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Design in Recent African-American
Paintings

Mﬂ&mmc:mw#@h! Alesandris University

The 1980s saw an economic boom i hm&udemeope,whichfudedagw
expansion in all of the arts. In politics, and scme extent in purely technological terms, the decade was full of
contradictions. In the United States, the kind art in which politics played the largest part from the 19705 and
during the 1980s and 1990s (this despite the generally turbulent political of the nation as 8 whole) was the cmergent
art of minority groups, above all that produced by African-Americans. One suthority on the subject, writing in 1970,

art is didactic art rising from 2 strong nationalistic base and commitment to the use
dhwmhmbhﬂcmﬂmhbmmﬁﬁdnﬂn@mum
mmmmﬁmdhhﬂn‘bmhﬁmﬂmhmﬁmmwﬂmﬂh
struggle 5 won.”' Historically, many African-American artists have deliberately chosen to work within the
m«mammmmhm. Artists often regarded these modes of
expression as mainstream during the 1960s and 1970s, VMulusAﬁmﬁcll;ﬁme%mpailiwﬁgumuw
kmgsmdd:wd,dﬁiun'ﬁﬂog’wdm@m'nﬁobgy,‘hmhwﬁmﬂsm]
mm@m.cummdwqu. For expressing pride in race and
Mmlmmhwddmmwwm«dm&mmﬂwdbhdm
mmmwwmmﬁmwmmmmmudmmmﬁmdm
problem and visualizing a solution. Groups all over the country were working along the same lines. They: cailed this
fom its surveys of abstract expressionism over their distinct contribution to this movement
msmmmadmmuwmkdmmmmmmwmw
wla.mimmmmmcmmmmmmmmmmmma.m
wmorwmmmnmmanwwh&mwm
muﬂhwhh:gmdumﬂnﬁcdmynhmmﬁnﬁiwm Bow viewers would react to this work,
they would develop from their principles of a Black art fom. Wh(mdzdiﬂ'mkh(hofliu&nyuub
illustrate their figures, shapes, words? What does the text do in the image? Dauithclphunthsundwh.t‘sm
on, or does it obscure the message further? Mmdeaﬁﬁuﬁndoflﬂanpthhukawuyﬁumemblﬂnd
ihundmd:iwmﬁng%lMMthndhiMhude,thMﬁwm

2,8y

expressing Luther King,
Jr, in 1968, which provoked an out-pouring of African-American art The feeling grew that art produced by
Afncan-Americans must be pursued. The aim of macial libesation to the exclusion of all else is i
beuupimrﬂyminﬂnmofpmpapndamhef&mmdhdhﬁmdfmﬁaﬁm A number of
snehuBmyAmhews(l”O—),madeMiun-Amhnmmdahudlyeﬂ ve ki
mhnhnﬂhgumﬁ@mhﬁmmmw&mmw:lﬂmﬁgl). Other anists,
Mshwwm,&mﬁﬂiun(wﬁ}_ rejected the call o arms.  His ambition
Mbwmbhw_unmmmhm ing i
abstractionists. &m:wumwmmmuuumameumm
iows  Fimally, there was a third group of artists, ofien women, whose 3 )

" Smik. Edward' Visual Ans bn the Twumelh Century-Harry Abrams, Inc.. New York 1997, p-_312
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participants, even il unwilling and dissflected ones, & the contemporary reass cullure of the United States.  Their
work frequently linked feminist concems Lo African-American ones.

A leading artist in this category was sz Californin-based Betye Sear (1926—). Her hardest hitting works
are collages hased on derogatory commercial fmages of Afiican-Ameritass, such es the plunp, “ohsequicusly
grinning black mammy wsed a5 a tedemark by the Auat Jeima renge of food products. In one work of the series, )
the Lberation of Aunt Jemima is transfosmed into & gureioting revolutiosary (6g.2 ). Sbe always works with found
objccts 1o create assemblages dhat reflect black expericnos in the United States®  Joff Donaldson is a caltumal
warrior who tkes the tapestry of Black life end weaves elegantly a simple message of dignity and integrity. His
painﬁngsedckxmaﬂmspmmndwdﬁnkmmﬁmmsingmcmdmmtsdw.hwﬁd;bs
exalls freedom And bis work expands beyond the Hmiting contouss of the selitury struggle to the lerger truth of an
awskened comsciousness (“Maloclm's Message® | beliow in anyihing necsssary to eorrecd unjust conditions,
political, economie, social, and physical. Anything necessary as long as it gets reculis). The Black artists of the T0s
anet B0z ond 90s moved beyond e protest ant of the 60s. The atists reinterpeeted the Black expetiencs from the
inside and their works tell us, from the inside, that the darimess is its own light.

*Hariem

Harlem is one of the neighborhoods in Manhatian, cae of the fve boroughs of New York City. During the
mass migmticn of Afican-Americans from the rurl agricuitral South to the whan industial North (1914-18),
many who came to New Yoik settled in Hardem, The area soon became 3 sophisticated litecary and artistic center,
which the Black people were making their own Cultwe, During the 19205 Harlem was heme for some of the most
famous Afjcan-American wiilers, musicians, and arlists. Many Affican-Americans migrated north to states such as
New Yok in onder to escape the unfuir “fim Crow laws® in southem states. They were Jooking for good jobs and
opportuntities to improve their Tife. They were looking for a place where they would be treated justly, Back then
Harlem was just such a place. Many art clusses wene held for children in Herkem o help them o achieve success
onz day. Responding to the heady intelectoal atmosphere of the time und ploce, writers and sstists, many of whom
lived in Harlerm, began to produce a wide variely of fine and highly wriginsl works dealing with African-Amenican
life. Jazz music becems very populsr, and many nightelubs and dance lalls for black and white people. The
musicians, writers, 2nd srtists of Farlem creatsd 8 place where the world could see the cultural achisvements of
Afiisn-Americans.  Plays, stories, poems and wmusic sllowed them & share their pride in thelr accomplishments.
That speciat time during the 1920s became known s the Harlern Renaissance.

Eihy 2nios Bepnjs

The Hoslem Renaissance, the African-American cultusl movemend. also known as the Megro Renaissance,
emorged toward the end of World War 1 in 1918, blozsomed in the mid-te Jale 1920z, and then fuded m the
med-1930s.  The Hardem Renaissance warked e {irst tme thal mainsteam publisherns snd oiles ook
Afican-American ot serfously. Some comman themes existed, such a5 an imersst in the toots of the Zoih-Contury
African-American experiencs 1 Africa end the American Soulh, and e strong sense of rzclal prids and desie for
sasial opd politicol equnlity. But the most characteristic aspest of the Harlem Reopissanse was U Fiversity of 18
pratsion. The visual ant of Harlon Renaissance was an stismpd af developing & new African-American aosthelic in
the fine arts, Befieving that their life expericuces were valuable sources of malerial for their ast, these artisis created
st ieoncgrephy fusspe of recognizable symbols 0 comvey the artists' messegs) reprosvotalive of the Harlem
Resaisssnce era.  Thematic content included Africa as o source of inspimtion, Affcan-fmerizan history, Rolk
idioms, including music and refigion of e south, and sosinl justice. Their collestive efforts not only established this
pew Africon-American idsmity, but also contributed to the development of modem American culture,

Mew Africen srt in the 19905 iz less sophisticated than its Far-Bastern equivaleal. The fiet that the use early
modernists made of African muasks in thelr works shows that some of the roots of modemism in 20tk Century
western art by Picasso end others ere actually = weditiona] African practice. And the bridge betwess what had been
happening in the United States during the prewar epoch and what was to beppen in the 1940z was partly built by two
artists, Roberto Matts and Wifrede Lam. The Jungle makes use of & polymophizm of human snimel 2nd vegetable
life, 4 it also makes aliusion to Afficen Ar, particulerly African masks. The dense, frieze ke composition elps
fo crente . picture-space, which is simmltansously claustrophobic end disarbingly udefined.  The direct sncestor of
the Jungle ts Picasso's les Demoiselles & Avignon. And the late 1950s sod early 1960s saw & focus on the positive

*hig
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conceptuslization of the Black body in an era when Ewsepean American artists were excising every body from the
canvas. O, like Willem de Kooning and Frencis Bacon, laring i to shreds by constanlly emphasizing their
commitment to humanity. This was the lesson tiat the creators of Abstract Expressionism were not slow to absorb,
Western art lies in Afiica. With this tn mind, when we look at contempmrary Afiican estists in the West, they |

somehow sre overcome by the culture of the West—they am aclive members. They zre a penrt of a network of
mutuslly influential global entanglements, and they ofien find fumiier cultural fragments when they snoounter
modem Western art. It offers 8 painted surfeoe that has an ideological significanee. Paintings are associated with
the West and carvings with traditions! Africe. Their aeathetis responses have been reoted in their own cithiural
understanding and were suitable for their vwa needs.  As mew Alfficans came to the New World, and a5 Blacks from
the New World retumed to places like Freetown, Sietra Leone, in the 19th Century, Affican painting took two forms.
The first and st the moment somewhst better knowm variety is rooted in the sew African cities and in Afficen
commercisl life.  The most celcbmled exponent of this style iz the Zoiran artist, Cheiri Samba {1956-)."His
paintings are vehicles for eutspoken social commentary, highly politieal nasrative paintings are rooted in newspaper
caroons and hand-painted sdvertising signs sad have lile do with traditional African ways of making imagery
{fig3 ). ‘They are, mevertheless, profomndly African in their umor their outspokenness, and their gift for
storytelling *

The leaders at the forefront of independmce movements encountered cach other, glong with blacks from the
Mew World, while attending schools in London, Paris, and the United States. In recent decadss, a distinetly aesthetic
dimension has been added to that dialogue. Affican artists working in England, Spain, or the Unitad States today ere
2 response to the world system st the end of the 20th Century, but it is also a continuation of centuries-old African
movements and migmation The continuing sireagth of Africon religion manifests itself, by contrast, in the paintings
of the Benin artist.  The forms may not seem profoundly African, especially to a weslern obwerver, bt their meaning
could not be more so. ‘Though in a western fermat, the paintings are a direct expression of an impeccably tradibional
aspect of Africen life. Nowndays an African artist may by contrast eveive and change his style radically just as his
counterparts do anywhere else on the ghobe, moving with the Art conlemporary movement, go their aristic
experience cannot be purely traditional. Definitely their siyle will have evolved in & westem way too, Mot in the
style of their ancestors, but it's & matter of the world  {ts very excellence and its extreme sophistication should make
it accepied on' s paralie] level to westem art.

"A work ussd ‘Res!” elements fo ceate a visble ferninist art in response to the rise of the women's
movement in the 1960s.° Afncan-Americsn femsle artists have had to struggle to find a completely new way to
address their experiences, peinting, prints, drawings, photographs, mixed-media instalistion, and sculpture.  From
the use of domesus materials like beads, bottons snd fabric to the incorporation of nop-wesiem ertistic approsches
and models, they have enriched and informed the course of 20% Century American ant. The works are a diversity of
social and persoual issues, including Lisiery, efhaisity, age, tlass, religion, prejudice, and invisibility through the
yes amdl exparivices of the ertists, Each genemation of women faced new challenges in their art end Lves, and
emerged viclorious. Pioneers like Lois Mailow Jones and Elizabeth Catlett, who began their sareers in the 19305 and
19405, hed 1o fight to be recognized as individuals and s ariists. Meonwhile, members of the younger gEneration
like Alison Sanr and Camrie Mae Weems fice the prospect of providing leadership for Afiican-American female
artists in the new millenninm.  While each srtist has her own unique vision, she also supports, or "bears witness,” 1o
the lives and works of her sisters, to introdused contemporary works by African-American female Artists surveys the
impressive and unique contributions of sn important asd under-recognized segment of the ert commumity,

? mid, p-_37L
* wid, p-_323.
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At the dawn of the Civil Rights Movement, African-Americans appeaied to the ideals of justice and
equality outlined in the Declaration of Independence and the Canstitution, symbolized by the American flag By
the time of the rise of the Black Power Movement, the American flag had become a symbot of oppression and
wploitation. In the 1960s and 1970s, “Afiican-American artists used the flag 1o highlight the contradictions
between the official narative, which proclaums justics and equality &5 the bw of the land, snd the everyday
realities of discrimination against Aftican-Americans in the socio-econcmic and human rights spheres.”  Their
wclusion in this wuage is also intended as @ comment on the artis! Jesper John's "vacuous” usc of the Anngican
flag in his work of the 1960s. The symbols are shown in large scale znd often in bright eolors 1o emphasize the
powerful political messages that motivated their creation. The Aftist works represent the visual strategies adopted
by Faith Ringgold (6g. 5), Dana Chandler, Gordon Parks, Emma Amos (g 9). Devid Hamenons, Carol Byard,
mdmhanﬂmsusedlbcﬂ;guuymbdofmmmlmam

int!wouymdpmw,mms of the Black Ans Movement have been & major driving force in the growth
of 3 remarkable and rich sesthetic and style uniting people of Africen Gescent all over the world.  They produced
a range of authentic voices and & rich body of antwork that is truly "Trans-Afiican™—the &ll group movement,
andanistswhowoskedinﬂnUnilndS{ais.wbnjoimdinfmmingmxpmwhasAﬁiwm.WhueWeAL
Spiral, and Weusi, as well as Kindred Spirits, ertists who opemated within the aesthetic and ideological
famework.  They were masters whose impressive body work influenced the Black Ans Movement, and the
ﬁddsothchmdwsmlcuhmﬁnmgmdamd ferninist

*AfriCobra: Was founded in the late 19605 by Jeff DmnMwu. Wadsworth Jamell, and Barbam
Jones-Hogu, among others s & coalition of Black Revolutionary Astists  In AfriCobra's 1970 manifesto, written
by Jeff Donaldson. the group developed a new African-Americar msietic fnolvement in Black self-identity 10
fulill principles, Cerwin acsthetic qualilies are emphasyod -us subda imape, innovetive approaches w
rhythm, and the use of high-nergy colors. In addition are . fusi coylistic moovations found in contemporan
Alfrican and African Americn: »uac

*Spiral: Romare Beaiden in the early 1960s discussed the role of Black antists and other issues of
concemn.  Spiral was formed on July 5, 1953 a3 a vesult of that meeting.  Spiral brought together & dynamic group
of artists divergent in age. beckground, interests and style of work, which ranged from abstractionist to realist
They formed for debate and an exchange of ideas on eesthetics and artistic standards.  After two years, the group
bad an exhitetion shown only in black and white. They had oulgrown the aesthetic limitations and urgemt
concerns of the

**Where We At™ Black Women Artlsts: By the late 1950s and early 1960s, the majority of Black
female antists were comunonly underrepresented ot the onset of the Black Arts Movement. In the spring of 197}
o group of 14 Afiican-American women organized a landmark exhibition entitled, "Where We At™  The gour
included Dindga McCamnen, Kay Brown, Faith Ringgold, Jeri Crooks, Charlotte Kaand Vivian E. Browne
The group served 15 a source of empowerment for African-Americap female artists as they controlied thex-
representation and foregrounded issues conceming Black women's sensibility and issues aesthetics. The group
was active in bringing art 10 the community and using it as a tool of awareness and liberation, so they crganized
workshops in schools, hospitals, and cultural centers, as well as art classes for youth in their commurities. -

*Kindred Spirits and Pan-African Connection: While many African-American artists joined in
forming groups and movements, many "Kindred Spirits® worked an exdibiticn for the works of David Hammons,
Melvin Edwands, Elizabeth Catlett, Dana Chandler, and others. ‘The rise of 2 modem posteolonial African Ant
encompasses 3 now visual vecabulary and symbols rooted in the African Arts Movement  African-American
enists embarked on & jowmey to study end reclaim their rich Africen heritege, participating in major pan African
forums such 25 the first world Art festival of Negro Arts 1966 end FESTACTT in Lagos, Nigeria.  Masters like
Skunder Boghossion, Malangatana, Papa ibeatall, Ibeghim El-salshi, and Bruce Onobrakpeyn, influenced them 25
well a5 aftists such as Cuban Wilfredo Lam. Al of these Pap-African artists have impacted the style and
sesthetics of the Black Arts Movement
*Gallery 5-The Pioneers: The Biack Arts Movement of the 1960s and 1970s was rooted in earlier achievements
of artists of Gie Marlem Remaissance. These artists, like Hale Woodruff and Meta Vaux Wamick found & new
source of wispiration in thewr African ancestors. Fuller formed the genesis of & style and aesthetic thet influenced

* Blackness m Color-Visual Expressions of the Black Arts Movement, 2000, Herbert Fr_Joknson Museum-Comnel!
Unuversity
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the development of African-Americar: Art throughout te 20th century. By the 19505 and early 1960s, masters
such as John Diggers, Romare Bearden, Jaooh Lawrentz, Lois Mailou Jones, Elizabeth Tstlett, and Charles
White, with a fich Affican heritage, infinenced the artisis of the Black Arts movement .
*Gallery 4-Weusi-Art, Activism and Tis Commumnity: An srtists’ group, founted in Hurlem in 1965 adopted
Lhcnnm:Wcusichalledferthcmﬁandwdﬁve'ﬁhakmfm‘Blemopktombaum&nzmnﬁxy
for Black Artists !ommeﬂmsmhmmgingmAﬁuncmmmdmcsmuﬁsﬁcmbniqu
and a fashion show. 'Weusi® as a group valued individwl creativity within an African-cenlered perspective ..
Weusi has developed 2 new iconography and visual vocabulary, which have become expressive of Black
ecsthetics.®

eGalisry §: The Legacy ef Abwemes: Racist Stwercotypes and The Legacy of Absence, Rocist
sievectyping of the Aﬁm-ﬁn«imwuﬁ@hbﬁhpﬂpﬂuﬂﬁmmm@mumof'ﬁaﬁl
encoding” which mﬁud.ﬁ!memialhiﬂudzywduxmmnfmimn-mimnsmwciﬁy. In the white
izmgimiimBLa&swuenstunmboa.mmﬁa&pidmkmiﬁ.jigﬁhommdm,ummﬂmmwi
chows of e late 19 and early 20l Centuries. Mm&ﬁwimgahawh&dnm&wﬂmdmﬁw
mgect on Africen-American Tife. mmmammmmumbymmmmﬁ
maes.m:h;smwwmmmmmmm%md,mwmygmwmmw
imgeofhm}m.ardmﬁmcfﬁawmmy. The work by Emame Amos criliques European
classical ideals a8 vmiversal standards of beauty for women and reflects the different strategics African-American
artists have sdopted I inverting negative bmages. A sampling of younger antists' works reflects emerging
dismxrminz!wﬁcldsdBmkmmdvkmladm&mgmm&nﬁrﬁslmﬁm.Mﬁchmm
insight into bow such discourses sre evoked in mapping sbsence and presence within post modornist and
conceptualist frameworks.

& £ t Artisga’

*Lois Malloy Jones (1905~

Lois Mailou Jones was born in 1505 in Boston, Massachusaits and became a pioneering artist of e
Harlom Remsissance, influenced by the eciting political and masterful 20th Centwry. * She became & teacher at
Howard University in 1936, as a professor of peinting. &nd also book illustrating. textile and eostume graphsc
design and watercolor.  In her career Jonas averchine prevslent gender and maciel barriers  Jones's work was
mostly inspired by her experience with diecrimination and the sfemmath of the Harlen Remsissance.  In 1970
Jones visited several African countrics, end she put ber experiences on canves, *These paintings reflect rzgional
African motifs, costumes, hairsiyles, textiles, color combination, and symbols in a beautiful sense of color,
anmmarddwign’{whichshewshhermniiepamms)lhlmymewluwvicm. for unorganized colos
sloae could ot possibly do the tick. "Mine is & quitt explomtion and quest for new meanings in color, texture
and design”  Jones's composition, light, and color are her owm Broad, freely applied brush strokes conves the
Eght that pervades the enlire composiuon and the paiating’s bright colors are in harmony with the impressionst
wadition. Jones's concern for form is achieved through color reiationships rather than modeling in light and
shade, During this peried Jones painted Ubi Girl From T Region (G4 ), one of her best-known works, The
painting is of a Nigerian girl in ceremonial makeup slong with two masks from Zaire and o fetish frormn the Ivory
Coast, reinvigorating the "African mask, sculpture amd spirit and ansforming them from objects of a French
components of 8 modem black identity.” Like the poetry produced under the African and Caribbean litemn
movement koown as Negritude, in this painting, there are four basic masks which eccupy most of the painting
On the far right there is an oval w}ﬁte;hnpeﬂmisammadofemmwblukmdwn lines which eccentuate
ﬁxmu,eyes.andmmlhmdam{slﬁpemmﬁxaﬁizzmuxkesslinkbehwaenlhisommdﬂmwkmh
minting. 'them;inkishmlemuk:min:hn’bmd:dmk::h&pc. The eyes swrounded with different
shades 13 well as the mouth are also cxamples of ovel. The eyes are slso accented with different circles. The
mkhtbehﬂmhsbhckbsckgmndpo&kﬁntmﬁem;ﬁﬁwmm.mdlhu-:isan
m@:uﬂabﬁﬂxﬁuﬁsﬁgmmﬂufuﬁghtofﬂwp'mm The background colors and the African borders
ahance the masks in the center, making it the focal area. Ithasa light valuz, ringing owt the image of a three-
dimensional effect. The images sre constructed with goometric shapes The center contains the masks, circular

tgd
" Se_James Guids To: Back Artizis, pr 287,
¥ s fiecoew inivaorgluestem/iois bl
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with shupes 1o form the borders of tie masks.  "All of the masks seem 1o symbolze different cubtures joinny,
wgether” Ubi Girl from Tai Region, is & valuable painting becouse of its expressiviem, of how it demonstrates
the power of art 1o touch the heart or the mind The peinting shows bow different cultures or ethnicities can |
unite in their unique ways. The imnge also portrays emotions. The picture is not on an imfcliectual lovel but on
&n emotional level. It emphasizes Africa's shythmic and mythic dimensions. All of Jones's work shows a strong
serse of design. Her artistic style shows & progressive evolution, end throughout her carecr she has managed o
experiment with and master a myriad of techniques, Atmosphere and a heightensd consciousness traated a yiew
sense of what it meant to be *African” (or "black™) in the 20th Centuzy.
Hcr!ifclongepammtomwiiushdhutoaqﬂacnv&demawﬁmofstyiulh&temlwdinuwmh
century, taking from each what fit ber own vision Through her continual developaunt as an artist and her
extreordinery teaching taleat she became @ prominent and influentin] sdvocate of Affican-Americon art and
ertists. Nhnydhammwbwomemjammm-ﬁmﬂimmwmm.md
her paintings hang in major muscums. She peinted subjects that reflested the personal circumstances of Black
people.
*Fait

Faith Ringgeld is an Afiican-American peinter, sculptor, writer, and performance arlist.  She is ¢
professor of ant at the University of Californiz in San Diego. Bom in New York in 1930, toduy, she is best
known for her peinted story quilis—art that combines painting, quilted fabric and storytelling.  She has exhibited
in major museums in the United States, Ewope, South America, Afiics, and the Middle Eest She is i the
permmcntcoilwﬁmofmanymmmnsimltdingduMcknpoﬁwanmomedtbcMwnofModwm
Art. She has written and illustrated Bve children's books. She has reseived more than 75 awards, fellowships,
citations and honors, including the Solomon R. Guggenheim Fellowship for Painting. Her work has redefined
and enriched black and feminist cultural jdeals through themes of Affican-American culture, Faith Ringgold
moved from paintings through her large political canvases of 1963-67, her soft sculpturcs, and performances of
the mid-and late 19708 (Witch Masks, Faonily of Wemen Masks, Portrait Masks of Harlem) 1o teach her quilts of
the early 1980s. Ringgold's painting style mimics folk ant, providing images of black people that wese
unavailable to her during her formal art education but that originale comforisbly within the context of the
African-American st that bas developed throughout the 20th Century. Her 1969 paintings Flgg for the Moon
and Die Nigger reflected deep resentment townrd & government that spent billions of dollars to put coe man o
the moon while millions of blacks lived in poverty end strife. Flag Story Guilf (5g. 5) represents her most receut
effort to use the American Flag. She used strips of tie-dyed fabric to represent both the red stripes of the flag and
the blue field containing the stars. The fifty stars are represented by small patches of appliqued white cloth. each
cut into the shape of 8 human skll in profile. Esch skull conteins a sequined ¢ye. All these clements hove in
tum been appliquad onto & canvas background, which in fwn has boen atisched 1o the requisite lining and
backing of the quilt form. Ringgo!d refoaused her vision to celébrate contemporary black culture in Amenca,
She eschewed the materials of the fine anis, such es canvas and ofl peint. due to high expensss of painting
material.  Ringgold startedd to use craft materials (painted fbric, African frames. quilts end thread) in vertical,
horizontal lines and between them sloping lines. Ringgold also explored performance ant, using her life-size
sculptures as c-stumes in the work and the resumection of the Bicentennisl Negro. This fable about black
cultural rejuvenation inspired matriarcha] power fominism. The truths Faith Ringgold visually plics us with are
that women and men of Afiican descent figure significantly in matters of art and et history, for the most part &
positive image of tolerance, while edmitting debumanizing acts of racism nd sexizm.

In 1980 Ringgold collaborated with “her mother to create their first quilt of Harlam, which recorded
the faces of people they had known throughout the years.” Ringgold employed quiliing as & metaphor 1o
commemorate one of the few art forms that enslaved American Blocks hed beea sliowed 1o develop and presene
African culwre. She mixes the actun] with the improbable 10 revise life seripts under her painted and pieced
guidance. Whether ifs the story of an eight-year-old girl flying over New Yock Citys George Washington
Bridge o @ missive featuring Matisse's chapel a5 the sefling for an African-Amaican wake and gathening of the
ddm.Ringgo!d‘snmhsmdsm:mcwpadtydmcswdlawwmdlhemy.hmgs.mdmy
structure of the normative like Henri Rousseau images. In We Came to America (g 6) “acrylic on canvas, slaves
struggle in the water ncar 8 black Statue of Literty, the flames of whose torch ignites the slave ship oo the

® huphorew. Thaot com/revamuiomuyTdc. htm
¥ 91 _James Guide To: Black Artivts, p-_457.
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hevizon. w:amwmnmi\uxMWﬁan:Mﬁsdmdnﬁm
mﬁcmﬁmdam.mmtwwwk.Mwanimmd&x
world. Itmfmaw!&mmﬁ&o{mﬁwhwu&nhsﬁcmimmmmme
ms@am«&@mefnm&yﬁmmh%&mﬂh&mdawmm
imagination An inner vision is just a5 likely 1 emage fram a trined srtist from Hariom a5 fum a French o
Haitian artistic “outsider.” To ensure the fiacdom of bes voice, she imbeds the text of ber writings into her quilts,
ﬁwmlizimtmmlmlsynﬂmisMmmmﬁwmmymmmwmmm Using,
.wyiicpaim.Ringgoldiummmm%mlﬁumhﬂnmwm!.mwddbymmiﬂmw
strips of cloth that most ofien frame the prece. Her stories are genszally based on the lives of prople she know
while growing up. ﬁmmuwmﬁﬁmwwﬁmﬂmmﬁmlmm&wgm&m
ccotered on black thomes that were not available o ber or by daughtars-while they wers growing up.  Asother
u;mtofﬂwm:pukmmofwrkmﬁsinuchpdﬂiag‘spiudﬁhhw. Tiz-dyed, foml, end
muaﬁymmmwmpmmmmmmmnwu
mincoat and dress on the chic African-American woman in bigh fushion

eEn 1Y Fhij=f Fotl

ehe] Hasgueiad 33
mwﬁm!w&cimuﬁdnsmdm!mtuﬁnof&emﬁtkl%.
WW%&&:MMJ&EMM&MWMMMUM *Hz was born in
Brooklyn, New York on Deocmber 22, 1960" end died on 12 August 1988, He was sware of the et world and
iumsdunism.Hewngmuimlyimumndhﬂx:wm-gademwwldwduﬁmubhlmuﬁt You een
uﬁmumdwa}hwddmemmmmmmm
Haring and JefT Koons. Basquiat and Ksith Haring were the two graffiti painters, “who in theory sprang from
the Mew York subway sysem. . Mmldwgm!ﬁsistsdidwaswdcfwenbw:ynins."mﬁmmuwuilmy
}:rdsmm&nmllingstnckw:skeptinudnmmud\cmﬁmdﬂwmwid:mbxm;pny-m
designs. Hisﬁ'ﬂpimhgsmmwhmﬁmnhmmkhuﬂedmwcﬁld‘s'aw
extension of what you could do with a wall.”

Basquiat is & much more teresting and parsdoxical figure. He was technically Afiican-
American and made frequent use of "black” imagery in his werk. *He went to study African spirtualiss i
Korogo" to metraoe the Middle Passage that Janded his forebears in the Caribboan His real mubject is G
pluratity of kis own thoughts snd feclings. s woek is tochnically rufimentary—graphic mther than painterly
mdhmsﬂmﬁﬁmmpmmm.mmmwﬁg@ﬁ.md% He
et free & inciude anything dat took his fency. He bnd 2 lively hand sad (e ebility 10 drow in this (ashion is »
Godgiven gift. &MM%WMIWW*&MN&M&
mmmvﬁmMMhmuwy.mmmdwmm. Fram
early stage, he wes one of Andy Warhol's entourage. *Warhol, despite his keen interest in smything novel and
potentially fashionable,’” was at first wary, but the two artists evenbually produced & serics of collaborstive
pictures, which eventually culminated in & collaboration between Basquiat end the pop artist. Basquist's content
omtcudond:crdnﬁwwphmumkaﬂmlmwiﬂinnwﬁmwhmdm. His
vi:ibilitydqm&dmmmning‘ﬂsﬂnlmmdzfmdbyhuﬁbhﬁmﬁmbhdbmﬁu&mcm
of himsell (that whites) would mol be interested in or fascinated by.” Paintings from 1981 and 1982, sich &s
Irmycj)\’tgml’oliumadeMCwm&meru.BiHa.Mﬁulewﬁddlthm&
ides. WMM.&M&M&!‘:MNM.M&M@&&W»&
m&w&,uhknhmhﬁmdm&&kmdmmdmmiyukmuﬁwm
sbout black poople and vice versa. numrssmkmmeemmmmam«

" Mka: Journs! of Contomporary Africen Art-Faith Ringgold-Number 1)/14, Spring/Sumaeer 2001, pr._ 25,

"2 81-_james Guide To: Black Artists, pr_38.

1 Smith, Edward, pr_M6.

M Harris. Michael D.: Transallentic Distogue-Contemporsry Art In sad Out of Africa<Chspel Hill, North Carolina. 1999, p-
| _

2 art Review-Jesn Michel Basquist-Joumal-March, 1996, pr..21
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v semeis &smﬁgﬁ@mﬂwﬂ%wﬁ%hfm.h&ﬁﬁmﬁmﬂm&cuﬁm
sl ward 2aud 2 bisck mans place within il Crowss tan be wad Hogmephically as Basquiat was freshly kinged
mdﬂmﬂwwmmmanmwcrldﬁﬂlofnalcmim!.wmingldng:(wumkuﬁm). His art speaks o the
colonization of Africa, racism, homelessncss, and kmeliness. His life in msny ways overtook his works
ﬂnmlm.mdmyuiﬁmaﬂy&hmhhup&ingimwdwmndmmb&hguhmh
themaelves and trying 1o resd their messages.

Basquiat's last painting, Riding with Death 1989, shows him on his firal sttistic journey. He was riding
a horse, but it was not Osundare’s "horse of remembeance.” It was hocse of smnesie.  This was a bope-white
ha:qmﬁmwhiehﬁuzwasnodismuaﬁng;nwhkle. As his skeletal body zits astride the bones of a
mum&mmmmmmmmmmwmwmwzy. That ‘ool factor
hmonmupoinlofemlmlionhlheIMnimdmdia.MellﬁwPanHa(ﬁs?}. Tobeccoolismitobea
boser, but io be & player pushing the edge of ice. To be cool is not only 10 live cose 1o the edge, but 1o be the
edge itzelf Thmmnpdiﬁwpninﬁxrgshﬁ'uﬂiﬂmﬁnﬂy'mp&c.‘ That is, as much a kind of

collage-inspired imagery that he was known for, and other pattemns to campose his picoes, sometimes with
extremely powerfid political, historical, and pérsonal messages.  You ¢an see imagery related to Africa, the
Caribbean (where his poents were from), and the streel, from contetpotary sports siars and waditional African
art 0 the drawings of Leonsrdo da Vinci. It is perbaps the most fascinating product of the New Yotk art scone at
the time,

Amos is an Affican-American painter and printmaker. She was bom i 1938 in Atants, Geomgis, and
she is an art professor st Kutgers University in New Jersey. In 1963 she war a member in Spiral, a group whose
main thrust was art making and the politics of being an African-American artist. The associstion with Spira] is
evident in the use of African textiles, Symbols, end motifs. “She makes public art 25 & collsborative act.  She was
MmedbyhmkdﬂwAmimnanﬁoﬁﬁ.ﬁmmMmmywﬁuMmmﬂ
&mmmm&mnmm&mwmmchmmmmmﬁmmm
upside down. ﬁwwmmduiﬂ:lhckmofﬁuémnofmﬁmhﬁmﬁwhmw.‘“h 199] she
umq:e!w:dabadycfwwkmzi!led&'Wmmhﬁﬂs'miw._mﬁﬁsmmttpﬁmmmm
introduce an clement of irony, lumor, and subversion. They are both amusing and serious. )

She is very aware of the tradition of Abstract Expressionism with its emphasis on the beauty a7id richness of
solor and texture and its expressive power. Ames paints pictures that include matenial such as photographs. In
her paintings, figwes of various colors hurde through space accompenied by such icons of civilization, Egyptian
Pyramids, and Renaissance churches. The anxiely generated by Glling bodies also is a metaphor.  Color has

the architects and design, with strength, color, snd dramatic paiette. In her paintings the space is ofien ambiguous
nndﬁmofalls!ndesmwiﬂﬁnwﬁ@wdimbimmofmmmde&u
Inlwear}yworkAmmadcbmdm&me!o(hthaubemhmdﬁ Sensucus strips of woven and
Finmdc}o{hﬁmmto(berpaﬁmﬁngsandthzytwmmﬁz:thewmﬁmmdmlykeeptbem“dﬂﬁn
thehwdasofﬂmpainting.emwhcntheﬁgmmhwﬂjngfhm@hspau. These borders are hwourious,
eolmﬁd,mﬂtmtﬁﬁllmdpmvideapcrmlmdwimra!mnofmnl. Thesz frames of cloth ploy 2
;thryﬁma]'mdmlkmkinthepainﬁnsx They oontain totemic molil such as cyes, phoenix-ike birds,

hmelfdarkuﬂxmslzis.inmﬁwtounp}miuha&ﬁmm&y. .
Emma Amos always utilized various media simultanecusly to develop her ideas. From 1985 she bepan a
new series pointings, The Water Serjer showiuy bisck womem and men swimming snd diving, move thicuy. au

* Arnos, Emma-Pasting and Prints. 1992 Wateric Center of the Anis, Wooster, Obio A, p=_13
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ud water, in mmny ways an exicnsion of the black sthicte series. their darkness emphasized by the painterly
white backgrounds with strokes of biue, green-yellow snd wmber. The illusion of uncoztrollability of the
mummmumswwmmnwwﬁmmdu&uﬁmw .
Wmmmmmmhmnmdﬁmmumw
simosphere of their swroundings, She soon wensforred these festwes successfully 0 her printmaking and
canvas, Shmwhmmhwdm&mﬁngmﬁﬂuMWmdm
showed their grest physical prowess.” She was swarc of the emporary and smbivalent nature of the black
athlcios’ power—and wild animels in action such es zlligstors and mountain gonillas sre running in different
directions. As she points out, black men like wild animals, To express blacks at power and exploitation go hand
in hand with the continuing search for images of physical prowess and boldicss, The liveliness of the figures is
lpplmmevmdm@hﬁwmmwmhwﬁmhummwhﬁ@mﬂwﬂwmhltopimm
ad:mwilhpinlzf‘shkﬂ;emydschsdwysdmewhnwam“ilhwﬁcp‘irummvas. The
painting doss speak of the lives and preseace of famous black people end moves away from the cultural,

A sell-porimit of Amos is shown in titled Wile You Forgor Me, the image of ber as it eppears in 8 book
on ber work, is comprises of two female figures embracing each other. With & calm expression on her fice
ﬂuowh&m-irinfmraofmmqmuucvoidAnmInldsnmodupormitofhumﬂhm\ﬁ!ha&agmlcm.
lotting the figure slide out and into the air (fig. B). The image shows her own character creating the form and the
movemnent of the figure in action through a visual contemporary design.

In Amos's wt, she created several images by using photographs for Afiican-American people.  These
phiotographs inspired her to communicate political commentary. The people in Shivery’s photos are meant be
undersiood as firsi-hand witnesses to the plight of Affican-Americans.  Like the X, the cipher United States and
Confederate fiags. and the target, it simultaneously functions as & mewsphor for the artist’s belief that she is being
negated because the established art world continues to ignore her work. Stars ad Stripes (fig. 9), which features
the American flag, Mhnudof!bemmlm.itminsapwng:pharamofm-ﬁmiun
children who look directly at the camera These poverty-stricken children reming us that not much had changed
for most African-Americans by the 1930s. And the sad fact 1s that their situation is similar to that of many
African-American children we see today in urban areas twoughout the countty. She uses the X in the design to
express ber refusal  Amws included these symbols in her painting in 1992 because she spprecinted their ability
b resonate with meaning for everyone. Her hands.on experimentation with several techniques &s a painter and
printmaker, maiched with her inwnasedmnﬁdmwcinshaﬁngdﬁaﬂsorbaﬁremdthmghu as an stlist, &
woman, and an African-American, have resulted in her creation of unique and powerfully expressive paintings.
Shesppmciatesdmirmmdiacyofpﬁnhmkjnguamnsohuliﬁngid:u. Her work is highly reparded
because she bas shways volued painting and print mediums as a visble art form in it own right, and she
conunually seck- the challenges its technical procedures offer.

*Sk r nesiy

Skunder Boghossian was bom in 1937, He is one of Affica’s besthnown contemporary antists and is
adubited intermancindly.  His antistc sensibilities sre rosted :n Ethiopian history culture.  He migated to G
tinted Siztes as an artistdn-residence at Howend Uaiversity in Wshington D.C., in 1972, He became one of U
Evanders of the an group AfiCobra and on fmportant asiitect in the Black Arts movement of the lae 1960¢ and
il 1970s "M seemed to hawe found inspiretion in Modiglisnr's vision of the human form, and some what he
5 had an ufluence by Paul Klee, Andre Breon. Geages Brapue, Max Emst.” Roberto Matta and Wilfredo
war: had an unstakable influence on Skunder  During 1959 he teught him how 1o use his visual cultizal vaditon
ke & number of West Afiican artists.

Perhaps i Lam's work Skunder saw a reflection of himself. He recognized his Africen semsibilities
shere he uses symbolic images. fantastic anima! and bird forms. in Ethiopian Langunge of traditional weaving
*rhugue, a complex braid-design motif in Coptic pairaing whack may explain the lavering of pattems and
magzs o be found m his work,  Shunder bus found in modernsm ¢ Jengusge for expressing his personal wision,
3 s own personhood is clearh rocted i Etlacpian aultre He siways salumted with posver and familiar 1
ez who creale palungwests wherein the world may nead is origins

As is evident from his works, Skunder uses highly diverse tchniques and medin 1o enhance the power of
oxression . his paintings.  His works combine relief with bark cloth end goatskin. He werks in ol ecrylic,
gausche, crayon, and pen and ink. Boghossiens “Time Cypeke 1™ (1982) offers the finest exemple of his
mmovalive techniques and experimentation with media, Like Emst be used & rmethod of splashing water oa the

"% James Guide To. Black Antists, pr_632.
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canvas end then spraying it with paint to create a surfice alive with encrgy. His works are vibrant in color and
arc enriched mmmm.mmmmemmwmmmmwwm
coptinent. Boghossian's work synthesizes his country's rich and powerful treditions with European techniques. |
Hewa:hissymbolicabshndimiﬂandmythicbdhahmlhMdﬁs&nﬁuﬂﬂnﬁhﬂﬁﬁwﬂqw

though the split from 1op %o bottom The viewer is Welcome to be moved by whatever "significant forms™ and

aliusions make up these paintings. wmu@nwmmmmmmmmmsmdm
fiat surfaces that are his peimary hunting ground. He litemlly caresses the camvas, wood, metal or parchment ca
which he is about to work with the probebility of images. In his paintirgs has revealed to us the intensity of light
inthcmnnncrhemuﬂishmﬁmsiw.onmmedhwswoﬁbcmkﬁhg.maﬁngswhadr:p!ho{
mdiancehwsmmsmaitkmmlcwmmmdwdiw&mm. The lwminosity
mpmmymuﬂmo{mﬁ:ymdhmaawhidofmkdmgumm The color determined the light,
an'i.nSbnﬂa‘smﬁng}yﬁmiﬂusmity.dnmsisalwligh%ilsd)ﬂAminpoin!is“.hju!vH:;ghlof
Defight* (fig. 10). The sphndor of the painting calls to mind the msjesty of creation and destruction that Hindu
mﬁhmu'meﬁwdﬁ&'umi&hgymtwmﬂmwmmmdmm
nestcd within space. The vision mensces and delights st the same time. Traages both attack and play. Forms pull
myﬁmommﬂhamdyd:mﬁnmwdmdsuhdmd Colors ere exploded from within their dark
nether until they become shimmering jewels, Bmythhsisuganimllyismﬁnﬁadinmismg:pahﬁngﬁmisat
amboﬁ:mttcmdg}assy-—ad;mwvdﬁchmhmmldﬂdnﬁghlm. ‘The upper onc culs the
composition into & higher and lower il There is also o fissure between the left and the right sides, end yel, the
composition olds its unity without the Jeast eyestrain (ovocatively Ethiopian in their paranoia). The isbleau is
split unequally between left and right =ore oflen than not, Skunde’s paintings evoke several sealities at once
hcldlegd]wbymlw.l‘mnaxiammiﬁmﬂmtissosubﬁchmibm&huﬂmmcishardlyﬂwueoﬁ!."
mhnpommaofsmnda’swksishwn!mﬁngnmhwddiswvaofﬁxm Thess forms achiewe
significance, oolors, textures, compositicn and relationships. We can say that artist snd viewer have cooperated
i creation.

W]

Whithietd Lovell was bom in the Bronx in 1959,  He bas studiod in Hely, France and Spain He had
&awnmddwnllbmrdsﬁfe-ﬁmﬁg;numwinﬂwclo!huo(mwliantowhkhmﬂ!adzdvnﬁm
rcal obhjects. mmmmmmwmmmmwmmcwmgmmmt
mymdpeap!ewbut&emmydahmymsﬁllw'vid. Thus, the Africen-Americans Lovell portrays
hwaguwy—%mnﬁiﬁa%mday&m‘dmhumdmbwmmmmﬁm. Lowll
mwali&m&scmﬁmﬁmﬁmphkMpsdu&quﬁmm.wﬁchhmw}
ﬁmmwmﬁu.mmumammmm. Hundreds of portmit photographs were taken
30 to 100 years ago. memtwnidmedimﬁngmwimthacpeqﬂemigbtlﬂwbem.mtwmﬂuh
dreams, their anxieties, and their strugples for n better life? .These photographs are the starting point for Lovell,
who then translates the images into-drawings on walls, using symbols such es hands, birds and empty clothing in
heavily layered namutive images, sumoanded by antique, found objests. A sense of personal history is
incorporated into these assemblages that reflect the ortist's African-American heritage. He first began with the
fnmzndhands.imaginhgﬂudmdmmdspﬁiwoffmphmmmmmdwmdmﬁgwmthc
brown oxidized pine boards of the walls. Then he combines them with anifects Som matrial culture to ewke
the quotidian history of ordinary Afrisan-Americans. Respecting the fact that they maintain their self-composuse
nnddign'tyinihei:dailylim,hemsBide&wtmfmlomixniaofﬁﬂ'lopoimmodmissm

I-khashmuﬁngo&dhmdpﬁmmllbmrds.vﬁthﬁwkﬁagmn&smﬂpdingp&in&nﬂwsw
pmj'ec!.sﬂm:hmgﬁundehamdﬁnfoﬁmﬂs.\a’imlhcﬁ'unptmticwmdmhmdawimaim. The soft
pimmmﬁyﬁcﬁedhﬂwmo{&&em&mymasbwﬂMﬁa&mdm;chssicdﬁwm
WwfwmmmﬁmhMM'mmW.WMmedd
primed while canvas o heavy paper. *fhe boards have @ sensuous realily that contrasts with the immateriality of
drawn figures. 'Ihceﬂ'eetefﬁeémnﬁgmesisﬁmldapmﬁﬁwﬁmmoﬁsmmmﬁﬁmzmu
hrows!hntmuchoflheHmdadhmym-mrmimnmn,&mm&mhmgsmodd\ﬁ&ﬁn
the material culture snd tactile qualities of the anifucts with which they lived Fusmiture, domestic implements,
Kitchen stensils, pots, tradesmen tools and signs, clothing, quilts, curtains, books, personal adorunents, and
mmms.bmqmsof&iedM.Maﬁm.mmmmm&mmﬁmﬂmmmm&
pocimit drawings on flul waliboards. He avisions them s part of g larger ensemble, and be always wanted to

W Nica: Journal of Conterponary Affican An-Stamder Boghossisn-Number 11/12, Fall Wister, 2000, pr_85.
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de-emphasize the mogplive maonings associvied with brbed, Ge ambignity 53 o way % eopege the viewer with
% drawing.

wmgﬂwm are chvicns links betwsen Lowils temux and wod by ofer contempmusy astists |
Assemblage—ihe combinatic: of struclural 2iifadls mntesislg— wes doveloped in the United Siates in the 19502
and 194605, notably by Fichert Reusschenberg and Bdvand Hionholz, whose miueace Lovell acknowiedges bul
bis emphnsis om Sgustive themes go yood sreemblage. Ancthrr Hnk betwern lowlls work and
comtemmporary srt practies is the se of photographis imeges. Politiee] mtizts o the sasly 15805 snd 19908 used
guch imeges, ke Antonio Fraseoms and Christien Bojpensid’ The tiles & Lovells weik ar ofien kene
eopewand titles and they help vs 1o eonneet the fliusico dmwings mnd the allusings by entifhets, In many of the
faces of Lovell's veople we sead spency, the will o contol and determine Gl own fusure, oz ouample, e
sirong women (Bg. 11} depicted potion in promizve. Lovell bas dravn 8 young woman who stands beside & table,
* weaning a bat with large soee tlooms decorsiing the bodice of her plain styled dress,  Sbe peors at the viswss,
some wiry kree matmial in goversd eolors, but st surpounds her, snd affined 10 the wallboands, she siares in the
drection of & ren] hock affixed to fhe wall, deseribed By Lowell &5 & mysterious guestion in contrast fo her
confident pose. The peoud woinan in “Polion” provides & similar examgla. The viswar is oft to speculate about
the power theze vistions give ey Ar they mennt for her friends or ber ensmies?

We identify with g porirait drmwings becsuss they =e of peopis Bke us, The tmsion iz partly resolved
whep we allow the amtificts to give e ststic figwes o sense of motivn o divesticn. The artifscts oreate the
syikdng er drrastic simalion of larger, move embrecing interprelations.  The richuess of the result o Lowell’s
enigmatic whluatix prompt interpretations about aspeels of Afiicsn-American axperienses not fund clssniere ¥
coplemporary art.
2Duatiarn

An Tvory Coast paines, bom in Abidjan, Ivory Coest, 1557, Ouatizre smived in New York Clty In 1928
a1 the vrging of the painter Jean-Miche! Desquist Custtora had moved to Paris fom Abigjan in 1977 st the 850
of nineleen. He was farmilior with the work of molerist ertists Yke Picaseo, Matisse, Niro, aod Branousi, and he
saw Wheir work &5 8 mimor reflecting his African cultwa] heritage back to him slong with mew Euwcpoan
elemenls. nxeexpc:'wm,ein}’aﬁsanmw&hlmmk&nwwaiﬂ%osymhmimihcmwiihwlﬂthehsd
Yearned ins his native Africa. "Ouatiors brings en essence of spirfmality to his work, and the sense that antisls can
move beyord the limits of the everyday world™ This spirituality works on two levels for Ousttera. He says fat
the modemn world s in the grip of technology and spinituatity allows one to better appropriate and take over the
zchrelogy, to meke it more bumene, His persons] training in spirituality, beginsing st the age of seven, gave
Hm an eclecticism that transcends dogma. His vision is the cormoz o be found in his work, Ourates, 1994,
smeaning "cocmos,” which has a globe-like form with & bleck-and-wiite figwe on cither aide. Spilling across his
canveses are the nscriptions of his eccentric mind: snspshots of precxisting porwits, albumn sovers, shards of
mirrors, end bottles on tes branches,  The latter svokes the religion of voodoo and the historical trensplantation
+f Afiics to the New World (a symbol of Crusttara’s own expeliiste stabis from the lvory Coast). The detritus of
B initally seems 10 be hophazardly placed cn his canveses, but afier inspection there is no doubt that every pan
is inmgral to the whole. “His paintings ere large and colorfil, based on mec-expressionfsm bl open
ssmlemporary readings.”’ Like Julisn Schnabel and David Selle, Oustiara hes used neo-sxpressionism 45 3 means
wn md And as with the Zairean painter “Cheri Samba,” bis paintings 158 storiez, This can be seen m fhe
ofamdance of writien wonds and printed matter found on the waiks. Words in Arbie, Cermon, Erglish, French,
zed otber languages out swaths in open fields of blug, yellow, end ved. In his work, Ouattera regularly quotes
visuz] elements fom Alican culiums end fmditions like Awbaric, Bembasa, Benis, Doegen, Mok, Senufo, and
Zala. However, he peofers that the viewsr fvz-associate with the Imagery in s work mther than ask for
aplanation.

He has passed discreetly fiom painting with materisls W painting with mw materials. Incorporating
piecer of wood, skulls and all sorls of chjects into the blues, brovas and reds, makes the otherwise underlying
smimist dimension of his work suddenly spring oot Found matedals end ariificts of popular culre work like
sbiete o arf on the murisces of Ouattam's paintings. Although in painting nothing is new, the vecycling of such
materials on Wheir surfaces marke his works, which creste & domiing ambiguity. This spparently awkvard

1 3505, Patricia, Whitfield Lovell, renent isblensx, Exbibits DC Moore Gallory, Hew York, NY, 2000,
® Harvia, pr_16,
N gy _Jumes Guide To: Black Artists, pe__405.
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qnﬁqwimgamkmm,homm.aﬂaﬁnvmhuhkmhﬂzmﬁm On the one hand it
simp!ymhwﬁsmlm,yetm(hedhuﬂmeisnmmmdm!ogofﬂmﬁngsymbo&aﬂ
mw%mmmmwﬁmmmmmam Andhawak,“h"ifmmfkrlm_
1885," 1934 (fig. 12), has calligraphic charmcters from Ambaric, mn thiopisn language that developed fiom
Ge'ez, the encient language of litereture end religion. The dates 1885 and 1960 appesr zeveral times in the wok.
MdﬂsmyrdathwﬁnmfmwhmEmmnpmwmpwhmémeﬁummgof
Aﬁ'im(wﬂiﬁopia,wbicbwascolmimdlyﬂwhdiamﬁxmbr:@eadcbﬁwm%hny)md&md
of that eolonization, marked by the mdependence of Nigeria sad the Cole & Ivoire in 1960, Cuattara. destribes
ﬁspﬂhﬁagsu‘mﬂmdapiﬁhm!dwmhﬁﬂe&ummmfaﬁemdwﬁm.. There are &
lot of tings going on in them. Thcnmmﬁmtgnﬁﬁesnﬂ‘aedwmcmdﬁnmw,ﬁrmk.hmk
dovn into the pecsumreal intespolation of male/ female, life/death, and 2l things clemsntal & The difficalty with
&ismkxls:yinhnitmwbchwdbdm!msdy. Becaize Ouatinra's work is 5o hoavy with symbolism, it
cultivates #n enigma, Nonetheless, Ouattara treads in pop eultural products, The paintings, with their constant
mm&mmmy:.m,mmvﬂmmmmmmwwtm
ideology tovard art that creates a natwral synthesis betwren Africs and the West In the process Ouattar bes
auatad&wummmthcﬁndgaieckglobalimd‘ihcmﬂsmwupo&m. Now he divides his time among
MNew York, Pars, and Abidjan }ﬁswmkhasbmshowuthwYoek.Paﬁs.deokyo. “Hiz experience
m:dymmoflhemlmmbiebwmsehcmdaasqxﬁmpmmmdﬁxhﬂdsbeuoflhcgalie:ylmusmm
world in New York ™
L

mm-AmimmMMMMcmnw&uamimimfw&wMWe
against Mﬁmdeﬁmtonmmlﬂxdrlandmdwmmﬁcsbyﬁmmmwﬁmwm. "What used
to be the coalition of Black Revolutionary Artists became the Afficen commune of Bad Relovant Astists; They
wanwd!m&mmmeanwmethingﬁrbhd:pwp!c.m&r&epwpk,&eym the ert, and the art is for
them, not for the critics.” ngmnmgﬁc.mwbichdea]swéthmu!bazo&posiﬁwmdmslﬂesdmim
to their individual, local, mational, and intemational problems,  Maodes of Expression, that Jend themselves to
mmﬁalms;xodmﬂmmhnquwdns?ustaAn’,withAnwhicbmowztbemﬁm;mdappm!sm
the senses. Bu.s:smcmtpoﬁﬁcalmdmialmwmmﬁmmmmmﬁmﬁm
‘m'mdwmjautheﬁahn“&:ichhmﬁmmcwsﬂu&)esmggleiswm The basic tenets would
bcsacialwmmtsage-micnmdmimlmﬁngtmﬁﬁmd%c&umfams. They decided to work together
ush;gdiﬁamtmistways,mmdnﬁqtm.mdmimu in order to reach high levels. Functionalism would be
thckzyﬁx&mdom,md“dm‘tkcht}ing”inh:othuimmmkeyﬁxm Having essentislly no tradition
wdrawupun.ﬂacmu!d-bepainm.smﬂptorsandgmphicmistsmuum&ub&shﬁnirmisﬁcmmmity
wainly through improvisation and style.

~The titles are very imporiant 1o the artists and ofien introduse an element of irony, humor, and subversion, which
are both amusing and serious. The; 2lso used the forms, and used the Blesk Woman returning nude in their work
s a symbal w0 reffect the situstion of the African-American as a Negro element  The use of symbols within s
system of maarang to communicate ideas, traditional African embodies its philosophy to give symbolism which
requires reflection and hidden levels of meaning and the symbols are shown large scale and often in bright colors
1o emphasze the powerlul political messages that motivated their crestion.  An is not only read between the
lines, but also locking behind the symbals.

~There is a mictwe between art and & high level of the skill as (oraft Revival muib agpd K dany, 1 Mogen,
Afrcan patems of undulating and’ symbols complete this well crefiu werk  Fres Symmetry-—the use of
mmmmmuymsamwlmmm.&mpwanm&am.
Coicrisnpclilkalmmemmdpmpmyofgrea!nmxpladrymdmﬂﬁvalm‘mmmryAnmim
sociely concepts, like ocolade colors (ﬂnirmdda@hhgstyhofﬂtdxrwwﬁme.p'mpydlmbmpim
high-key color clothing®). And swaying grometric images—in twenty-one colors—suggest the syncopated jazz
thythms  in music. They may represent black-and-white keyboards or any balance of contresting valuss,
mcluding lightidark, slow/fbst, long/shot, happy/ead, highflow. Hright colors with sensibility and barmony.
M'ﬁh)‘mimammdimamedﬂwmhdicph&pkhmimim'mdwm The visual end
wrtm]msmbngmeds.jusiue\uymusiee]inshmm:hasiﬁmdistinﬁiwchamc&m. It has & very
pesonal significance for all African-American people, this double consgousness of the beauty end the political

# bitp. rme2 bbmary.comal edul poraryafticanant/PublicView/defauLiitm:
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implications of color has informed their work significantly. They bave leamed that “to put brush 1o canvas &s @
biock entin was & political statement.  These aols should kad all ertists 1o question cntically who peinis what,
wh, and bow. This intense questioning altered the nature of their wosk.

-Thehmgﬁofmwwmcﬁmfoanmemnﬁw-aiuﬁedehlkugalhnmdiﬁmlﬁumﬂtpwﬂy
formal exercisss commonly found in modem end postmodem art Az the various mediums, dimensions, and
hands of the artists, the retumee's mela-modem extension of and challenge 1o modemism and postmodernism 15
an wmfolding drema. Jts vision is formally vivid, ideologically convincing, end paychologically transforming. As
returnee artists anchor their visunl recollection along the Aficans shores of the Middle Passage, their visions
and voices itersect lke roads and rivers, responding to Langston Hughes's call that "So leng/So far awayfls
Africa*  Finally, Affics is visible in the peinting, sculpiure, snd mixed-media compositions of the creative
recollections of returnce arlists,  With these concepts end the sesthetic principles; the abstract Affican symbols
and design paltems; Affican-American aesthetic use of bold, glaring, vilwating color, geometric zigzng images,
complex design patterns, and African symbols and animal feans in 8 multi-dominant moiif with an Affican visual
perspective  Afiican-American artists sndeavored to produce ertistic messages that deslt with past, defined the
present oppression under which black people lived, or wor gommss, ancient and conlemporary, ocoiETng
throughout the African design patterns, and offercd examples for future solutions. The 20's rmewed the
celebration of pageantry of their collective ethos. She/e will no longer need o avenge personal and collective
suffening through art, but wiil direct hisfher energies o atticulating (e peeds, spirituality, direction snd velues
thit will Yiberste or reorient histher own peaple end the colonial mind  Yet the traffic of one does not hinder bul
complements the motion of the other.  African-American anists ere searching, it signals a time for reviving those
ancestral pifts and ancient skills

Mimesis &1 midpoints, design which marks the spot whore the real and unreal the objective and the
nonobjective, the plus and the minus meet 4 point exactly butween sbsolute abstractions and absolute paturalism,
wisibility. clarity of form end line based on tbe inloresting imegulsrity oae senses in a freely dmwn circle or
orgamic ohyect, “he fesling for movement, growth, changes, and human touch. They considered their work as a
message It expresses and reflocts feolings in their paintings. “The pain of learning that we cannot control ow
fmage” o knowledge which “rips end ware at the seams” of the efforts of black people, “to construci self and
wentity = Their onages often muke the viewer ask questions sbout the sowves of civilizetion, end about the
boundaries of culiwe  They also raise questions about kow they define themselves and bow others define them
Thews freedom as aftiste io create any image, their freedom to change the subject, and the freedom of the ertists 1o
press ther opinion on whal is going around them, each works presents true woice of word (o face what is
gowg i the world Western ant is more interested in the final spplication as a technique, and how to produce the
warh. i its final frm. On the other hand, Adrican ari is trying to introduce meaning and value
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Plate | . Benny Andrews,American
Gothic,1971.0i] and collage on,
canvasSfix4 R 2in (1.52x 1.27m)
Metropolitan Museum of NewYork.

il b

Flate 8. Cheri Samba, Calvary,
1992. Acrylic on canvas,(89 x
116 cm). Annina Nosei Gallery

New York.

Sy

Platc 2.Betye Saar, the liberation of Aunt Jenuna,
1972, Mixed madia 20.8x 303 %69 cm)

; University of Califoruz, Berkeley ; purchased with
the aid of funds from the National Endowment of Ans.
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Plate 5.Faith £
Ringgold; Flage Story
Quilt, 1985.Appliquied %
ie- dyed,and pieced
fabric 5778 in The

American collection.

Plate 5.Faith Ringgold ;We Came 10 America 1997.[745x7?.5}
Aerrylic on canvas,painted and pieced border from series.

Plate 4.Lois Mailou Jones, Ubi Girl From
Tui Region. 1872 acryiic on canvas-cob
lection of the Boston Museum oi Fine
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Piate 8. Emma Amos . Will You Forgot a; 1691, Acrylic
on finen canvas with African fabric borders; 84 x 44 in.

TR

Fiale T.Jezn Miche! Basqulal ; Meling Polnt of ks,
1% 84 mixed media.

e, G

Plate 8 Emma Amos
Stars and Stripas
1982 Tasar ransler
photography,ofl on
paperedition of elx
15 4520 VaER




Plate 10. Skunder Boghossin :Night Flight of Dread and Delight,
1984 Oif on canvas with collage 55 5/8 X 62 5/8 in. North

in Recent African-American Paintings

Plate 12.0uvattara ; N' Krourna Berfin 1
885,1994.Mixad media on canvas- 157 12x 102 3

Plate | LWhitfield Loved; whispers from the walls
1966, Mattie When you Marry paperfab-
ric on wood. 84"56"x &7,
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