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Executive Producer: Lindsay Law

Writer: Julie Dash 

Producers: Julie Dash and Arthur Jafa

Cinematography: A. Jafa Fielder

Editors: Amy Carey and Joseph Burton

Production Design: Kerry Marshall

Costume Design: Arline Burks

Original Music: John Barnes

Abstract:  See attached.

Cast:

Nana Peazant (Cora Lee Day)
Yellow Mary Peazant (Barbara-O)
Eli Peazant (Adisa Anderson)
Viola Peazant (Cheryl Lynn Bruce)
Viola's Mother (Geraldine Dunston)
Woman in hat (Vertame Grosvenor)
Mr. Snead (Tommy Hicks)
Haagar Peazant (Kaycee Moore)
Myown Peazant (Eartha Robinson)
Eula Peazant (Alva Rogers)
Iona Peazant (Bahni Turpin)
Daddy Mac Peazant (Cornell Royal)
Woman with Baby (Catherine Tarver)
The Unborn Child (Kai-Lynn Warren)

Questions for Discussion:

1.  In addition to intellectual memories, Dash conjures scents, foods, caresses, etc. that evoke sensual memories—embodied "scraps of memories” rich in texture. When does Dash choose to evoke these embodied, sensual memories in Daughters and why?

2.  How does Dash describe "home"? Does the sense of "home" vary over the course of the film? Is she dealing with issues of home similar to those we've discussed elsewhere in the class? How does a sense of "home" and "place" materialize for Dash?

3.  Dash's film is beautifully photographed and elaborately told—though not in a clearly, linear storyline. Why does Dash make these aesthetic choices for her film? How does the form of the film relate to its story, its content? Any comparisons to other works we’ve studied?

4.  How do issues of voice/silence and resistance in Daughters compare to other works we’ve studied? What about issues of lesbianism? Women-centered community? Find examples to discuss.
5.  How does Daughters relate to other texts we've read for class? For example, The Color Purple, A Streetcar Named Desire, Angelou’s "Still I Rise," Simpson’s photography? Others?
The sea islands of the South are a low-lying chain of sandy islands off the coast of South Carolina, Georgia and Florida. Today the sea islands retain a predominantly African American population that has developed a distinct culture and dialect known as Gullah (or Geechee). Ronald Daise, author of Reminiscences of Sea Island Heritage, Gullah language translator, and dialect coach on Daughters of the Dust writes,

Today "Gullah" denotes a way of life for a peculiar and special group of African Americans who have maintained the purest forms of African mores in this country... Gullah bonds its speakers with others of the African diaspora. About 90 percent of the vocabulary is English, but the grammatical and intonational features are largely West African. Our West African forebears skillfully developed Gullah as a communication system effective enough to make themselves understood in a strange land where even their talking drums (which could transcend cultural and lingual barriers) were prohibited. When the enslaved Africans were brought to the coastal islands of South Carolina and Georgia, their secondary, or trade language, became the dominantly used creole language, known today as Gullah. They've maintained their African-born speech patterns and customs because the unbridged waterways isolated them from the mainlands for years.
Set in the legendary sea islands of the South at the turn of the century, Daughters of the Dust follows a Gullah family on the eve of its migration North. Led by a remarkable group of African American women, who are carriers of ancient African traditions and beliefs, the extended family readies itself to leave behind friends, loved ones and an entire insulated way of life. Can these women hold fast to their ancient religious beliefs, or will they be swept away into the race toward an era of science and industry? This richly costumed drama, structured in tableaux to mirror the art and icons of its ancient African past, is a testimony to the secret celebrations and packed-away sorrows of African American women.

The story unfolds over the course of a family picnic, a last supper. Along the way, the film saturates us with impressionistic colors, African symbolism, Gullah rituals, cooking, dialect and the sound of field cries, all expressing the complex resonances of the Gullah lifestyle. The film is structured in the way that an African Griot would recall and recount a family's history. Rather than having a linear structure, the Peazant family's story is recalled and remembered and recollected in a manner that evokes the African American oral tradition. Daughters of the Dust focuses on the women of the Peazant family, the carriers of traditions and beliefs that are firmly linked to an African heritage. They are the descendants of African captives who worked the indigo, rice, and cotton plantations during slavery. These unique African Americans speak a distinct language called "Gullah" or "Geechee." The women carry in their heads and pockets scraps of memories--bits and pieces of family memorabilia left by their earliest remembered ancestors. Among those memories are recollections of a group of Ibo (Egbo) captives who, refusing to live in slavery, walked on water to get back to Africa. 

Most characters in American narrative film are grounded in parameters dictated by the archetypal Greek god and goddesses of classical Western literature. The crucial underlying references for the Peazant family in Daughters of the Dust are the deities of classical West African cosmologies (over):

NANA PEAZANT (Cora Lee Day) the great grandmother of the Peazant family is the link between the old and the new. Nana represents a traditional African based socio-cultural belief system that must come to grips with a Westernized belief system in the New World. Nana represents Obatala, a Yoruba deity of the sky. Her European equivalent would be Jupiter or Zeus. Nana Peazant views the Peazant women, those leaving home, as daughters of Oshun. Oshun is a Yoruba goddess, the young daughter who leaves home to seek her fortune in the city. The European equivalent would be Venus or Aphrodite. 

EULA PEAZANT (Alva Rogers) represents the continuation of the Peazant family. Her character adapts well in both the sacred and secular worlds. Eula represents the West African deity, OYA YANSA, the spirit of the winds of change.

ELI PEAZANT (Adisa Anderson), is Eula's distraught husband. He is the family blacksmith, the wild man of the woods; he represents the Yoruba diety OGUN. His European equivalent would be the Greek god Pluto.

THE UNBORN CHILD, (Kai-Lynn Warren) is the storm raging inside of Eula's womb. She occupies space in the world of the sacred and the secular. She embodies the duality of existence that those of the African diaspora have come to understand as the double consciousness (W.E.B. Dubois). The Unborn Child has one foot in this world and one foot in another. She is ESHU ELEGBA, trickster, linguist, Yoruba god, guardian of the crossroads. Her European

equivalent would be Mercury or Hermes.

YELLOW MARY PEAZANT, (Barbara-O) represents the African American woman's loss of her self-esteem during slavery and Reconstruction. Yellow Mary is a prostitute, a woman of independent means. Yellow Mary's name is derived from the name of the Yoruba goddess YEMONJA (Mami Wata-Ghana). She is the Mother of the Sea, the Mother of Dreams, the Mother of Secrets and often referred to as the Veiled Isis. Yellow Mary's return home is depicted as a universal rite of transition; she is isolated in an intermediate position in life, on a boat traveling to Ibo Landing. Yellow Mary's European equivalents would be Neptune, Poseidon, Juno or Hera.

TRULA, (Trula Hoosier) is Yellow Mary's traveling companion and girlfriend. Yellow Mary and Trula stop by Ibo Landing for the farewell picnic; they plan to continue on to Nova Scotia, Trula's place of birth. Nova Scotia was one of the final destinations on the underground railroad, so Yellow Mary and Trula are taking a familiar route.

VIOLA PEAZANT, (Cheryl Lynn Bruce) joins Yellow Mary and Trula on the boat to the family picnic at Ibo Landing. Viola is Yellow Mary's first cousin who is a missionary. Viola reflects a syncretism of ancient African beliefs and Christianity. Her character attempts to escape her history and the trauma of her second class citizenship in her Baptist religious beliefs.

HAAGAR PEAZANT, (Kaycee Moore) is a self-educated progressive striver who desires to leave behind all that ties her family to their African heritage. Haagar embodies the ethos of the African American urban migration--that primordial push that propels us all to move forward, to seek more for our children, to grow with the winds of change. Her dream is to leave behind an isolated and insulated traditional society for the inclusive bureaucratic impersonality of the modern world. 

Source:   http://geechee.com/TheFilm.html

