and being 
in the Ashanti kingdom—the art, the culture—It was all in the bags.  But when I grew up I was 
taught that we had nothing… that we were just like close to apes and monkeys and all those 
horrible things.  And that’s a very dangerous position to be in.  And I—So I did this film about 
that.  But, so “The KKK Boutique” is based loosely on Dante’s Inferno of Hell—I play Virgil… 
and we have this mad… (laughs) this seventy-minute feature film.  Never do a feature film!  You 
know, it’s that f-word.  “I’m going to do my feature.”  I say, “It’ll whip your ass, I tell you.”  
‘Cause sometimes it’s a stretched fifty-five minute film and it’ll cost a lot of money.  But… then 
I would like to show… What the heck did I do?  I’m having a moment—We did “Take Your 
Bags.”  Ah.  The last film we did is called “A String of Pearls,” and it’s the end of all of the 
family films.  Everybody’s grown up from “Suzanne, Suzanne,” which was shot in ’79; and now 
we finish the rest of it around the middle Nineties—and all those young men in that film, who 
were eleven and ten years old—say five years old—are now in their thirties.  And it’s sort of 
about that… the ending of those stories.  So that was… “A String of Pearls.”  “A String of 
Pearls” went to… the… Toronto (885) Film Festival, which is a wonderful festival; and… “Take 
Your Bags” went to Sundance…. So we’ve been to Sundance a couple of times, and been to 
Toronto three times… and also… San Francisco Cinematech—For any of you who want 
information on good festivals to apply to… or if any of you want to… join organizations like 
AIVF… they give you all kinds—they even have a magazine called “The Independent,” which 
will tell you a list of all the festivals and the fees that you have to pay in case you want to do it, 
blah blah blah blah blah…. Okay.  That’s it. 
 
Question: Are there questions? 
 
Speaker: Yes…. We’re doing very well.  It is ten minutes to ten… and at ten o’clock that’s it. 
(laughter) 
 
Question: Can you tell me why the Picasso and Matisse estate didn’t allow you to use the 
pictures? 
 
Speaker: Well, you know, when you get permission… One, we—They require a long drawn-out 
process… and then people who give you licenses to use their also—They also choose what they 
want you to have.  So we—Actually we really didn’t even need it… because… you know what 
Picasso looks like; you know what Braque and all of them look like.  And… But the child was 
looking at the real pictures… But… to apply to those you get in line.  I think the quickest one 
was the Museum of Modern Art, and it was… a little late. 
 
Question: They charge you a lot of money, too. 
 
Speaker: Oh, well, (dismissive sound)—Permissions always do.  You know, when we do film, I 
don’t buy music that I have to only get a license for a couple of years.  I find young… musicians, 
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creative people, who want to be in the film, and you give them some money—right of standard 
independent license for it… that does not include… home box office or theatrical.  So I—But 
you get it in perpetuity world-wide for—and for educational purposes.  Any 
 
 [AUDIO BREAK] 
 
Speaker: So that’s—he—Jim got a Fulbright to go to Cairo; and… we were sort of an item at that 
time…. And… so… two months later I went too!  (laughter) Sold all my pots… and left my car 
with somebody… I was gone…. And that was the beginning of… the adventure.  It was a 
fabulous thing.  We were living in Cairo at that time—During the time of Nasser… ’62… Pan 
Africanism…. It was a place where you felt sort of safe, in Cairo, in Egypt; and… there was a 
large… well… significant… collection of African Americans there.  Maya Angelou lived around 
the corner… before she became famous. (laughter) Please…. Anyway, she lived around the 
corner, (unintelligible, sounds like Ike Bar Muhammad, United) Muhammad’s son was there… 
poets…. They’re—Nasser—It was an interesting time that Nasser said that if you were 
Muslim—like people at the time were called Black Muslims or something—But if they came 
from—If they got to Cairo, he would subsidize them and send them to Al-Azhar to study Islam, 
Sunni Islam… but they had to learn Arabic and be able to (unintelligible, possibly cipher 1233); 
and they were really happy.  I mean it’s not that police weren’t mean like police can be in all 
places; but they say, “Yeah, but the police ain’t beating our ass here.”  You know, they were so 
used to getting their ass beaten in Jersey and Newark; but they weren’t beating it in Cairo, so… 
(laughter) (laughs) they were happy to be in this place.  And I was happy to be there too.  And 
then I left and we came back; and then I had an exhibition at the Gallery Akhenaton; and… that 
was the beginning of my somebody-ness, that I was thoroughly loved in Cairo.  I loved that place 
and they loved me.  And it was a wonderful, wonderful, wonderful time.  Jim taught 
cinematography there; and… we are still friends with our friends from forty years ago.  Two 
years ago we went back to Egypt—we’ve been back and forth—but our friends now—we’re 
all… you know… people can’t get down the steps…. (laughter) (laughs) This one’s… We’re on 
the tour bus and somebody’s having a damn heart attack.  I mean… But… But we did get to go 
out to the desert to meet the head Egyptologist who was a friend of our friend (unintelligible 
244); and he showed us such a special site… and… you know, so anyway, we toured around; but 
it was wonderful visiting friends from forty years ago.  And we are still in touch with them… We 
are still in touch.  And during all this hysteria about the Middle East, we still call Cairo, and just 
talk on the phone.  I say they can call us spies or whatever they want.  “Hello.  How are you?  
What’s up?”  (laughter) And what is wonderful is FedEx goes there.  (laughter) During the early 
(unintelligible, possibly fighting), you don’t know, honey, God couldn’t bring a package into 
Cairo. (unintelligible, laughter) And now… they got soft from our currency…. They used to 
have black market money… (unintelligible) the machines are there… the FedEx is there… so I 
can send my (unintelligible) I asked him, and I said… “When will it get there?”  They said, 
“Three days.”  I said, “Yay!”  You know, you had to have somebody carry out/carry in…. Or if 
you wanted to call you had to have a listener on the phone, and you had to speak a language that 
she understood, and the cook that we had, Abdul, he knew her, so he made her a cake… so she 
(laughing) would get on the phone so we could call out.  It was a wild time; it was fabulous.  It 
was a fabulous… you know… so this just acts like Egypt—this all, this craziness and stuff.  
Anyway, that’s what it did for me.  It was just a wonderful adventure; it really… was, and it 
changed my (unintelligible) forever—not only there but in many other places too.  Yes. 
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Question: Yeah.  I had a question is… I want to ask you about the idea of document… Like you 
said-- in the first few days you said, “You should maybe learn how to document—everybody had 
to learn…” I want to hear more about this… the idea of document, basically. 
 
Speaker: Well, when you do documentary films you look for all kinds of documents, all kinds of 
images, all kinds of letters—all kinds of things.  And so if we do—we do sort of docu-drama, 
because, you know, you sort of cheat a little bit.  But it’s when you—We’re going to—like when 
we’re doing a film, now raising money for a film about the (unintelligible); and… so that means 
that that footage that we have at that gallery is important footage.  If you’re going to refer to our 
lives… you find that little piece of film, and transfer that.  You find photographs—there’s 
photographs of Jim when he’s in… I mean I wrote this (unintelligible) kind of… idea—you 
weren’t but four… (laughter) He was about ten years old, but then they pose… (laughter) 
Anyway, all those documents, all those pieces tell a story.  It helps you know the story.  And 
that’s what I’m gathering now.  I have a lot of it.  I shoot… I have a—You saw how I shot the 
bathroom… And I shot that in 1973… (unintelligible) something… a need to make a record.  
That’s what I do.  I shoot things.  And sometimes I’m naughty, too.  I (unintelligible) catch 
everybody asleep… or half in their clothes… or Jim got me a good one—He got me so good—
We’re going to have a section of the film called “Gotcha!” (laughter) He just took some recent 
(unintelligible) You know, I don’t mind being my age; but I don’t want to be no hag in no 
photograph. (laughter) And I’m not… (laughter) Three consecutive hag photos…. (laughter) 
That’s okay.  This is going into “Gotcha!”  I gotcha.  I got (unintelligible) during the summer… 
(laughter) asleep.  But we have some—also some very beautiful footage and things; so what I’m 
now is gathering all the elements… all of the elements of documenting our lives.  That’s what 
I’m doing.  Yes. 
 
Question: Camille… (unintelligible) this question.  What is the… (unintelligible) Black 
American cultural history.  Could you talk a little bit about that? 
 
Speaker: He asked what was Hatch-Billops Collection.  It’s an archive of African American 
cultural history where Jim and I decided that we… There was a need to document the activities 
of playwrights and artists; and so we started doing it.  And Jim got a grant from NEH a long time 
ago, and he started interviewing people about theater, Black theater.  I was working on a 
Master’s at City College… and so I started documenting African American artists; that’s what I 
started doing.  Now… it’s not that I think maybe it’s such a—You know, it was one way of 
expanding my… my… platform.  You know, when you do things for other people or about other 
people you extend—you expand your own life… because a life can be sort of small…. You 
know, you sit over there in the corner with your stuff… (laughs) You know… But you put your 
stuff out there for some other people and it’s much nicer.  It’s better.  And it has more power; 
and so what-- we started this organization… in 1973, incorporated in 1975 as a 501c3.  I 
became—I learned how to write grants… You know… You have to learn the business of your 
life.  I learned how to write grants; I learned how to do proposals… I learned how to be an 
administrator… photographer… along with being an artist…. And I like that life.  And this way 
you don’t sit around waiting for somebody to do something for you.  I don’t see anybody 
coming…. (laughter) (unintelligible) We learned how to publish… here, rather than making 
people… “Put me in your book and give me one paragraph and get a little crappy book.” 
(laughter) (laughs) 
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Question: Camille… (Second voice unintelligible) 
 
Speaker: Yes? 
 
Question: (unintelligible) 
 
Speaker: Yes.  Oh, yes.  This is one that we did.  We’re now on Volume… 22.  This is the 
cover…. It’s got Billie Holiday on it; and this is a photograph of me by (sounds like Key Bell).  
We invite ten artists a year to come and talk about their work, what they say the work is about, 
before the historians start doing (unintelligible) And then they talk about the people who 
influenced them… and they talk about who was (unintelligible) in their family.  It’s usually 
material that you don’t find someplace.  So we do ten artists a year, and… we… up to this point 
we’ve done about three hundred artists; and… we are funded by the State Council on the Arts… 
that has funded us for about twenty… twenty-one/twenty-two years… and they—You know—
we couldn’t make it without that… couldn’t even come near.  We didn’t know how to write—I 
didn’t know how to write a grant.  I didn’t know what a corporation was…. I didn’t know any of 
that; and the only person that helped me was the guy that was the head of the school there, 
named Calvin Walker.  And he helped me through it for two years.  He said, “Did you raise the 
money?”  I said, “Well how was I going to raise the money?  You knew I wasn’t going to raise 
the money!  Where is the money?” (laughter) And then the third time I got it.  And they hung in 
with me until—That’s what they did; they nurtured a lot of people.  A lot of not-for-profit 
organizations without that (unintelligible) The Endowment certainly gave us very generous of 
their support.  So they support this book; and we raise money; and we sell it.  And it’s rally sort 
of a wonderful thing.  We… It’s primarily African American artists, but we did—After we came 
back from Taiwan we did a lot of Asian Americans at that time… and we do other people of 
color.  We do some people—white people who have had significant relationships with Black 
people.  So we did Heddy Jones who had been married to (unintelligible), and she’s a poet… and 
she’s the daughter of Lisa Jones and… Kelly.  So, this is what this is.  This is an important thing 
for us because you empower yourself by saying, “I can do this.”  We had—I learned how to 
publish!  And we had a lot of people to help us—I mean we don’t do this alone… We have a lot 
of people that help us.  You know… when we had no money, very little money, I’d whine… 
complain… beg… Anyway, you’ll meet—maybe meet Emma Amos; she’s on the Board here.  
Emma’s daughter is our copy editor; and each year I talk to her daughter, India, and I get a tiny 
little voice, like this; and I say, “India! You’re going to help us one more time?”  “Yes!” “Thank 
you, Sweetness!” (laughter) … and all this shit… That’s (unintelligible) “We’re going to give 
you a little more money.  Not much!  Like a thousand this time!”  That’s what I do in order to get 
my (unintelligible) And… then we have a man who works for Knopf, and he does… the… 
(unintelligible) the magazine through the whole process.  So… it’s a wonderful thing for an artist 
to learn to do (unintelligible) I encourage you, when you feel that you want to change your life, 
then change it with other people… and document yourself… and feel free to publish and not be 
intimidated by people who say that that is a vanity publication or that’s less than—It is not; and 
it’s valid; and I tell ya—there’s a large world out there.  I was down (unintelligible) 
playwrights—they were down there doing (unintelligible); and I said, “How (unintelligible) 
doing that?”  And he said, “The idea’s (unintelligible) because of colonialism.”  So all I’m 
saying is that it’s a very rich world out there… Audrey Lord, she went to Germany; and you 
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know all those children up in Germany that are mixed with Africans, and the Germans are giving 
a hard time, calling them all kinds of nasty names…. She went over there and gave them a 
(unintelligible), and they came out swinging as Afro-Germans, baby.  I said, “Hey! That would 
work.  That would work.” (laughter) So they joined the Diasporic group; we’re all part of the 
African Diaspora.  We all are, really, because—I don’t know if any of you have seen that 
(unintelligible) about everybody walks out of Africa.  You’ve seen it, right?  Did you see it?  Did 
you see it? (light laughter) It was fabulous. 
 
Linda Earle: Camille, could you talk a little more about when you started doing film? 
 
Speaker: Started doing film?  When did we start doing film, honey?  …Seventy-nine …1979.  
That’s when we started doing the film about Suzanne… and because it was to celebrate her 
survival of being a heroine addict.  And so that’s when we started, but we didn’t finish it until 
’82 because of money.  Anybody interested in talking about money?  Of how you raise money?  
What that is? 
 
Comment: Talk about it. (laughter) 
 
Question: How is… You had come into my studio, and you’d mentioned that the raising of 
money came through your artwork, which helped you fund your films; and… that was the—I 
guess the foundation for your films, and I wanted you to… express that. 
Speaker: Yes.  You know, it’s hard to get grants for film.  And… the Endowment used to give 
money—But are they back at the individual artist thing again?  ‘Cause some artists were 
naughty, weren’t they? (laughter) (laughs) Getting up there in the face of those conservative 
people… I don’t know what they had on their mind.  Didn’t they know that Jesse Helms lives?  
Didn’t they know that?  What was up with that?  Blew it—blew it—blew us all out of the 
water—stopped all those grants.  But anyway, so what I do is… I raise money for Hatch-Billops, 
so I’m very good at raising money.  I sell other people’s art, African American art—That’s a 
very large industry.  It’s huge now; it’s fabulous.  And I have a booth once a year; and I sell art 
between a hundred dollars and three thousand/four thousand dollars.  That’s how I do it; I sell 
my own work… to my friends.  If I didn’t have my friends, we’d (unintelligible).  My friends 
and the friends of friends.  But that’s how I learned—I’ve had raffles…. I raffled off one of my 
big ceramic pots…. I made $3200 off a $3200 raffle…. (unintelligible) …get out. (laughter) 
(laughs) And… I had an auction one time.  And… I sell real estate on the film… Everybody’s an 
angel for five hundred dollars… (laughter) One friend really loved us and… gave me five 
thousand—no input.  She was a—She was on the (unintelligible); and then when she saw the 
film she hated it. (laughs) (laughter) Oh well.  Too bad.  But that’s how I do… You know, you 
find your friends, but don’t borrow… you know; and don’t get on credit when you go to those 
film places—Don’t do that.  If you don’t have the money, you just sit down.  You can’t play with 
that; it’s too much money. (laughter) Oh, it really is, and ‘cause you could lose everything; you 
could lose your great-grandchildren’s pension plan…. (laughter) Everything.  So… I’m now 
trying to raise a hundred thousand.  And—But you think of money as conceptual… You know, 
this plus this—If you can… set—Look, I’ll tell you what.  If you can make a raffle—I think 
they’re slightly illegal—but… (laughter) raffle off a dinner at a restaurant.  You an do that.  A 
dinner at a restaurant.  Pay for a hundred dollar—two hundred dollar dinner… sell thousands of 
tickets… (laughter) No, you can do that!  It’s a lot of work—See, y’all don’t want to work!  
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You’ve gotta work.  You have to love that.  You really have to love—I think I really love it. 
(laughter) (laughs) That’s what George (unintelligible) said.  He went to Senegal; he said, “I saw 
all your relatives right in that marketplace.”  Yeah… that’s where that came from—all that 
selling!  (laughter) Anyway, thank you very much.  (Applause) 
 
(pause) I forgot this. Over here are some of the publications that our films are in; and this is the 
last book that was—I was in— the minstrel drawings—It’s called Colored Pictures: Race and 
Visual Representation.  It’s by Michael D. Harris, Professor of Art at Chapel Hill.  And it’s a 
new art history—African American art history book.  So… you can just sort of cast your eye on 
(unintelligible) …if you’ve been eating food, don’t touch my books.  Okay? (Applause) 
 

END OF RECORDING 
 


