University of Windsor

Scholarship at UWindsor
Electronic Theses and Dissertations

Theses, Dissertations, and Major Papers

2008

La Façade
Sacha Nastili
University of Windsor

Follow this and additional works at: https://scholar.uwindsor.ca/etd

Recommended Citation
Nastili, Sacha, "La Façade" (2008). Electronic Theses and Dissertations. 2561.
https://scholar.uwindsor.ca/etd/2561

This online database contains the full-text of PhD dissertations and Masters’ theses of University of Windsor
students from 1954 forward. These documents are made available for personal study and research purposes only,
in accordance with the Canadian Copyright Act and the Creative Commons license—CC BY-NC-ND (Attribution,
Non-Commercial, No Derivative Works). Under this license, works must always be attributed to the copyright holder
(original author), cannot be used for any commercial purposes, and may not be altered. Any other use would
require the permission of the copyright holder. Students may inquire about withdrawing their dissertation and/or
thesis from this database. For additional inquiries, please contact the repository administrator via email
(scholarship@uwindsor.ca) or by telephone at 519-253-3000ext. 3208.

LA FACADE

by
Sacha Nastili

A Thesis
Submitted to the Faculty of Graduate Studies
through Communication Studies and Social Justice
in Partial Fulfillment of the Requirements for
the Degree of Master of Arts at the
University of Windsor

Windsor, Ontario, Canada
2008
© 2008 Sacha Nastili

1*1

Library and
Archives Canada

Bibliotheque et
Archives Canada

Published Heritage
Branch

Direction du
Patrimoine de I'edition

395 Wellington Street
Ottawa ON K1A0N4
Canada

395, rue Wellington
Ottawa ON K1A0N4
Canada

Your file Votre reference
ISBN: 978-0-494-42297-7
Our file Notre reference
ISBN: 978-0-494-42297-7

NOTICE:
The author has granted a nonexclusive license allowing Library
and Archives Canada to reproduce,
publish, archive, preserve, conserve,
communicate to the public by
telecommunication or on the Internet,
loan, distribute and sell theses
worldwide, for commercial or noncommercial purposes, in microform,
paper, electronic and/or any other
formats.

AVIS:
L'auteur a accorde une licence non exclusive
permettant a la Bibliotheque et Archives
Canada de reproduire, publier, archiver,
sauvegarder, conserver, transmettre au public
par telecommunication ou par Plntemet, prefer,
distribuer et vendre des theses partout dans
le monde, a des fins commerciales ou autres,
sur support microforme, papier, electronique
et/ou autres formats.

The author retains copyright
ownership and moral rights in
this thesis. Neither the thesis
nor substantial extracts from it
may be printed or otherwise
reproduced without the author's
permission.

L'auteur conserve la propriete du droit d'auteur
et des droits moraux qui protege cette these.
Ni la these ni des extraits substantiels de
celle-ci ne doivent etre imprimes ou autrement
reproduits sans son autorisation.

In compliance with the Canadian
Privacy Act some supporting
forms may have been removed
from this thesis.

Conformement a la loi canadienne
sur la protection de la vie privee,
quelques formulaires secondaires
ont ete enleves de cette these.

While these forms may be included
in the document page count,
their removal does not represent
any loss of content from the
thesis.

Bien que ces formulaires
aient inclus dans la pagination,
il n'y aura aucun contenu manquant.

Canada

Author's Declaration of Originality
I hereby certify that I am the sole author of this thesis and that no part of this
thesis has been published or submitted for publication.
I certify that, to the best of my knowledge, my thesis does not infringe upon
anyone's copyright nor violate any proprietary rights and that any ideas, techniques,
quotations, or any other material from the work of other people included in my thesis,
published or otherwise, are fully acknowledged in accordance with the standard
referencing practices. Furthermore, to the extent that I have included copyrighted
material that surpasses the bounds of fair dealing within the meaning of the Canada
Copyright Act, I certify that I have obtained a written permission from the copyright
owner(s) to include such material(s) in my thesis and have included copies of such
copyright clearances to my appendix.
I declare that this is a true copy of my thesis, including any final revisions, as
approved by my thesis committee and the Graduate Studies office, and that this thesis has
not been submitted for a higher degree to any other University or Institution.

iii

Abstract:
The purpose of my short documentary film thesis is to explore the
commodification of race in popular urban American music. The commodification of race
for the purpose of my film is the idea that the entertainment industry, whose board
members are composed predominantly of white men, have created and marketed a racial
identity and a standard of "Blackness" which was based on stereotypes. Thefilmwill
explore the music industry and the black community in the south side of Chicago and
downtown Detroit through the voices of independent artists who discuss in their own
words whether or not "urban" music is a reflection of their communities and what kind of
effect it has had in their neighborhoods.
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Artist Statement/Reasoning:
The idea for my thesis was sown 10 years ago when I was part of a Vancouver hip
hop group. We achieved a modest amount of success for the era, and were given a
Canadian album offer from a subsidiary label contingent upon the condition that we
would change our content to include guns and selling drugs. We refused and the offer
was dropped. The premise for the film was further developed after returning from the
Caribbean in 2004. I was greatly taken aback by the influence American programming
was having on the cultural identity of many Trinbagonians (The people of Trinidad and
Tobago). Many youths had adopted mottos like, "Get Rich and Die Trying", and gangs
had given themselves names like "G-unit" (named after rapper 50 Cent's group).
Blackness on my island became a replication of what many youths thought being Black
in the U.S. was about. I was concerned that a fabricated identity, synonymous with rapvideos and songs manufactured by labels was creating the definition and boundaries of
racial identity.

The film concept was further developed upon coming to Windsor and seeing the
decay and destitution of Detroit's downtown. Instead of starting with a developing
country, I rationalized, why not analyze commodified race from "ground zero": The
American ghetto. The American ghetto is the backdrop to popular music in general (and
urban music specifically) and as a result, the American ghetto as a by-product had oddly
enough become romanticized.

This commercialized romanticization comes with a blind eye towards the real
problems plaguing inner cities such as high murder rates, drug use and poverty. Chicago
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for example, is in the current wake of 57 shootings in span of two weekends (April 21s to
the 23rd and April 28th to the 30th, 2008). With Detroit and Chicago having some of the
most problematic inner cities in the U.S., I figured this would be the best place to begin.
The celebration of gun violence in popular music would seem to be problematic,
especially in the wake of 57 shootings. My aim was to have artists in these low-income
communities speak to their experiences regarding life and music to help the viewer
understand the realities of the ghetto. The testimony of these chosen artists would act as
the voice of reality for those who idealize the glamorized "urban" identity. Those
interviewed can put into context the damage and reality involved in idealizing the
commercialized identity. These community-focused artists would expose the stereotypes
that have become synonymous with race and Blackness thus exploring the hegemonic
role of popular urban culture.
Film Statement:
The film "La Facade" will ask the primary question of whether or not popular
urban music has become a hegemonic tool in racial discourse. This investigation will be
achieved through exploring the idea of "commodification of race" within the context of
popular urban music and the effects this racially charged music is having on the Black
community. The idea of the "commodification of race" is the notion that the
entertainment industry has created and marketed a racial identity and a standard of
"Blackness" which is based on stereotypes. These stereotypes are increasingly becoming

the ideological definition of an entire group of people within North America and globally
as American popular culture becomes increasingly exported.
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The information will be discussed through the views of five independent
musicians living in Chicago and two artists living in the city of Detroit. These artists will
testify to the impact commercial music (BET/MTV-Rap/R&B) is having on their
communities. Issues of violence, sex, illegal activity and the hardships of trying to be a
progressive artist will be discussed within the film. These two geographic areas were
chosen because they represent some of the most problematic neighborhoods in the U.S.
and unfortunately a good way in which to achieve an honest contrast between reality and
entertainment.

The film will be approximately 12 minutes long and will be filmed on Standard
Definition (SD) at 24 frames per second. The music will be composed by an independent
producer based in Vancouver.

Race, Music and Ideology:
Stuart Hall's theoretical approach, as discussed in this document's upcoming
methodology section, serves as a background for how racial identity is created and
maintained through his constructionist approach to race as a discourse. The documentary
film works within Hall's framework showing how the connotations in language and
signifiers of race are upheld via popular culture. Contemporary Rap and R&B (urban
music), specifically, have arguably created the system of connotative maintenance in
which awkward stereotypes are re-enforced as reality in discourse.
"The concept of race in American social life is a concept under constant
contestation. However, despite this fluidity, both historically and today,
ideas about race have dictated notions about white superiority as much as
they have about black inferiority. Popular culture has had a centuries-old
history of communicating racist representations of blackness in Western
3

societies, giving it the power to distort, shape, and create reality, often
blurring the lines between reality and fiction."
(Dirks & Mueller, 2007, pg. 115)
Researchers Danielle Dirks and Jennifer Mueller point of the historic pattern of
racialized popular culture in America beginning with the Minstrel show. Nineteenthcentury Americans proudly boasted of minstrelsy as the first distinct form of American
entertainment, laying claim to it as "our only original American Institution", making the
minstrel the first form of American popular culture (Dirks & Mueller, 2007, pg.l 18).
Minstrels were known for their racism as white actors painted their face black and
typically portraying African Americans as lazy stupid and essentially subhuman. These
portrayals for Caucasian audiences meshed ideologically with the negative sentiments
regarding the abolishment of slavery and integration. Later, African-Americans replaced
the white actors further re-affirming the racist ideologies in the conscience of the white
viewer (Dirks & Mueller, 2007, pg. 118).

Ironically, Dirks and Mueller parallels today's popular culture with the popular
culture of the minstrel era. For example, "gangsta" culture (which is now an important
part of popular culture) is "the model illustration of patriarchal masculinity"
(Dirks&Mueller, 2007, pg.l25). This very "popular culture" tells young Black males that
only the predator will survive. Today's "criminal-blackman", "thug" rappers are not
much different from the "historical stereotype of bucks (black males who were used for
breeding during slavery) who were always the big, baadddd niggers, oversexed and
savage, violent and frenzied. These and the many other controlling images are designed
to make racism, sexism, poverty, and other forms of injustice appear to be natural,
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normal, and inevitable parts of every-day life" (Dirks & Mueller, 2007, pg.125).
Dr. Johnnetta Cole, president for Bennett College for Women supports the notion of
historical stereotypes when critiquing the current representations and ideologies of
"gangsta rap".
"In gangsta rap, as in a range of venues in American society, there is a
close connection between machismo and homophobia. Indeed, womenbashing and gay-bashing are part of the culture of violence that pervades
some rap music genres. Add to this the already-to-present use of the Nword and there is a complete package of racist, misogynistic and
homophobic messages filling TV and radio air waves." (Cole, 2007, pg.
94)
Further studies, especially pertaining to gender roles, see the commercialized urban
music as an issue. Research showed that our media had legitimate effects in shaping
youths perceptions thus substantiating the images and messages found in contemporary
Rap and R&B music.
"A report that more than half of a sample of young educated males agreed
that rap accurately reflects at least some of the reality of gender relations
between black males and females. Thus the influence of music, and
particularly this genre of rap music, must be taken seriously as it continues
to dominate the music scene. The embracing and use of such myths and
stereotypes by African Americans and the American public, in general
create false definitions of who women are as a group.. .it serves as an
ideological support mechanism that legitimizes the mistreatment and
degradation of women"
(Adams & Fuller, 2006, pg. 953)
While this article discusses the music's role with specific regards to gender relations and
misogyny, the researchers' conclusions can be utilized in discussions of reaffirming racial
connotations that dictate identity. All of my subjects agreed with this system of
connotative maintenance. In some cases, the interviewees concurred that some artists
represent the hardships around them through discussing drugs and murder. These
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subjects made it very clear that there are very real and serious rationales and situations,
which create these conditions, and the ghetto is not as simple as the videos make it look.
Similarly, artists who were interviewed also recognized that these ideas were a positive
when marketing yourself as an artist to the labels, creating "studio gangsters". The
research and findings of my film currently suggest that "urban music" is detrimental to
the Black community and the overall construction of the Black identity.
Journalist and Dean of Hampton University's Scripps Howard School of
Journalism and Communications Tony Brown, summed up the concern of Black
portrayal in the media as follows:
"The enduring effects of three hundred years of slavery and racial
stereotyping surfaced in a sixth-grade public school class in Montgomery
Country, Maryland. When black students in the class were asked to speak
on their impressions of Black people, this is what was said. Most believed
that this inferiority was inherited. No matter what happened during their
upbringing, nothing would change that fact. And education was
absolutely useless in their world, they believed. Following are examples
of negative stereotypes that were believed by the Black students:
* Blacks are poor and stay poor because they are dumber than whites and
Asians. *Black people don't like to work hard.
*Blacks don't need to work hard because it won't matter in the end.
* Black people have to be bad so they can fight and defend themselves
from other blacks.
*Blacks see their badness as natural.
* Black men make women pregnant and leave.
*Black boys expect to die young and unnaturally.
* White people are smart and make money.
These stereotypes have been deadly within the Black community, where
many young people have learned to live down to expectations." (Brown,
1995, pg.122-123)
The film will make a strong case targeting urban (Black music) in this regard,
specifically discussing how elements (violence, sex etc.) within the music act as a form of
6

hegemonic maintenance. While arguments surrounding profitability and capitalism are
also valid points as to why a "gangsta/consumerist based" form of hip-hop is so heavily
promoted, this argument will not be part of my film. Additionally, I have not addressed
Hip Hop's origination as a social justice movement. I have not incorporated these issues
into my short documentary film, because I did not want to weaken my research by
spreading my research "too thin".

Methodology:
The methodology I have chosen for my thesis production is anchored in two
distinct ideological approaches. The first, Stuart Hall's "constructionist approach" to
race as a discourse, explains my overall reasoning for pursuing my topic and explores the
concept of race as an unfixed property. I believe this methodology is crucial for my film
as it explains how race is constructed. This theoretical approach is not discussed in my
film, but is provided in the supplementary written portion of my thesis for
contextualization. The second methodology, "the interview", is production based and
will details the appropriate methodological steps for filming an interview. This
methodology will explain my style of interviewing and how it enables my research to get
most truthful answers.
The Production of Race:
First, I will discuss Stuart Hall's "constructionist approach" to race as a discursive
element. The "constructionist approach" dissects how language is used to construct the
material world as we know it. The "constructionist approach" sees language as a means
of creating "meaning" in the physical world through a multi-participant exchange of
ideas. Multi-participant stresses that meaning is a collaborate affair sought through
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negotiation. In order for this to happen, we must acknowledge the fact that words and by
extension, language function only because they adhere to shared societal norms, rules,
syntax and overall consensual agreement allowing society to communicate effectively by
creating and re-creating meaning (Hall, 1997, pg. 232).

The constructionist/structuralist understands that meaning cannot be fixed
in language. "We construct meaning, using representational systems - concepts
and signs. Hence, it is not the material that conveys meaning, but the language
system or whatever system we are using to represent our concepts" (Hall, 1997,
pg. 232).

Hall uses three specific social-constructionist (structuralist) views when
discussing the construction of race. These three views operate through the discourse of
"difference" and maintain that "meaning" will be produced through the "difference"
associated with the construct of language.

The first approach will be briefly discussed to describe the intangibility of
language. The method utilizes Swiss linguist Ferdinand de Saussure's "overall
hypothesis regarding the production of meaning by differences through signs. Difference
is essential to meaning and without it, meaning could not exist"(Hall, 1997, pg. 234). A
"word" is then understood (meaning constructed) through its opposite reference. So in
the example of the sign "Black", "meaning" can only be constructed in relation to
"White", and by extension all the meanings/concepts/ideas associated with the word
"White" (which by Saussure's definition is the signified). Meaning is hence
deciphered/defined in relation to its opposite, otherwise defined as "binary oppositions."
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Binary oppositions allowed "Saussure to hypothesize over language, making the
realization that the production of "meaning" rested on signifiers having an organized
system of differences" (Hall, 1997, pg. 34).

Thus, the relationship between signified and signifier was not seen as permanently
fixed but structured by cultural and historic codes. Meaning then, is fixed in a specific
societal (cultural and historic) syntax, where signifieds are capable of shifting, creating
the potential for different interpretations of the world around us. Cultural and historical
meanings (or ones' interpretation) by extension allows for the signifieds to shift, creating
different outlooks and interpretations of the world. What this means is the relationship
between signified and signifiers are not permanently fixed, but open to negotiation and
change, and will vary across historical and cultural contexts.

Another key composite of constructing meaning through "difference" is that
binary opposites usually have a power relationship allocated to them. One term in the
equation will usually hold a privileged meaning while the other will naturally be
subordinate in nature. In the previous example utilizing color, the binary opposite would
be "White/Black" with "White" holding the privileged meaning while "Black" will be
allocated with the subordinate characteristic. Meaning is then constructed through
signifieds, which consist of further corresponding binary oppositions like Rich/Poor,
Peaceful/Violent and Civilized/Savage for example.

The construction of race through language is ideologically upheld by the media.
In the context of music and popular culture, the images, lyrics and ideas within the
cultural arena become the staple of communication and our interpretation of reality, are
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founded upon. Thus, race and one's perception of reality are generally constructed and
experienced through the media; especially for those who have no prior experience in the
given situation. This is how we get the romanticism of the ghetto and "gangsta rap". The
primary consumers of popular culture are the white suburban demographic and it is
estimated that up to seventy percent of Hip Hop's consumers are white youth (Yousman,
2003, pg .367). Their interest in this skewed reality follows another well-known
discursive approach to race and the production of "meaning" in the cultural and the newly
emerging Post-colonial canon found in Edward Said's essay "Orientalism".
Edward Said approaches colonialism through binary relationships constructing
race and culture within the oppositional context of the "English" and the "Orient". The
production of "meaning" through characteristic "differences" allows Western Civilization
to construct their understanding of the Orient through their difference, resulting in
exoticism and romanticism of the geographic area and culture. "Said's binary
relationship (two discursive scenes) is correlated as a congruent system of representation
that is unified through a political ideological intention which, in his words, enables
Europe to advance securely and unmetaphorically upon the Orient" (Bhabha, 1999, pg.
372).

While I have only discussed one of the three aforementioned constructionist
approaches that Hall uses, all share one common characteristic with regards to the
discursive production of "meaning"; a consensual or societal agreement in order for rules,
syntax and references to be shared and understood. "Meaning" is not pre-determined, but
produced during linguistic encounters where negotiation of representation and meaning
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takes place due to languages multi-referentiality. This irregularity of not having fixed
meanings led Hall to theorize "that in order for one meaning to be regularly produced, it
had to win a kind of credibility, legitimacy or taken-for-grantedness for itself (Hall,
1982, p. 67). Further more, "meaning is not determined by the structure of reality itself,
but the on the condition of the work of signification being successfully conducted
through a social practice" (Hall, 1982, p. 77). This credibility and "taken-forgrantedness" within the social arena is what constitutes the preferred meaning.
These properties apply to the concept of "race", and just like any other word, idea
and concept, "race", the discursive construct is subject to the above rules and systems
when creating its meaning. Referring back to the continuing example of the word
"Black", we have seen how positive and negative connotations, power relations and
negotiations can be allocated to "it". A frequently quoted example used to illustrate this
change was "the struggle of connotation for the word "Black" by Afro-Caribbean
immigrants in Britain. By establishing the phrase "Black is Beautiful" the connotation
was changed (creating a cultural taboo) and the word "Black" was given a new (positive)
meaning (Hall, 1982, pg.79-80). "This change is possible only when language is
understood as "an arena of struggle, where social "accenting" of words fight to become
the dominant reference"(Hall, pg.77, 1982). The importance of recognizing the
negotiation process is that this "arena" allows for space for subordinate groups to have
resistance and negotiation to the dominant ideas. Hence, there is always a struggle to win
support of certain cultural/identity/representation/definitions because this will then
constitute a society's reality. And this reality, is what creates the inequality, domination
and exploitation of racialized people. Culture (in its pure form) is best defined as:
11

"The level at which social groups develop distinct patterns of life, and
give expressive form to their social and material life-experience. Culture is
the practice, which realizes group-life in meaningful shapes and form.
Culture therefore coincides with their production, both with what they
produce and with how they produce. Culture is the distinctive shapes in
which this material and social organization of life expresses itself
(Hall & Jefferson, 1975, pg.10).
Interview Methodology:
The methodology used for conducting interviews was titled "unstructured
interviewing". This methodological approach to interviewing best enabled me to capture
(film) discussion with my subjects' and the testimony I was seeking for my film. I found
Unstructured Interviewing (also associated with empathetic interviewing) provides the
interviewer with the proper steps for establishing trust and rapport with your subjects,
thus allowing you (the interviewer) to collect honest and heartfelt testimonies. The topic
of commodified race is extremely complex especially when intersecting with class and so
discussion (not limited by rigid structure) is needed in order to unveil more than surface
level information.
The methodology discussed in the reading "The Interview: From Neutral Stance
to Political Involvement" penned by Andrea Fontana and James H. Frey explain the
formula behind the "Unstructured Interview" process. While Fontana and Frey are not
documentary filmmakers, their research techniques detailed in the aforementioned
reading provide the appropriate methodological framework for filmmakers when looking
to share a subject's story. The informal interview details seven steps researchers must
adhere to when completing the research.
Accessing the Setting: This is step discusses the importance of choosing your location.
This is very important when establishing credibility and in gaining the trust of your
12

interviewee. Location choice depends on two important factors. "First, you want to
choose a site for the shooting where the interviewee will feel totally at ease. The second
point to consider is the importance of background which will add further credibility to
your interview" (Rosenthal, 2007, pg. 171). Fontana and Frey give the example of
research on nude beaches. Chances are, your research will be much more effective if you
go to a nude beach (Fontana & Frey, 1994, pg.707) The city streets and poverty of my
subjects' areas show the complexities of living in an impoverished area, driving home the
point that the "ghetto" is not the "cool" place to be.
The utilized this step in order to ensure my interviewees felt comfortable, so my
crew and I went usually went to where my interviewees were located. This approach
helped in setting the foundation for the upcoming steps. I usually shot in their
neighbourhoods, in specific locations (house, restaurant, school etc) only after we were
invited. American neighbourhoods can be very polarized regarding race and ethnicity so
coming into a disenfranchised black neighbourhood with a camera and a multi-racial
group comprised of whites, Asians and blacks could have been problematic. Our
locations were the south side of Chicago and Downtown Detroit. This is why invitation
and location was very important and we let the interviewees decide where we should
meet after I disclosed our groups ethnic make up.
Understanding the language and the culture of the respondents: Understanding the
cultural practices of the demographic you are studying is imperative to the success of
your interview. Speaking the same language and communication in all aspects (body
language etc.) is also of critical importance when trying to get the story/experience from
your interviewee. The more the researcher understands regarding his//her subjects the
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better the results will be. Fontana and Frey mention that interpreters are not always the
best option because valuable ideas can get lost in translation inhibiting the opportunity
for a the best research information (Fontana & Frey, 1994, pg.707).
I approached this step by completing a significant amount of research in order to
better understand the respective cities and neighbourhoods in was entering. Both cities
have a significant social history. I researched historical and recent social trends,
settlement, race relations and economic issues facing the area in order to better
understand my interviewees. Additionally, I researched the music scenes to better
understand where the artists where coming from. This gave me the necessary knowledge
to present myself in an informed and accurate way. Because I have experience as an
independent artist, we were also able to communicate in what can be referred to as "an
industry language". Because my film dealt with issues that all my subjects were
interested in, we were able to have discussions (and the interview) while speaking a
common "language".
Deciding How to Present One's Self: This is probably the most critical step in the
methodology. This is the stage where you gain the initial trust of your
subject/interviewee, which will enable you to get consent for your interview. Returning
to the nude beach example given by Fontana and Frey, in order to gain the confidence of
your potential interviewees you may have to approach them in the nude as well. Your
ability to gain access to their world will probably be compromised if the researcher were
to approach in a suit for example. Knowing how to present oneself will naturally come
with the proper research in the previously outlined steps. Accessing the setting and
understanding the language and the culture of the respondents works towards how you
14

are going to present yourself towards your subjects (Fontana & Frey, 1994, pg.707).
This was by far the most critical stage in my application of the methodological
process. This is where you introduce yourself to your potential interviewee. I introduced
myself as a documentary filmmaker who was looking to explore issues of music and race.
This was done over several different steps. Initially it was through an email. Once they
agreed, I had a telephone conversation with them. Finally, the last stage was during our
introductions. For example, with the artist, Ms. Hotep, she initially agreed to the
documentary, but her manager Ishmael cancelled it. He was very specific and careful
regarding press because he worried about her representation in the media. After a long
extensive conversation, I assured that my documentary would not mis-represent her and
invited him along to be interviewed because I found his experience a potential asset to the
film. The following day, I interviewed them and the interview was a great success.
Locating an Informant: The informant allows you to gain access into the community.
Similar to a guide, the informant will help you understand and apply all the
aforementioned steps when trying to attract subjects and/or filming and visually scouting
the location. Through this step, the researcher will be able to understand signs and
situations that he/she may have missed without the inside knowledge (Fontana & Frey,
1994, pg.707).
An informant was critical for my production and I could not have done this film
without one. My informant in Detroit is solely responsible for my interviews there. I
was very fortunate to meet someone who was a long-time friend of the saxophone player
Saxappeal in the band 1-OH-l. The informant introduced me to him later to the
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remaining band members of in 1-0H-1. Saxappeal and I developed a good working
relationship and was offered a great amount of resources for this film.
Gaining Trust: Gaining trust is important because naturally no one will talk to you if
they do not trust you. Thus trust enables your subjects to speak freely, thus strengthening
the overall research. The prior phases enable you to gain the trust of your research group
allowing the next stage of establishing a rapport, possible( Fontana & Frey, 1994,
pg.708).
Gaining trust was a difficult stage for my film simply because I had to approach
them with waivers and legal forms, which as independent artists creates suspicion.
Additionally, I am immediately seen as part of an "establishment" (in the case the
university) which casts me in a awkward light. Furthermore, discussing issues of race
with a multi-cultural crew created some issues, primarily because some of my subjects
did not want to "offend" crew members by their comments regarding racial hierarchy and
subjugation. However, in the end I was able to assure them of my intentions and their
interest in the subject matter motivated them to speak because they wanted to share their
stories and experiences.
Establishing Rapport: Establishing a rapport will occur when gaining the trust of your
subjects. However, one must be careful not tot cross the line as a researcher into
camaraderie and "lack of objectivity". Rapport is also important because if Rapport or
trust is lost, "any hope of building or maintaining a productive relationship the parties
may have nurtured for months or years will be lost forever" (Stewart, 2006, pg. 347).
Establishing rapport was also a difficult step primarily because of my relatively
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short production timeframe (schedule). However, with 1-OH-l and Saxappeal
specifically, the constant trips to Detroit and the working relationship we developed
enabled us to establish a good rapport. By extension, I now share a good camaraderie
with some of the band members and sincerely believe that the rapport will lead to
positive projects and/or interviews in the future.
Collecting Empirical Material: Keeping track of everything that happens. One may
never know what is important later on, especially for filmmaking. Sometimes the best
footage is the impromptu footage. (Fontana & Frey, 1994, pg.708) For a documentary
film, the "Collecting Empirical Material" is equivalent to filming and capturing the
footage. Capturing the footage can be done as the filmmaker watches the rushes and
takes detailed notes. The notes should contain everything from interview content to
visual information in order to create visual essays. This is the best way to ascertain the
structure of the film. Here we look at the creation of flow, progression of the
documentary and subject matter.
Framing Questions: I will be using open-ended questions in my interviews. Openended questions are questions, which require long answers that encourage the interviewee
to speak. The opposite to open ended questions is close ended questions. Close-ended
questions yield simple yes and no answers (Rabiger, 2004, pg. 389). Framing the
questions is further addressed in the interview section of this document.
I believe the "informal interview" as a methodological approach was an asset for
this documentary film. The primary goal of my research was to tell the story of racial
discourse in contemporary popular urban culture through the voice of the independent
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artists. In the case of urban music, the masses often believe the images portrayed in
videos and music. It is my conclusion that people overall often use popular culture and
the media to mediate and contextualizes experiences and situations they have not
encountered. This is why I needed a methodological approach which would allow my
subjects the freedom to discuss the issues as they saw fit. Their experience would be
testimony to what is really happening in their communities.
Although, each interview's success was weighted differently regarding the steps, all
needed to be followed in order to ensure a successful interview. The methodology and
real life experience taught me the fundamental basis of interviewing revolved around
establishing trust and rapport by extension. And in order to establish trust, one had to
follow the steps carefully, because trust especially in front of a camera is difficult to gain.
Subjects:
The appropriate number of interviews recommended by my supervisor for a 10-15
minute documentary film was six to eight subjects. I solicited approximately 50 people
that led to eight interviews. Many did not respond and some simply did not work out
with regards to the production schedule. All subjects are musicians, artists and/or
individuals somehow involved in the music industry. I found artists working within the
framework of "urban" entertainment as the best demographic to interview as the
documentary investigates whether the "popular urban culture" acts as a hegemonic force
with regards to racial discourse. The subjects interviewed were from the City of Detroit
and the west and south side of Chicago. Locations of these artists were critical to this
film because popular "urban" culture glamorizes "ghetto" life. Independent artists from
these areas were best able to critique the urban culture and dissect the entertainment
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industry and contrast the realities of living in disenfranchised communities based on their
own experiences. The independent musicians were between the ages of 19-30.
The artists were found via the internet by searching for independent artists in their
respective local (Chicago/Detroit). Another resource I utilized was Myspace.com which
is a networking website specifically devoted to independent musicians. The site offers a
vast array of artists who were willing to share their story on film, as it is another means of
self-advertising. Finding subjects for the film was not overly problematic as independent
artists are always looking for exposure especially if the artists are community based. I
chose a wide variety of artists, from a range of "urban" genres and backgrounds in order
to put together a fair critique of the role of urban music.
Film Development:
My short documentary film will be approximately 12 minutes. The film will be
narrated through the various captured interviews. The aim of this project is to have an
honest film guided explicitly by the views and experiences of my artists. Their testimony
then shapes how my thesis is presented. Music will be the essential propeller of the film,
so the soundtrack will be extremely important though not overtly evident.
One performance will be added to the documentary to illustrate the intensity of
these artists. Because the film discusses the reality of African American artists in the
inner city, various cinematographic shots of the poorer areas of Detroit and Chicago will
be the backdrop of regarding their messages on race and stereotypes. The backdrop and
linking section of my film (apart from the interviews) is a metaphorical approach, which I
have learned while studying under Professor Bae. This specific style is characterized and
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defined by Professor Bae as a "visual essay" which is often used to convey and illustrate
ideas in an abstract metaphoric sense. For the purpose of this documentary film, my
"visual essay" sequences will be used to illustrate the poverty and despair of America's
inner cities, which is a far cry from what is presented on BET and MTV's popular
culture.
The short documentary film comprised of visual essays and interviews is designed
to have the audience formulate their own decision based on the testimony and visuals I
have given them in the film. The film overall follows a more traditional documentary
structure. The visual styles and format has allowed for more creativity within the ethical
boundaries of academia.
Interviews:
The following questions acted as a guideline for several of my interviews. The
questions were not asked exactly as shown, but were discussed within the setting,
comfort and context of each individual meeting. Because the film revolves around my
artists' (subjects) testimony and experiences, every interview situation was different. The
comfort and trust established prior to interviewing dictated the interviewee's willingness
to answer. I wanted the artists to speak of their experiences and I want these experiences
to form the premise of the film. My questions were simply to guide the interview so we
did not get off track. While this methodology may be somewhat controversial, I believe
as a filmmaker, this is the best way to attain documented testimony from your subjects
thus creating an honest film.
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Interview Questions:
In order to build a rapport and establish credibility, I introduced myself as a
musician first and filmmaker second. The questions were essentially presented through a
conversational manner. I found several precedents for this style of interview. Loaded
and open-ended questions were recommended in order to garner lengthy responses.
After my introduction and casual discussion I began my interview asking about the
interviewee's artistry.
1. Do you mind introducing yourself and telling us about your music?
2. Why did you choose this style/genre as an artist?
3. How did where you grew up affect you as a
I followed up with questions that are more personal concerning the struggle of being an
independent artist and the motivation behind it. This further reinforces rapport and trust.
3. As an independent musician do you find the profession financially viable?
4. Do you work or go to school as well?
5. Are there funding options (grants etc.) available to you?
6. If not why do you keep going? What keeps you going?
7. What are your aspirations as a musician?
The following questions explore their experience as artists within the framework of race
and the industry. These questions are important as they allow the artists to discuss the
issues on their terms regarding their communities and their experiences.
8. The purpose of this documentary film is to explore the idea of race and music. As
an artist do you believe there is a correlation?
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9. What are your thoughts when you see commercialized music gaining popularity
(and making good money) while artist who are independent are hustling (working
hard) to make ends meet?
10. Do you believe "urban'Vblack music is currently representative of its
communities?
11. What are your thoughts and opinions on the music industry?
12. Do you believe that the message in "urban" music is having an affect in your/the
black community?

Documentary Analysis:
The documentary findings have been conclusive with my initial hypothesis regarding
whether or not popular urban culture acted as a hegemonic force with regards to racial
discrimination. The subjects interviewed offered a variety of explanations and testimony
surrounding the topic, all agreeing that commercial urban culture was problematic.
JDP an urban artist from Chicago discussed a very key aspect of the hypothesis
which I believe correlated with points brought up in my "Race music and Ideology"
section. JDP discussed the fact that the urban music consumer which I had earlier stated
is approximately 70% white wants to see the "nigga" image. This is an important
distinction from the relationship between "urban music" and capitalism as JDP highlights
the primary motivator behind the mass sales. JDP discusses that secretly, that's what
people (whites) want to see: "That nigga with a champagne bottle". In a portion of the
interview not shown in the documentary he pushes the issue further saying "I've had
people tell me if I want to make it, I gotta rap that gangster shit". JDP's commentary
contextualizes the hegemonic battle regarding securing ideological meaning concerning
race in society at large. JDP's experience as an artist indicates that the white majority
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who will potentially consume his music here finds happiness in this ignorant image of
blackness. According to the constructionist approach, language here and the connotation
of blackness is being positioned within a problematic framework. If meaning is based on
connotative reference or opposition, then here, we clearly see that the black identity (in
this case, the "nigga image") is in sharp contrast and opposition to the white suburbanite
identity. Blackness simply by its definition must equal "ghetto" and "gangster" because
the "whiteness" is "proper" and "calm" and "ordered".
"Aniba Hotep" contextualizes the historic cultural and social impact of African
American culture within the dominant frame work by briefly addressing original message
in hip hop, as one of positively, which was eventually commoditised, bastardized and
stopped.

Ms. Hotep's manger "Ishmael" added a different insight into the production
of urban music. Based on his managerial experience he explained the deliberating
process between record executives in the artist. According to him the labels would
tell artist that they were not "black" equating racial identity with "gangsta".
Ishmael refers this concept to Black actors who in the past were typecast based on
stereotypes. For example, American films have for a long time casted by
complexion to reinstate the ideological biases of white vs. black. Light skin blacks
actors frequently played positions of power whereas dark skinned blacks played
stereotypical thug and hood-like characters. An actor interviewed by Journalist and
Academic Tony Brown commented:

I often play yuppie and corporate executive types, roles perfectly
acceptable for light-skinned Black men. My skin color has also helped me
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get non-traditional parts that don't necessarily require a Black actor. In one
play, I even had a wife who was White, but it was okay because I was lightskinned. I have a harder time getting traditional roles for Blacks, though,
because I'm not 'dark' enough. So I usually only get calls for young dads,
corporate types, and toothpaste commercials (Brown, 1995, pg. 150).
Remaining subjects supported my initial hypothesis by adding to the argument of
an ideological approach to marketing this commodified concept of blackness. The
ideological underpinnings of the "nigga image" bare a striking similarity to the
motivations for minstrel show in the 19th century which where ideologically driven by
abolition and the need to prove that African Americans were not capable of handling
freedom.
Ironically, Hip Hop group "Little Brother" titled their highly anticipated 2005
album "The Minstrel Show", as a form of social commentary regarding the urban music
industry. According to various hip hop magazines and websites, their first video single
"Lovin" it" was deemed to intelligent for the Viacom's subsidiary Black Entertainment
Television's (BET) viewers and was dropped from rotation.. The need to re-enforce
dominant ideological perspective regarding hegemonic negotiation in racial discourse
appears evident here. Again referring back and contextualizing Ms. Hotep's
commentary, we see active move to curtail progressive messages and artists. The act of
exclusion based on "content" which questions an established model of ignorance testifies
to the ideological intent of the dominant "powers". Arguably, if urban music was solely
based on capital gain, a network who specializes in urban music would not actively deny
their viewing audience product from an album which was highly anticipated.
All artists interviewed discussed contemporary urban music in the same manner:
The music scene was extremely simplified and independent artists who followed a
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complex and/or progressive approach were required to work extremely hard in order to
be heard. What came up frequently within my research was that independent artists were
no long relying on major labels but were turning to the internet for self promotion.
Many artists boasted the ability to achieve modest levels of success based on this form of
independent promotion.
Limitations and Conclusion:
The overall film was successful in conveying the message and research I hoped it
would show. However, if I could re-do my documentary film I would change one thing.
Time. A longer film would have enabled to pursue better leads, for interviews,
opportunities, cinematography which would have led to an overall better story. For
example, I missed an interview in Chicago with a signed artist who was just coming of a
national tour. Had I been able to lengthen my trip, the film could have taken a significant
turn. The opportunities and possibilities, which may have opened up, would have been
endless.
Initially I would have also liked to have followed one or two subjects over a long
period of time. This would have allowed for a more touching story which would have
better shown the struggle and real life experiences of my interviewees. However, as a
graduate thesis, that kind of production schedule is not feasible. The budget alone would
have required a significant investment to support the crew during on location filming.
The experience is a lesson for future projects.
The short documentary film "La Facade " asked the important question of
whether or not contemporary popular urban culture was a hegemonic force with regards
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racial discourse and identity. The film asked whether the commodification of race was a
realistic concern for black identity and asked what if any were the effects. I sincerely
believe the film and this research document showed critical insight with America's
dominant ideology surrounding race and its reflection within popular culture.

Based on my interviews race and more importantly the connotative association
with race seems constructed according the ideals and goals of mainstream America.
Based on audience consumption (white buyers) mainstream America could arguably be
defined by the white masses. One must then ask why the ignorant black stereotype is so
profitable. As a musician, a filmmaker and a graduate student I believe the ideologies
behind music regarding pre-packaged racial identities is a reality. Based on the
discussion, interviews and historical factors and there is sufficient evidence that this
diagnosis is a reality.

Approached theoretically, Stuart Hall's approach to race as a discourse allowed
me to explore how race is created through language and dialogue. Dialogue and
associations to racial "traits" and stereotypes become further substantiated in popular
culture.

The purpose of my film was to show kids, especially visible minority youth, that
the life on television, the life in the music videos and the life professed in the music they
often listen to and mimic, is not reality. The film was to show that these images also
have an ideological reasoning behind them. Mimicking this reality can lead to very real
consequences. Morris Mills told a story of murder as a by-product of trying mimicking
an imaginary lifestyle. This is a story which unfortunately happens far to often in many
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communities across the country and the reasoning behind urban culture is more
then it is made out to be.

"Media fuelled by capitalist expansion industries are also driven by an
ideological logic - the drive to reproduce the ideologies of domination that
serve to hold the subordinate classes in their place"
(Clarke, 1990, pg. 27).

Equipment List:
Sacha Nastili Documentary Equipment List
Brand
Panasonic
Panasonic
Panasonic
Panasonic
Century
Porta Brace
Tiffen
Manfrotto
Sennheiser
Universal
Rycote
XLR Cable
Sony
Swarovski
Giottos

Item

Model

Video Camera
DVX100B
60 min Mini DV Tape
AY-DVM63PQ
Lithium-Ion Battery
Batteries Charger
Matte Box Set
DVX100 Set
Rain Protector
DVX100 Set
UV,ND,Yellow Filter
Camera Tripods
Tripods
416 Shotgun Mic
NKH-416
Shockmount (handgrip)
Softie
XLR (Blue & Red)
Noise-Cancelling Stereo Headphones
MDR-45
Lens Cleaning Kit
Air Blower
Big Size

Budget:
Sacha Nastili Pre-Production Budgets
Material Costs

Total

Camera DV Tape with Shipping

$51.22

Car Rentals

Cost / Day

Days

Before Taxes

Total

Car Insurance

$37.99
$19.99

$113.97
$59.97

$128.79
$67.77

Additional Driver

$10.00

3
3
3

$30.00

$33.90

Discount Car Rental

Total:
Fuel
09 Feb 08 BP
09 Feb 08 BP
11 Feb 08 Sunoco

Trans #
12035
12035
165583
Total:

Hotel

$230.4E

Total
$65.00
$47.24
$40.00
$152.24

Total Costs

2/8/2008 - 2/09/2008
2 Rooms
Inn of Chicago - Magnificent Mile
162 E Ohio St
Chicago, IL 60611
USA
Telephone Service Charges
Inn of Chicago Telephone Charges

$395.08

Total Cost
$43.46

2/8/2008 - 2/10/2008
Parking

Daily Cost

Days

Total
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National Parking Corp

$20.00

Food

Cost
2/8/08

7-Eleven
7-Eleven
Chili's Grill & Bar
sacha Production Budgets

$10.00
$25.27
$40.63

Food

Cost
2/9/08

McDonald
Bennigan's Resturant
thai Resturant

$8.40
$36.07
$37.15
Total:

$157.52

Budget Summary
Material Costs
Car Rental
Fuel

Hotel
Parking
Food
Hotel Service Charges

Total:

$51.22
$230.45
$152.24
$395.08
$40.00
$157.52
$43.46
$1,069.97
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Sacha Nastili Production Budgets
Material Costs

Total

Camera DV Tape with Shipping

$51.22

Car Rentals
Discount Car Rental
Car Insurance
Additional Driver

Cost / Day

Days

$37.99
$19.99
$10.00

4
4
4

Before
Taxes Total
$151.96 $171.7:
$79.96 $90.35
$40.00 $45.20
$307.2

Total

Fuel

Trans #
14-Mar-08TBA
15-Mar-08TBA
16-Mar-08TBA
17-Mar-08TBA

Projected Total
$70.00
$20.00
$20.00
$70.00

Total:

Hotel

$180

Total
Costs

Approx.
Hotel:
14/03/2008 - 17/03/2008
1 Room
Inn of Chicago -Magnificent Mile
162 E Ohio St
Chicago, IL 60611
USA

Telephone Service Charges

Cost

Total Cost

$98.77

$395.08

Total
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TBA

Parking

Cost
Approx.
$35
Daily
Cost

Days

Total
$80.0

National Parking Corp

$20.00

Food

Cost

14/03/08
15/03/08
16/03/08
17/03/08

$30
$25
$35
$40

Total:

$300.00

4 Day

Budget Summary
Material Costs
Car Rental
Fuel
Hotel
Parking
Food
Hotel Service Charges
Total:

$51.22
$307.27
$180.00
$395.08
$80.00
$300.00
$35.00
$1,348.57

Post-Production Budget
Cost
Editor

$500.00

Edit on Avid Express Pro System
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Duration 10 days
Food

$150.00
th

Date: May 5 2008
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