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1. o .o .
;’ ABSTRACT - :
; AL

. ' "é; ) .
.Thia research will inveetigqﬁi the problem of cross-

cultural influyence in art which appears when societies at
different levels of development come in contact. In par-
ticular it will .éxamine the effect of non-Haitians on the
Haitlan art movement between 1930‘and 1973. As Canadian
Indian and Eskimo art in the past century hassexpeflenced
chaﬁge resultihg from similar contacts, ekamgles of .
parallels in~types of influence will be givén whenever -
pogsible. It should be remembered, however, that this is
not a three culture study, and that the focus throughoet
will be on Haitian art. Because induetrialize& societies
are having a pronounced effect on all eepectq of primitive
l}fe throughout the world, the thesis\will comclude by
showlng how this information could.be applied in similar

q;tuations of croes-cultufpl influence in art elsewhere, .
Y
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., "'~ <. . INTRODUCTION o S o

. A Need:® S : -
. \ .

A " The world,. in man's eyes at least, is 'co‘nstantly K A,
getting smaller. With greater efficiency in electronics we
., can communicate with almost every corner of the globe 'in

‘ seconds, and air travel has left few places comp],etely

'inacceSSible. The result has been more interchange 'between, o e
. primitive and” complex societies._ The highly developed l

material culture df North America and Europe with its . | '_ ’ |

¢

| emphas:.s on consumer -goods is too often imposed on primi- S 1
tive societies as a ready solution to their survival A
oroblems. But one can}xot change a part of such a society T 1
without influencing the whole. 'I'he tendency has been;,.

then, for complex industrial soc:.eties to dominate Ain these

0

situations ofncross-cultural contact. 'rhey. must, therefore,‘ L -

- ~ recognize their power position and take full respons:.bility O
h fOI ito : . ' :. oL . . ' ’ ) '-‘.‘l"
Incréased affluence for North Americans and Europeans S

o

o ‘has stem.‘)ed up tourism in exotic andQ previously isolated
<, areas. Tourists frequently arrive. knowing and caring.
- 1ittle about“ the culture’ but determined to pick up mementos
| proving they have ‘been there. . They seidom caxry the Ce
o " knowledge to eva,luate the artistic merits of their fsurchaées i




\wiselly by encoura_ging '&uthentic'_ de,ﬂ‘igf}s and good . ' )
. Ty fﬂ craftsmanship. ' o S K ) K | .

’

LA B Every year more young professionals from the Western

world -- doctors, nurses, teachers, engineers -- are’

Q v .
. .

,

T sponsored by international organizations to help with

v

- ( projev::ts in underdeveloped countries. In the case ?f .v . .
- volunteers working‘ in the visual arts, the difficulty DU .

] } ‘of setting criteria for aesthetic values immediately
‘arises. Artists and teacherg cannot help but judge art

‘.“ T according ‘to the standards of their own culture, and they e |

| , . .
i | tend to use the teaching methods they themselves have’ ”

) " - experienced or developed‘ in an industrialized society. o i
v - They may think they are_ merely introducing a new skill !

or material but they are also passing on their own entire
2

attitude towards art and its teaching. They must consider ' IR

carefully their effect on the already exisfing art forms of

'thé prT.mitive culture. o . _ ’ , -

’

The production of handcrafted gopds in indigenous

-~

s - tyow

. "**© cultures is frequently-encourag‘ed by Foreigners who, 'have ' P
- ‘ . come to . the country as mssionaries, community developers, '

. or invea-t‘ors interested in exploiting the cheap labour. @ - e -

ok R . o,
. ,

“Their main- aim is greater marketability of native crafts. S

< 'g ’ g1.‘hey do not hesitate to bring in designs and materials

from other cultm:es. \Often the }inal produets have no ‘ "_'v,-‘ :




. is the buyer duped; but the native artist 18 “taught to .
¥

1- replace his own artistic values with- those of ‘"the foreigner

-

. from what he tongiders a more advanced cultpre. ‘s >
At‘présent c\ollecting primitive art is&;&ot:‘h popular '
¢ ' -

Yot

and lucrative. Collectors' tend to accept works at face //

.

value, as an honest and spontaneous expression of the
individual and his culture. However, they should recpgnize
. that today no culture' exists in isolation and,  therefore, - ———/1
Y ._ . most examples of contemporary primitive art have Leen
influenced through croés—cultural ‘contacts. They should

be interested in how the art foims of a primitive society
. i)
‘ may be 80_ changed, and what -the cultural origins of the : >

g
pieces ih their own colléctions actually are.
) ¢
: ‘B Definition of Terms:

Before hecoming involved in the’ text, the meaning

ad ’ Sufl?
~b N

Nt
~

. of the word primitive should be established. 'rhis

i > ) !

term is loosely applied to two types of. art: indigenous and

P

A
[}
J.

3

teebita.

HES
e

* ' incitic. = "Indigenous" art is. produced as an integral and
fimctioning part of a simple and often tribal culture.
It fulfills a social need frequently in the area of -
R ) decoration, religion or communication.- The artist's aims . .
are those of nia social group: to placate the supernatural, R

L » v

a to give prestige to his leaders, or to give order to

5
.

E3 e
AN
o o 33

P 5
R,

. human affairs.
* - society.},

Y

s only those forms . approved by his e o
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[4]

.+ work of artists who function outside the mainstream of the
-~ 4 . - . ‘\
' contemporary art world. They produce purely in response

‘\ . to their own need to create and express. -The best known

example would be the French painter, Henri Rousseau. These
[

artists work only 'in their spare time and do not attempt to

- e

live by the sale of their art. They'lsck formal training )

[

in art and tend to use shapes, colours, and srrangements

of . an art critic would label simple and chilc}’-like.2

Neither contemporary Indian and Eskimo. or Haitian

! S " art falls neatly into one of these categories. 1Indian and

o rn -...mm\.

‘ . . ' Eskimo art was originally indigenous, bﬂt now its artists are
s producing for the white man's market in styles he approves.
Similarly, Haitian art began as principally incitic. As

. " soon as the artist had to depend on sales for his livelihood

,O‘

he fell prey to the tastes 0f his clients, for the most part

e

; _ ;~‘ Europeans and North Americans with narrow concepts of

o

primitive art. . . : o

The element drawing contemporary Indian and ‘Eskimo .
and Haitian art togekher in this research is that the

. . a N ’ . |
artists of all three cultures are despérately producing for oo

an outside society in order to live, and-as a result their . "

art forms are being changed.. .

Throughout this thesis ;pe term primitive' will be
replaced by either "indigenous“ orc“inpitic ~ These willf
be prefaced b the term commercial whsn the oontamporaryif'?t"



C Procedure: ‘ . .

‘ . The thesis will take the following: forms
: o ' . .
8 a) A study of the direct influence of foreigners - .

on Haitian art with examples of’similar“influences in

/ f

Indian and Eskimo art.

b) A study of the influence of Haitiané, Indians
and Eskimos.who have studied outside their culture ;nd
brought new ideas back. J ' l

c) Examples of foreign elements that have been
introduced info Haitian and Indian and Eskimo culture.
and appear in their -art. - \

The source of information will be personal intefviews
anj observﬁtions, i?d materialhin relevant publications. -
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‘ o THE. DIRECT INFLUENCE OF FOREIGNERS. ' ™ : .

. . * - ™ .‘= ' \ N . N
I  Teachers: ’ o7 N T

o

' A ‘ﬁaitian Art before the Founding of”tne Cent:e d'Art:

; < ‘ In 1937 the antropologist, M.J. Herskovits, lamgnted

| that there was little evidence of graphic and plastic arts
in tne Haitian culture.3“ He was.refefring to the peasants,~

\

not the middle class who had inhexited the French concept |
of eaael painting through their classical education. _ \X /
) Of peasant art, Selden. Rodman lists the following | R
. .. examples before 1944: cailles or mud huts painted with
symbols, flowers and swdils, animal masks for paradea{l " d
o decorated Voodoo equipmentf vEévés; and painted tombs.4'
Courlander adds the following: clay figurines and animals
used in Voodoo, carved heads of canes, carved and painted
calabashes and cha-chas, wooden fetishes, and decorated . .
peasant,knapsajcks.5 ! - \, - f
u 2 . Both authors stress the lack of development of.Af;ican - e
: ﬂvlsual arts by the slaves in Haiti. There was no place for

it in a colony which looked to France for its decorative art e ;

~L

o .'  or later in. the struggling\republic with its subaistenca

v ~I_

- ~economy.6 Co ' ; \ _
f'éz‘ :' . . According to Phllippe Thoby-uarcelin, Haltian easel

B
e : -'4';

In that year a Chicago artiat, wxlliau Scctt, painﬁed)and’f.gﬂ
. exhibitad L aeries of 1mpracai 1stic naitiah ;dﬁngAm

PR L, P
s S ¢ \ . ,"'QI
* s

1n oils. n:la technd.qw waa ouﬁamd’and imi

3



| young Haitians; Edward Preston, who pioduced incitic works

in aggressive colors and vulgar deeigno and left almost
immediately for New York; Mich?ﬂet~Giordcqi, Yho turned
out touristic scenes reminiscent of picturo postcards

until his doath in 1944; and Petion Savain, who/passion- _

ately set about painting in a style which combined poetic

realism with the naiveté of a Rousseau.

-

Savain held»eight exhibits between 1931 and 1939,
becoming in each more.realiatic and less poetic. After
‘winning a bronze.medal in painting at the Gallery of
Science and Arr, New York's World Fair, in 1940 he went
to study fresco téchnique and graphic arts at the Noﬁ
- York Art Stu}derxts{3 League. He returned to Haiti in 1946
to collaorate with his American Qife, Mia Steiner on .
..murals for the exposition celebrating the bicentenary qy.

Port—au—Prince.7

I

Although his early work,borrowed heavily from the

academic and impressionist style of his teachers, ‘it showed

'a freshness and expreasive sincerity. He proved he could
- 8till capture this quality in a recent painting of Cap~
Haitien commissioned by his colleague, N&hémy Jean. (figa.
1, 2).' 5 L °;r -

The work ﬂe io known for ct ;reseht, however, is. N
entirely commercially oriented. It is. producod'bj'pﬁoto-“f

’ graphing markot scenes and praoing‘the projeotod olidal on
canvas. He thon 1ntroducao hi- well known curvilinear '
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distortions and sugary'collors.8 Savain is an example of

. a master artist, highly respected and widely imitated,
who has become so well recognized in his styliétic rut °
that to try~sométhing-new would simply mean mdre work i; ’
return for less money.’ _ | N

lIn addition to Savain who dom{nated the Héitépn;éit
scene from 1931 to 1944 the folloqing"incitic‘artists‘%ere
painting at this time: Philom& Obin, Peterson Laurent,
René vincent, and J.B. Bottex. But their work went
unknown and unencouraged.9 .

B The Founding of the Centre d'Art:

When the American artist, DeWitt‘Peters, arrived in
‘Port—au-Prince to teach English under the United States
Good Neighbor Plan he ctould not understand why with all of
Haiti's cultural’ and visual wealth“,.; in this city of
150,000 iuhabitants «¢s is there no single art gallef&, no .
art ahdp, not even a nook where a painting can be hung f3¥:

?"10

the people to see _Encouraged by s€veral Haitian

painters and intailectuals who had studied

letter to the Haitian Director General of
' November 4, 1943, he describes hiq‘aims:‘

_ A nation is judged on the quality of /its art

" by visitors, therefore an art center/would. :
help to end Haitian isolation an@ put her in 3 :
relation to other countries of the estern §
hemisphere. - I wish to encourage a '
paintinq and not impoaq on otherd




. -

‘o

. 4

-t i a

. or point of view. I'try to work - -individually
.with each student to develop hig personal g o
qualities. A part of my plan iiéto have a

\
|
!

series of conferences on the development of
‘art, given by Haitians and other qualified
persons, continual exhibits ,of examples of ©o

‘qtod painting and drawing, and a well chosen
<“library. (11) o -

. .Since its opening in May 1944, the Centre d'Art
! <

has been the spearhead éf Kaiti" contemporary art
movement. After the succeesful opening show whi in- .
0 .

~cluded paitings by Peters and Europeen—trained Haitian -

artists, a routine of claeees in life drawing and peinting .
"and bimonthly exhibite was organized. ) .

. At this time Peters had no idea that incitic ertiets
alrendy existed in Haiti., 'The revelation came in Oetober | )
1944 when Philomé Obin sent his paintiﬂg.of Roosevelt down
on the Cap-Haitien camion. Peters was estounded‘at N
freshnees and ﬁreoiaion. He learned that thie petty \\§<5§‘
gove;nment official had beeﬂ painting self-taught for over
thirty.yeers, This was to be Obin's first sale - $5 00 \ ‘
12 ywien thisb RIS

encouragément he ' remained in Cap-neitien to found the school . o .

in cash and an.equal amount in art supplies.

of the North. These artists drawn mainly from Obin's own = - v

ﬁamily, carefully imitate his stiff,. clearly defined and

minutely detailed aceounts of aaitien history end beurqeoit
1i£e.' Through publieity and international exhibi;&onu




financigl secﬁrity,allows.him.to paint what and how. he . . |
- ” . B , |
wants. Practice has refined his style -- larger shapes,

clearer colors, smoother textures ~- yet it retains the
- {
integrity of, his original work and reflkcts his day-to-

13 (figs. 3, 4) r ‘

day experiences.
‘Soon after Obin's discovery, Rigaud Benoit appeared

: /at the Centre with a deiicatgly pa inted earthenware vase.

He claimed to be selliné it for a friend anﬁ was given ‘

¢ardboard so this person could try a formal painting

was back shortly with-a lyrical river scene complete with

ducks and palm trees. Again he was paid -and encouraged

with more cardboard. When he returned with four ;o .
strangely poetic works he sﬁ&ly admitted to being the ; ’
artist.14‘ The encouragement of foreiqh artists and the T T

Oppdrtunity to work beyond tte‘area of purely decorative
~motif had unleashed ﬁznoit'l rich imagination. With the
~traini§g of the dentrt hé has become one of Haiti's most
sensitive and-techniéally tkilled‘graphic artists, (fiﬁt 5)
‘: In this wgf mozre: and more hopcfhl young incitic artists
drifted into the Centre and began participating in the ; ,‘p
beginners' clatloi. By this time inntruction was spli .~ - :ijé
in two groups, the avancés who were studyinq anatomy , t) ) o

color - science, perapectivn. etc., with the.foreign teachera,' B v

and. the incitics who were encouraged to work pnrely !rum o

.

their imagination. N&htmy Joun doucribnl thc,bngiunergnz Q«*-

‘Oilllelt
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The classes were directed by Haitian prindtive - ‘
masters such as E. Gourgue and D. Cedor. We 2
- watched the master manipulate house paint on .

board, noticing particularly the play of pinks ~

and blues. We werg encouraged to find our own o »
. subject matter. My first finished work, "Columbue )
| Reception by the Indians", was immediately taken "
} by the master as a palette and I was told to try
| : ’ another. This would go on until Peters considered

the student's work salable. Then it would be put

on display and the student would get 15 percent of '
the profit. When Peters felt the student was ’ o,
‘ready he would be promoted to the avancé&s and ‘
' required to pay a monthly tuition of $4.00 or

_ $5.00 (15) .
.- 3 | Peters followed his intended policy of having foreign,
- ‘ artists teach and exhibit at the Centre. One of the’ firetg

v

Cubans, Carlos Enriquez, introduced Maurice Borno and

Luce Tufnie;, already following the cleesicalzg:aining :

«
'.;;’

i

Y“’f. the ABC drawing correspondence cou*se from Paris, to

Cubism and Expreseionism.ls, He was followed by two

]

Americans; Paul Keene who encouraged Antonio Joaeph to ' .

5 !

begin using caséine and eventually develop his ranslucent;

17 and Jason Seley who influenced

- N - " / -
: ‘ Jasmin Joseph's career as a eculptox. o o

: play of geometic shapes;

L These visiting teachers used the methods of formal
instruction they .would normally follow in the art achoo;av.' v uf»i"

F
{ | | of their own countries on the avancés. For inltanee,»seley;'f;zheﬁﬁf

R ~ in teaching eculpture might discuss examples from the
[ . " work of Rodin or Michelangelo. The beginne:e, however.[
¥'g;: o -were encouraged to find their own line of development

?'~ e through work and a kind of apprentiegehipsla‘\Peterl'

‘ B ‘ . * "\.
- . . s, b W

k; :ﬂ L 'mgraatest foar, onyo he bagun to appr-oiatd thogincitic‘

L




\R genius, was‘that}his spontaneity might be destroyed.

C. The Foyer~33§\ﬁxts Plastiques:
In 1950 a group of fifty-eight students, nagstly :

avancés, broke away from the Centre and founded with ' .
government help the Foyer des Arts Piastiques. Their
complaint wés that Peters: was favouring the incitics,
. and’thatthe younger then "natural® artists should be
given the formal training to enable them to bridge the
gap between their primitive experiences, and new forms of
expressions,'through vwhich they could transmit their emotion
. in stylized,realisnu 19 _ o
The classes at the Foyer kept this objective in mind.
Teachers were mainly Haitians who had studied outside the ]
. oountry such as Lucien Price from the Paris Académie’des T
‘ Beaux Arts. A notable exception is the American, Lois . .
' - . Johns fierre-Noel, formerly resident artist at Harvard
University aggpnow professor at the Washington Academy ) -
of Fine Art, who still makes regular yearly “visits to the
Foyer for demonstration 1essons.~ Her teaching approach as : '1;
it has been transmitted to the present Foyer. director is’ -

-
“ N ~

. . described on page 64. ;

3

It is impossible to make a general qualitative jﬁdq—~

' . ment as to the results of, tﬁeTréyer's training. In casgs 3 Aﬁag%
| ~w111ke Louverture Poisgon it has turned an d@xpressive .. 'fjtit; gﬁ
' ,-“ i“°iti° into an °¥Pert but ‘emotionless illustratox.. Uﬁ~’:ff{§ihlj§%
. | , ' (£igs.'6, A) zn others, like sagu.::md eourguo, u EPR

& . ! "‘ W -{
! . NI SO
Coe Lt e

tapiliuted a £u11ar developmnt nf exptensiw poum
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. ‘through an understanding of the formal art elements. ;‘ »
(figé." B, 7) The Foyer remains important‘ because it e
‘ . / permitted incitic ‘artists tﬁ' seek aucl; information if )
they 8o wished. ’It also proved  that Haitian artists
‘wanted to determipe their own future even though tixey | r
¥ might lose their idefxtity as Haitians in the stream of
conteméorary international art. \ Co
D The Acad€mie des Beaux Arts:
| ; | In 4959 the Haitian Ministry of Educatioi\ financed

o "thve founding of the Académie des Beaux Arts under the

directorship of the Italian, Marco Montaguelli. Steeped
in the French classical sculptural tradition, he set up -

spent time copying plaster casts of classical sculpture in

o

_an effort to perfect the skill of exactly reproducing

the school according to European acadenic models. Students 1

[ T ) reality. Technigally the emphasis was . put on hronh ,

%

} ‘ . . -casting.

’

/

. The school offers a three year diploma course in

s

which students who have been selected through entrance ‘-

exams speclialize in drawing, pa;nting‘or sculpturé.' Al E

must follow classes in anatomy and intetnational art | B

‘history. The present director. Guton nermtin. a Haitian L
N student of uontaguelli who went on to atudy in M !“k |
| e and at the. Ecole deq Baaux Arta in Paris. too): up hia
'post in August 1971 and appem to be continuinq thi o
found:lng tradition., He dqtcr.ibel tho schoo].t. Ob:lccﬂ.m: YL

‘‘‘‘‘‘‘



| paim: to represeng the power of Voodoo in* Ba:u:j.an culture.

We wish to give the students a good grounding in -

. the fundamentals of fine art through theory \
and practice. We emphasiZze mastery of technical .
skills so that those with creative ability will
have thée backgroxm to hold their own as master
artists. I have the greatest reSp&ct for the
really good Haitian naive artists. 'I feel, - .
however, standards must be set to save the - .
reputation of Haitian art from the flood of -

- trashy commercialized primitive painting which.
has declined into an endless flow of peasant
cailles and drooping palm trees. (20)

Stndents_ of the Académie have developed in a
variety of diréctiona. The romantic nagﬁalism of Kesnel
Franklin which combines -solid.i.ty of. design with a slick
painting technique is in great coxmnerciial demand. (£ig.C)
Bernard Séjourné, who, negan his studies \at the Acadénmie
and continued abroad, has produced one of the most out-
standing paintings in the Spring '73 exhibit of contempor-
ary Halitian art. His "Deeeses" aptly" illustrntes his fine |
background in Florentine Renaissance imagery and flawless : .

Lo}

draftsmanahip. (£ig. D) cot ‘ ' Yo

¢ N 0 -“
- NS
J

¢ Rose-Mafrie Desruisseaux. former student and now

'pa:lnﬁng teacher for the Académie, has paassed through a

variety of styles imitative of various Enropean trends to :
arrive at her own syntheais of symbolic forms carved in

2

(figﬂ. B, n ' Do e L o B " }\', ’ . t‘ll;f\ L7

A

'rhe Acad&m:le of.fers a foml techhicul tza.tu;.ng ,tm:
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'E. Foreign Teachers. at Atelier Néhéxnyz .- : ot

. freer and more spontaneous.than either his or Nina

' exact linear contours. So that drawing could be fdster

color with oil. pastels on canvas rather than pa.int 80 that

.tthey would be using the same appl.ication gesture as - in

‘blending the pastels wi.th brush and turpentine.

N u

works. : ‘ .

¢

Twelve years ago the fourth'major‘ﬁaitian art school,

L'Atelier Institut de Dessin et de Peinture Gallerie

N&hémy, opened its doors. As the teaching methods of its’

- Haitiane founder, Néhémy Jean, have for the most part 2

donu.nated thls school they will be dealt with in the
section of indirect influence. 0‘ Néh&my has so far employed.
only two foreign' teachers: Joan Nina Uccello, tan Italian !
American who followed closely his own style and approach
and myself. -

I am told. by Néhémy that my own teaching is much
Uccello's. Since I took over the twice weekly course in
life drawing and painting “in January 1973 I have pushed
the students towards putting more vitality into - thezr . - ' .
work. 'I‘hey began through exercises in- gesture and sil-
houette dr‘awing to capture the generel pr0portions of the

’

figure before entering that painstaking struggle with

and less rigid, I changed the medium from lead pencil on .

ca.rtridge to soft charcoal on newsprint. ’ They began in ; e fl '—z:;if

charcoal. 'L‘hey made ‘the tranaition to painting by



Sl

k]

e

. of the model reflected so‘wel%.' Iﬁsuggésted blocking

‘in the lighi and dark-volumes in any two comp}imentary . 1

~triednto show them that whatever thef produced could be

v

pick up the nuances of colored light-which the dark skin-

colors} then add the snades of other pure hues where .

. . . |
they were being reflected, and finally blending the tones p w
with turpentine: In this way the deadness of heginning |
' ) |

|

with shades of brown cquld be avoided.

My students, young bourgeois Haitians, resented at‘ - ‘
first my constant urgings to work faster and push farther.

he

They were used to agonizing three days over a single ¢ :
drawing. If I communicated any one- attitude of my own . ‘
to their concept of art it was that .they should be 80 .
involved in the work that their‘}i?iting‘ideae pf

appropriate style and subject matter would fall away. I _ .

a jumping off point for further development. My own : ST

experiences at ;Ecole-des Beaux Arts, Montreal§hng~the
7 LU & ‘
Banff School of\Flne ‘Art- are now a part of the foreign

'

influence in-Haiti!



“

. that his owh approach was valid and“worth pursuing.

+

II‘foreign Exhibitors: - » : . .
. A series of visiting artists have exhibited at the

Centre 4'Art. DeWitt Peters' own paintings in the opening

21

show inspireleigaud ‘Benoit to try his talents% Andrée

Malbranche was ablé to observe the Ingres-like style of

Dominican painter, Xavier Amiama, and pass it on to'her‘

22 yhen Jason Seley arrived to

-2
decorate for the bi-centennial exposition he was, enchanted

own pupils at the Centre.

<

by the simple clay figurines of Jasmin ‘Joseph. But when . ‘
the Haitian was brought to work at the Centre, he tried:

to imitate Seley s stylb. He was eventually convinced '
23 '

-

Although Seley influenced Joseph princypally through his
support and encouragement, both sculptors infuse their
work ‘with a spirit of lightness "and open simplicity.-

(figs. 8, 9). . : CE -

PRIV }

iSOOn after the opening of the Centre a series of , -

' \

- Cuban artists including Carlos,Enriquez, Wilfredo Lam, ,‘

Cundo Bermudez, and Roberto Diago introduced Haitians to | ‘;ﬁ
the stylized distortions of Picasso through their teaching

and exhibits.z‘

"Even today many of Haiti's non-figurative
. painters show’ this influence. (fig. JD) ' : - ,{
¥ At present the viewing public of Port-au~Prince |

is’ exposed to shows hy nonﬁnaitians sponsored by ths



f{ ' : ~ :
showed the work of Ggrard Economos, the German Institute &0 )

a’group of West African sculptures, and the American
Instixute,drawings and paintings by ﬁtbin Mols. ‘For the
most part thege exhibits would be visited only by
bourgeois artists, students and d&liectors. \The peasant
artist is far more likely to be lnfluenced by the work

&

of his fellow Haltians which he sees in commercial '

‘galLeries when he delivers his own work. ,

We can, however, explore e possible effect of some '

of these exhibitions. The Economos—8how was’ sponsored

with great fanfare andypublicity by Air France. The

artist‘s press_cllppings and succeqpeg as a commegciq;
illustrator were displayed as prominently as his highly
decorative abstract expressionist paintings. JThis snrt‘ -

of presentation is §Ealeading for Haitian viewers who

would Qenéxally lack the background knowledge to recognize . -

n

the.é;tiétic weaknesses -= in this case indecisive designj

and an over-reliance on pretty color combinations. This .,
problem of educating the publig{is seldom.héiped by
- professional art critics who are unwilling‘to stidk their : 'fuii
necks out and give an honest’ judgment. It is easier to : 7i’?:~

acclaim every effort a success and avoid accusations of

personal jealousy.,. ' {,f o Lo H* f -

L
1

-~ 'The preciaion drawing and imaginativn compositiona 1)J‘“
of the American, Robin Mols, wera shown along uide .a



[ -

\\\ styles the public was forced to recognize that even a -, .

. master artist cannot }ely on generaliged forms and half- - .
remembered images; and that more Haitia?‘artists need |
to develop solid draftsmanship.. (figs. 11, G,‘12)
The show of African wood sculpt re clearly pointed
out by comparison the shoddy commerci lism of most Hgltian

niahogany carving. The depth of expressive sincerity

\ e

combined with fine workmanship in the African pieces could
have provided inspiration’for serious sculptors. Unfor-

tunately most Haitian wood cafvérs, eveﬁ if they personally ¢

wished to raise the standards of their |own work, would ,&«%%
. I : ,-~\j‘/)

be hampered by tourist demands for small, characteristic- /Qg

aliy Haitian figurines which can be turned out quickly ,»ff*~ ks

in bulk. A man whose living depends on\|this cannot .-

even sell,
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EERE ¢4 £ Interésted Foreigners:

” ' .

~n~—fﬁecause there had been_so little demand for serious
’ painters in Haiﬁi before the founding of the Centre,%the
incitic artists weré naturally timiq about revealin& their |
efforts.l The instart enthusiasm of visiting grtists‘%nd
. : " collectors in many cases provides the caéﬁlyst to set! o
. . artists on the road to professional statﬁs“
Whén the French writer, André Breton, visited Haiti
in 1946 he raved over the paintings of Hector Hyppolite
.+ + and took eight of them back to Paris. He felt both the
modern surrealists and the Hailtian incitics were exglor?ng
' the subconscious through art, working intuitively towards
' | tho“essentials of human nature. Peters quotes him as
saying: "...that if Hyppolite were known oo the young
-contemporary painters of France he could, aingle-handed,\

obange the whole course of painting in that country." 25

\“\ﬁ%ﬁil \\;n January 1947 Hyppolite 8 paintings stole the spot‘

light at\Eoe UNESCO art exhibit in Paris. simnltaneously

. . | ‘hig'tglont was endorsed in -the United States by critics

v

- René Harnonoourt and Robert Goldwater. He was next g;ven : *)f?fw

. a one-man show at the British American Art Centre.

% . faypoolite never attended classes‘dﬁ the Centre d'Art bdt:ffﬂ_ }k.'%i

' ‘ b this tremendous response incroaﬁedlboth his'productivity 3
| "and creative daring.\ His eazly paintings tend to have

: CT small figurea and subdubd oolora. In 1946»47 tho foxmo

T T becama larger and more vivid. Tbose whoaq unbjootq £oou:

14
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forces at work under the surface of natz;al elements.

Visually his work is in cdomplete harmoq with'the Voodeo\

spirit that permeates his environment/ and shows no for-
eign influence.- Yet if it \had not yeen for the encouragew
ment of foreigners at the Centre and people like the‘
young American ‘artist, st. Brice Aalls Souiac,xwho made
a point of searching out the 74er in his own home and
paying tribute to him through exehange of work and
ideas; he would still be earni g is 11ving in the
family grocery store on Carrefoyr’ road. .
R asked St. Brice if he had a\favourite foreign
artist. "He replied Pieasso. because he worke with the

aame treedom, spon eity., and depth.: Be,was greatly

"impreaaed by the uhow qf Picaune printl et uuﬂﬁe gollnga




S J
: St. Pierre in Septémber 1972, particularly vhen tgld that )

, .Picasso had suggested the exhibit after seeing St.’ Brice 8

own paintings. o (fig. 15) g : R /
The Ste. Trinité& Murals: ~
At the end of WOrl;IWar II the American writer,

Selden Rodman, returned toAHaiti once more: as a tonrist. o -
A keen student of early Renaissance art, he was immediately .‘ .‘
paintinge and those of the Italian Trecento. From this
eeveloped the. notion that Haitians might also succeed with

L 28

monumental frescoes. In 1949 the American expert in

. *eggitempera mural painting, William Calfee, came to - P

instruct the basic techniques. The walls of the Centre

became the practiée area. It was soon apparent that the

\ t

- taken by the similarity betyeen some of the Haitian incitic
i
|

conscious vancés. They traced designs and applied color
with comp ete assunance and freedom. .
: Witn this encouragement, Rodman sought out commissions
) for the/new muralists. He first approached the Haitian . -
‘Igovernnent which needed decorations in the new buildings K
. y for the bi—centennial exposition. The establishment could

v not accept the idea of native'aitiets representing the

Haitian vinual tradition before an intexnational audiencs.
Similarly, the Roman Catholic Church, also dcminated hy
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and frivolous coiors were too vulgar for sacred buildings.

Finally Bishop Voegeli offered up the virgin walls of:

St:e. Tinité EpiscOpal Cathedral for the ekperiment.

| Money was provided by donors in the United States and

Rodman took charge. ' ' | 0
He. foqnd the preliminary sketches first a\;bxt;tit;:ed ' |

sadly weak in design ‘ané overly dependant on the con- .

;lentional Latin American religious olaographg found all

over Haiti. )Instea'd he .made assignments on the basis

of the artists' succeaaﬁul\easel'paintingé. He insisted '

th;t the Biblicgl stories chosen be illuLtrated in the

imagery of coi\temporary Haitian lifg. At first Castera

Bazile and Rigaud Benoit protested against using

Haitian skin colors and costumes. They were used tol

seeing religious art in terms of the barogue copieé in g

.Roman Catholic churches and Voodoo temples. .

After great discussion, Philom& Obin agreed to cross- ' oo
convention and make his crucified Chrigf beardless. He o

a ry

even accepted Rodman's urgings to include the Masonic ' ] R
“Eye of God" in the same composition. 29 However, when =~ oL \
he complained that the tree on the r;glié could not | ’ o | ,
bal;nca out this ;trong visunl’ eleme;\t and needed to bo W

' backed by a cloud, ‘Obin told Rodman to do. it anzf.
He' die. 30 (edg.. m

E undcutmd how. to thrq: hiu v.uugu

Y
oy "‘. _*H‘j\ * e ' J“\"‘;\




assigned space, but kept drawving it easel size in the’
’cgrnep Rodman drew in the outiinea wltxile the‘. artist was
taking a lunch break.l | . .j

Castera Bazile was willing to accept Rodman's
photogtaphs of the Haitian aacred waterfall, Saut d'Eau,
as a point of departure for his‘ "Baptism of Christ".
However, the suggestion that the mass that St. John stands
on resembled a typical-Haitian oil drum brought about its

impediate modification into a rock form. 32

Rodman did
succeed in convincing the artist that the laced bra of the
woman pounding clothes, although not a strictly Biblical

item. should be retained.33 (fig. 1)

©

And so the American struggled against the Haitian
narxow acadenic 1deaa of aesthetics and gave the incitics
counQe to develop their own visual culture rather than -
copy the European. Eventually he was accused of influ-
encing these artists too much, and asked by Peters to

leave before the murals were completed. Now the finished

paintings stand as a tribute to his efforts and the genius

of the artists he served.:




‘regources. A number of missionary éroups have founde;!t .

_are twofold: to raise the standards of living for the

sponsorin&\a contest among the womJ; for the most imgin-l‘ R g

f.ati ly ambroidered dress they can make tor tueir own

A

5

Iv Foreignera in Charge of Self-Help Programmes : ® R
Thé Haitian/economy is. constantly beipg undernined

"

by/problems of over-population and depletion of land ° o ;

Belf-help programmes which make use of the incredibly
cheap Haitian labour to produce saleable craft items.
' Y
The Baptist mission at Fermathe is directed by

.4
Wallace Turnbull Jr., an American graduate in the Master

of Fine Arts programme at Ohio University. His objectives

peasants _in the area by d_eve'loping cottage induaﬂtriea, e
and to intégrate visual and materi;l elements ffom the '
craft products into H&itian peasant culture.

With‘ this in'mind, he has introduced iten‘xs‘which o e

appeal to current American fashions, homéspgn wild cotton,.-

- macramé, patchwork and denium clothing, and ‘embroidery- T

based on floral de\signs £rom French magazines and peasant.
sceneg drawn by ﬁarbam Hodges, the daughter of a medical
mi.ssionary in Haiti.' He tries to arrange that ‘these
craft skills be integrated into the peasant way of life.
For example, he suggested they also use the wild cotton
to weave rugs instead of covering themselves with bits

of rag against the cold mountain nights. He is c‘urrently, :

s ¢
B
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o , The shop uses the few original Haitian designs avail- (,
ablg such as the peasant Azacca shirt and adapted vévés in
wrought iron, carved w'cl:od and embroidery w};enéver ‘possible. .
But ideas for new products come often from for;ign "
-* gources -- a folding wood chair. from the Congo, a ﬁook i
rest from Surinam, a flower 61aguav’m mahogany which began
as a apecial order for an American ‘in Sst. Thcmas. (figs.
43, 16) - . ‘ . -~
Standards of ;qqality in thj.s/ shop are controlled " T

by Turnbull himself. He tries to phase out bad or vulgar
designs like the red and black highly shellaced mahogany
tables by paying higher brices for work he wishes to

s

.encourage. ' Nevertheless, inferior produ)cf:\s aremoften B
accepted if the peaéant; badiy needs money. As an artist

‘himself, he has-added 'his own design elements to.item‘s ,
like a tyo-way s\-.retch macramé hamiock and a carved hope-
chest whose: prototype was produced for his young wife. ,
His most recent project is the founding of a'ceramics

school in Kenscoff to us; loca-l'clay. This is one of _the

few examples of non-Haitians who are ‘trying to reconcile

the conflict of aesthetics and economic necessity in - T
Haitian art and craft. o o - o

As ia\foreigner who has grown up constantly aware of
the peasant 8 difficulties. he sees using the- low coat .
1abom: to produce hand-crafted goods as one of the fov %

':olutions ‘to tha eeonomic ptohlam whieh wul not



compieteljr disrupt the Haitian cultﬁxe.. \AS a well triin_ed

artis€, he can apprecoiate the peasant xieed for a visual
_ tradition and make wise choices in deciding what new
elementa should be added to what presently exists. 34
The American sociologist, Barbara Wallace, operates '

# similar project at-the Ste. Trinité Gift Shop in the
heart of Port-au-Prince. It was founded in 1958 by

Siste; Anne Marie of th-e Anerican order of st. uargaiet.
vwhen she began selling embroidery by Haitian mothers to
+defray costs at St;. Trinité School. Since then it has
continued to exéa:‘xd in quantity and variety of goods.

Sh; has .-lately introduced such new processes as hand-
painted textiles in the form of ‘shirts, 'ti.es, and skirts;
and colored synthetic t;hread\ woven into homespun. Many
items here have also been designed by foreigners -=- the
Greek inspired shoulder bag by Barbara Wallace, a
mahogany butter dish and knife to go in the 're‘trigerator;
and hold the cold suggested by an American visitor. and
a needle case based on &n early American “desigix.

Miss Wallace had no speeiml training in art when.
gshe began the entexprise. She was carried along by her -

desire to relate to the peup;le and her experiencu as a
social worker in chicngo. It :ecled better to neet -
people over things rathor than over social prohhu.
Vtoqukuhe&oundeciumonqmntyotm@m

g

-
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‘ cedence over production. As a resuli[, .she just refused .

o . an order for a quarter of a. million'banana bark cards.> <

1 There are over twenty such groups working in Haiti.

They are concerned mainly with finding jobs for the ‘

peasants. Anything that will sell and is easily made is

| : encouraged. Although many craft ideas come f.rom forelgn

sources, the Haitians usually manage to expand on them and |

add their own peculiar cultural slant. For example, the | -
French iron maste:"s design for a monkey at Fermathe has

tamorphized into a-Haitian D,e\'r:i.‘l.‘?’6 S

9

been so distorted by rkers,ﬁwho have never seen such an
animal, that is now I
(fig. 44) : . |
Ideas for new products’ spreod incredibly fast. A
peasant who may be working’ for one shop will teach the
design. to his relatives who peddle, it to others. For
example, the three front-pocketed shxrt with peasant °
crosg-stitch from Fermathe is now found throughout Haiti‘,"
as are the Sto. Trinité banana bark cards. This yeai: )
Haitian self-help projects formed an organizotion.and ‘ | .'
.rec&m grant from Oxfam of Englgnd for disseminating |
information and helping new gro'ui:s’with production and
mketing { Future products will _probably be more standard—
.1zed but hopetully will hava a higher level hbf design and

craftsmanship.



'V  Exploiters of Cheap Labour: /‘Q

k4

Wit.htfxe exception of a few Voodoo fetish figures ( ’ l
and altars, theré was no wood sculpture in Haiti ungil |

the 1aii£e 1940's. - .

2

Around 1948 a Spaniard, Botello Barros, who had been -
living in Argentina after fleeing General Franco, spent 8
a couple of years in Haiti. He brought w_ith him some’ : .
African magks which he received as a result of contact ‘ _ .

with Wilfredo Lam. He enlarged on the idea of the . ,
African features and elongated head in his own work. These

o

were shown to Haitian wood workers like the Desir brothers
‘who began to imitate theé.style. From this began the boom

in Haitian wood carviing. 37 Certain early pieces by"

+

. sculptoré such as Lafontant and Dimanche showed quality,

and there are still a few serious ar'tist}s producing in

wood. (fig. 17, 18) “ | B

Today mahogeny factories turn out everytning from . o
peasant market women to pornographic African warriors.
Figures are roughed out with the band saw from cardnoard
patterns, then finished by han\d’ with chisels. M(pst are
given a céat of dark red stain and rubbed for hours to

- obtain a gloss. Some are shellaced or oiled. Most

'

forms based on such patterns are so identical they -

-

appear to be machine made. Occasionally you may detect
a personal touch in a higher degree of - w«axkunahip or A

.distortion. It ‘is not gnrprisi‘nguthat Q.Qlaguee,argd o .



base reliefs are., more original, each one telling a | .

sliqhtly different story. ‘A contour pattern is easier
to copy tlian_an internal design. There seem to be two L, . !
reasons why“this ju;nk sells. It is,‘by American standards,
incredibly cheap ma.nd is produced in mahogany, a traéi-
tionally precious material. At the moment sﬁpplies' of
wood are so depleted that this debasing of Haitian

sculpture may soon be brought to a halt. But, that the
country should lose its 't;.zxees and'suffer lar;d erosion’ '
to this end, is noth:.ng short of rape, (fig. J) ‘

The American *factory owner, Bill O'Brien," showed
me the brochure of a limited line of . sculpture which he
ships directly to.conceshsions in the: United States. He -
picked up the prototypes while viditing Haiti as chief ‘

pursex on a tourist bo

They include the usual mediocre
African heads , nudeb, and Haitian peasantﬁ beis. By |
emp'loying carvers at\\the minimum wage of a dollar a_day - o
and successfully gauging the artistic tastes of many |
North Americans 8 forelgner ‘makes a good profit in
. his business. I{: is incredible that for buyers in the
‘Uni ed states these hackneyed pieces represent Haitian art.
O'Brien's latest project was tp open a ceramics

factory producing "éute' c¢hild figures similar to the |

Humme 1 1ine. ~ He would be using Haitian materials and ‘
. 38 .
labour but nothing from Haitian visual culture.~ .It.is ..

not hard to imagine Haitian workers, saeing these mon-




étrositi‘es.. in demand in their dream world -- America, :

/ eventuafly regardiné them(/ as superior to their own eff.'o:rt:a“s
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VI Gallery Owners: ’ ‘ ) . .

[

. In Haiti the gallery owner is truly the manipulator
of trends in Haitian art. Most artists produce because
they must earn a living not because they have consistent o :
creative urges. Generally. they lack the confldence to
strike out into a:.new style or- subject matter wlthout : '_'.
gallery'endorseyent. |

. The Mennie‘Galerie in Port-au—Prince shows the most’ .

foreign influence. The owner and his manager sSn
‘o'originelly came from Switzerland where the family had -/
already gathered a fine collection of European'contemporary
art. Michael Monnie says he has had no formal training
in art but feels he has developed high standards in

o

taste from his general family*environment. In hls gallery

e L

on Grande Rue“ae provides a studio for hls artists to work

and exchange ideas. He often stimnletes discussions

himself and makes seggestions on how paintings can be .

improveﬁa Art megazinee such as Les Muses, Etudes des g
P

Arts and a book series on EurOpean painting ere made

& ~ SN
aVailable to- the artists for study. Por example, Calixte Vel
Henr}\has labelled specific paintings as studies of .- '

certain masters -- Post’ Impressionists, Cubists. There
is one called "Varietlons on a Theme of vVan Gogh“ -

Monnie does not dictate;style Qr squect matter to,



. .
get away from his dependence on blua and greeh glazes by

! . going -into greys. The idea was not successful, but at,

leaot he was allowed to experiment without immediate _
condemnation. .Monnie discussed the value of using
certain tones,in relation to the eptire composition in '
an effort to startztho artist thihKQng for himsé;f.ag ‘ .

By now a group of painters have developeo fhe habit o 1

oty |
7} |

o

of meeting for'self-oriticism.‘ They ‘include Calixte
Henri who learned his color giazing techn;que by research-
ing European painoing, Décollines Manes whose present
work has a Neo-Fauve spirit, and Olivier who has 1e;nings
towards Paul Klee. (fig. 19,20, 21) - ‘ :
One of course wopders if this sort ofiinfluence

3

will soonef or later erase the Haitian EIementﬂiQ such
paintiné. As long as these artists deliberately make

studies of European masters they will natuxally appear
imitative. if‘throogh these experime?té they can gain . .
a basic‘ﬁnderstan&ing of a yariety'of techniques and the o
formal. élements in art aﬁd use them to expreséraspectszof o
their own cuitﬁro -- the luminouo soﬁegk@és 9a;iéh°o610r B
achemes,.the violent tythms, the’drama?;od myséicism. E *;) }4
of Voodoo -= they will truiy have evolved as mature |

* .

Haitian artists. ‘ ' v .

+

K In cont agt ‘to Galerie Monnie you will find the



beginning with low prices ehd.gradually working up as
he builds them a reputation, He often suggests subjeets
that will sell easily such as market er Voodoo scenes.,
He tried to encourage a few to pai&i nudes but soon
realized they lacked the knowledge of anatomy to handle .
such subjects. If he feels a painting can be improved,
he pointé eut afeae which are successfpl and suggests’
the artise uses that as a starting poin

| Sabans own' background 15 art consistd of a corres-
pondence éourse in interior decorating with the New York
School of Interior Design. He subsequently deéigned
cotton rugs for La Belle Creole. Store in Port-au-Prince,
and has s%gée been. designing the wood products, jewelry,
‘and éoat skin rugs for his own factory -and shop.

‘He claims to be‘willing‘to invest in an'ertiat if
his .work is honest and may eventually sell.\ ?6: example, -

the sculptures of St. Just in metal have only recently;

w,

—

become popular, wherea Saba has been buyi;xg them for
years. Heferies to discourage artists from repeqting a
scene simply because:it sells. Yet he feels sdme
J~naivé*artists are incapable of changing or evolving.
. They develop one composition whigh they do well and stick’
to it: The classic example of this phenomenon is the

painter, Caaimir. (£ig. K) . ‘But there are. also nuccessful

s
naive artists like Valcin who have the win qnd, petsis- ’

2 ad;nires and encourgges thia even though i‘tk

o
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v This owner of one of the largest gallq;ias in ﬁ R
= Haiti ;s obviously effecting what is being’produced in ‘ |

‘art. But it is his keen judgemént of tourist and . a

collectors' tastes ?ather th;n his,persqnal‘likea that ‘

_— establish the criteria. He prefers the “two extieqes

. iﬁ Haitian art; the very naive like Antoine Montas, and
the very contemporary like the surrealism of Bernard Wah.

i (fig. 22, L) Yet his store carries the full range of

styles -- something for.everybody; :
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- and Elie Fayre's-L'Esp;it des formes I. The Histoire

-America. It appears that art books in Haiti aye keyed to ";

‘the elite who may want a casual idea of the fine arts.

waere, paperbacks on oil and acrylic painting available =~

”

VII Foreign Articles and Art Books:

Books are a luxury in Haiti, and the seleq;ion
available is still quite limited. Yet incitic artists -
may occasionally come in contact wi%h the art of other
countries in this way. survey of the major Port-au~-
Prince book stores revealed the following on art: four
e

Livres de Poche paperbacks® on European ar%.criticism and

analysis with clear black and white illdsﬁ:ations.

Included were Wolfflin's L'Art Renaissance et Baroque '

Mondiale de 1'Art series offéred works on Egyptian |
Byzantine, Renaissance, Baroque, Oriental, and Russian _ ’ 1

art with excellent illustrations in biacb and white and . .1

[ ]
v

color. In biographies I found small bgt well illustrated
texts on Lautrec, Bosh, Giotto, Micha?;angeldy Palladio,
and Pisanello. But in no way did they compare with the

>

large color-exact -layouts.we are accustomed in North . .

The'only two offering specific instruction to artists " 7

from “the major art aupply store.‘ ‘ X ﬁ;///// filﬁscg

&he libraries of the foreign institutgs/ﬁkd more to k o jj "
offer. ‘At the French. Institute I. found a broad selection T
on painting, soulpture, and nxchitaotuxe.~ The focun wus
on, Fronch att, but wrka were a,vauuble ort :Lntarnat:lonnl

modarn paintinq. an& Quebec“and Atticankhrt,fl“




ibrary also receives the monthly art jburnal. Connais-

sance des Arts; which gives a varied international view.

The.library of the American Institute has four monthly
journals and approximately forty texts onnart. These" ;
" reflect principaliy the Americdn°approac§ tb art history
Jdn&'téachiﬁg. They are entirely in English with the ex-

ception of John Baur's-L'Art ModerneAux Etahs Unis and the

journal, L'Arerique et 1ea Arts. Haitian atudents from
the lycées ¥se these libra ries freely for research.
) There are examnples of direct inﬁluence of such tegis
on Haitian painting. Néhémy Jean recalls how he Qent
Wesner Pierre-Louis the catalogue, Eﬁrogean Painters In
. ' - German Galleries. Th; artist did not bother to read tim
. ~ text, but attempted to copy the’iliust:atioﬂé of picture;
by Sisley and Van Gogh. As a result of this type of .
. ‘ study his own style has become an adaptation of impres-
- - sionist techniquea to Baitian themes 41 (fig. M) ] ‘ ] ili
According to Rodman, uvarture Poisson p:obably ‘ j
‘began developing his highly realistic ‘style by studying o .,5
' magazine ulustuuons.“mga. 6, A) Philomé Obin's mural B

of the “"Last Suppor' at Ste. Trinité (fig.AZJ) ‘shows

. . strong compositional affinities with ' onardo's. gruat ' 'f& S

- . painting suggesting Obin.waa innpirod ‘/icturau of tha.

5

¢ original.) Similarly, a rqqent work by By~o

K tho ‘in situ® donpoaition‘do o!ton £ound )
' .bu‘oquc c.iling puntmg. (ﬁg. zu -mis
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only have seen such an effect in an art illustration.
o Geoxrges Hector in deucribing his stylistic development Lo
> ¢ , ' . ' RN L

pentions copying Randinsky. Cezanne and Braque. His o 3

’ present use of co]i]éage could be traced to synthetic o

v Cubism. (fig. 25) . -
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\ <:z1nce will reveal few paintings with dimensions over 3 feet.

calendars - and used the dark tones of S8apolin house |

VIII The Influence of Tourists: .

In 1972 more than 107,000 tourists visited Haiti44 .
comfared with the 23,409 in 1964.45 Every guide.book | .
dealing with thig country expounds on tﬁé,hign value and , :
low prices in art. Direct‘expogts offant'from Haiti rose
from 15,000 dollars in 1962 to 230,000 dollars in 1969.46
Haitian art, tnen. is\prbéuced iainly for an outside market,
and as a result the foreign consumer's tastes are feeding l
back into the culture. ' - ' X A .

A quick survey of the major galleries in Port-au-

tists cdmplain that galleries discourage large works
because the tourist finds them difficult to transport.

According to gallery owner, increased size merely magnifies

weak design in most Haitian paintings.

’

Haitian artists are now working in more sophisticated

materials than they used when producing for their own

F ot . :
culture. André Pierre and Rigaud Benoit once painted on

any available snrface - calabashes, pottery, bioka of

¢

paint. Now artists use artists' oil and acrylio baint . T

. ' ¢ N N A‘\'t:x
- on canvas and masonite. As a result colors are mnch ° Lo

brignter, there. is more variety in texture, and compo- —-1}inrrﬁbﬁ

sitions are expanded to involve- tho entiro :urface a:oafsz

.1

styla of Haitian painting chould ho.~ 8¢eing aaiti as

Often tourista cons with. a preconooption of\gyAt th.,q,;;jff
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-an underdeveloped tropical country they expect to find
; n R -the usual naive style - simplified, often symbolic forms; J4
| pure colors; crowed cqmpositions; and the absence or
misuse of three dimensional illusion in the form of
shading or perspective. The hundredsqoflnaitians with
a little mapuél\dexggrity and a knack for illustration
., are happy to provide\all this,_ﬁu%"ééldom’does it gel
" into anything more than a decorative peasant scene...To ‘

the untutored tourist these represent Haitian art which

-may soon double in price, according to the color insert

3
3

, - in a Haitian tourist newspaper. 48 , )

Some visitors find the incitic style too child—like.

’Ehey are looking for-the congept-of "fine art', a'%ouqh of
the’oid masters. For these there are the slick profesf'
eionais who tu;n)dut naturalistic scenes in strong chiaro
scuros with an dbcasioniladaring sortie into Impressionism

‘ or palatte—knife ‘technique: V , L

; Tourists generally want pictures to remind them .of

w -,

-

- *  their own experiences of Haiti -- ' colorful markets, ‘ ] |
. . '

|

udllinp crdwds, mﬁbn»lit streets, wild dancin§1 mgstegious g o .,

Voodoo rites. The most popular artists are those who L oo
- - 7 - represent the superficial appeapance of a characteris-,

»

tically Haitian scene without demanding any dnpth of :‘QLIWQ
3 understanding. ‘ IR I
*The resulta ‘of toutiat influenca are ho;h pouitivu

and naqative.

Whan th? contemporary nnvaunnt(bagan thg



paramount when an artist must sell to J.ive. In Haiti, ' .

"\:etuxn to hi.s !omt utylc but: \vu

Haitian elite .considered peasant art and craft unworthy .

of their interest or inveastment. Now the Haitian govern-
/men;[ proudly issues stamps showing the Ste. Trinité nurals.
VAN . . .
" Turnbull reports that 50 percent of his sales at Fermathe

are to Haitians. In April1973 the Musée College St.

Pie;:re paid tribute ‘to Haitian popular art with a show .
which inclpded.'everything from decorated Voodoo utensils o o
to . the ’I:fresg:o' wagon found on every street corner. '
(fig. 26, 27, N) .

It has taken the acclaim of the outsider and his

‘money to teach the Haitian that standards in art do not

AW

have to follow classical European models, and that his own
culture has valuable elements of visual expression.

The probl;m of the taste of the public beconas ‘ ' ,

where unemployment is the mig rather than the exception, 1
art is a way for many who lack education or profesaio:ial_ A |

. training to stay alive. At one time naive pgiuting vas

by far (the most commerci ally prcfitable. Rod-an recounts
l;cm Wilson Bigaud began by painting the picturesque 4 N
exterior woi'ld. but with experience gained the technical .
ability t;: mimick the .di[stortions of more sophisticated
atyles. His ueo-Cubist work “The:Coffee Cu:tim' hung ’
ignored at the Centre’ d'Art for some tim \lh:llo the -
commercial incitics kept selling. . Bigaud decided to. ' ' .
abl« to qi.n h-'ll m ‘

B

v kg,

g




a greater sense of structure and momimentality as a .

result of this deviatioq.‘ ’ ' However his style might have ' |
» developed in a completely di.fferént direction. had his pe
firs{: experimeixt:s been a -commercial success. . :
Many artists, ‘oncé they'fiizd they can peddle their °.
| - "~ work to a local g;llery and even -.gei: an exclusivity

contract, cease to experiment or express né ideas. They

turn into a painting machi_.ne. Even worse, once they be-. .
come frozen in a comiruially: acceptable ;tyle, they
acquire imitators who copy without having even the
initial understanding of the design or’ exi:ression. -

I witnessed Néh&my Jean dealing with this problem -
in reference to M. Laurent and his pupil, Roger Desulmé,
who' have been turning out stylistically identical work.

He gave Laurent some advisé on how to improve his design
by not cutting tixe painting in tvy‘o with’ a cedtrally
placed vertical shape. Desulmé he warned not to come back
unlegs he could produce something which can be distinguish-
ed from this teacher's work. The danger is that ‘the
npil will go to another gallery and ‘be acclaimed as a
great new discovery. ' &
- There'are also artists who produce in two stylesz
one which sells well and allows them to live, and L
another in which they qive fmnr rein to c:oativg ex- .
pression and stylistic,evolution. : An exaupla of. th:lc -
h the aculpto:. uaurioe) whoum m&ealﬁﬂhog

'&_‘,
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carﬁings‘}re.monumental reproductions o objective

s - s 4 : L]

reality. cas%?nally he does pieces in highly sophis-

Yl

ticated geometric distortioh. (fig. 17, lB)K He says
he cannot work entirely in the second etyleibecause it
equires too much time and calculationﬂ In\the past " ;";
L ltwenty—six years he found timeé ‘td try nly skx pleces
_ in thxs style although he enjoys the demand. and
< C challenge it offers.™ ~ ' - E

o ' .
.'f:“\ \ ’ .

> . Jean Ren& Jerome's Work:is ipotheraexample of this J
. . - stylistic schizophrenia. 5Be paints nude‘glamour éirls

.for the conmercial market?nnd still has\time to explore * /

other stylistxc potentials he has éncountered through

contacts with artists such as Bernard Séjourné ‘and tours

LY
»? of the.United States. He claims that d01ng the ﬁ%des ) o

: ‘ in addition to providlng f1nancial security, helps him ) '
,{f keep his technical accuracy. He is then a le to distort S

and manipulate similar subject matter in ﬁs serious

: -

K " work. “Xfig. 0, 28)
- Revival of tourism in Haiti has both stimulated
its art world to the point where many tale ted young !

.
people. are willing to try-it as a career, d as>well

encouraged the producbion‘of a great deal of second rateu
Co ’ work . But this must be. “true of any od~g lng movement.
| : - The prgssing -need right now is to establi h recognized
ﬁ: J - fi‘ standards. Both the»di;ector of the Acad

“i ‘g%;( ﬁ% A




. internationally recognized Jhghorities\and a fixed

pricing systém.
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IX Direcif !'Greigg Influences in Canadian Indi'genoue Art:. =<
- : T - y

A :I:eachers. - o

<

Initially, the difference between Haitian and“ " : - )

‘Canadian indigenoua art lies in the fact that the latter ~ o

existed in a highly developed and sophisticated form o

before contact with the white')man This fhctor has _
" helped. to cﬁditionb the ‘nat’\fre of foreign influence. L —
- Originally natives used. lo"c;liy available materials

developed techniques related to \heir econotny. _ Boag”

14

-y , :
stresses _that art was an outgrowth of the other cultural y .

Y A Al

at:tivities of the North Pacific Coast Ind‘lans' "The

~

A9

industry in which they have ..attained the greatest pro-
ficxency, (basketry and \roodworking) ie, at the samé time, .
 tHe one-in which theiz/d’e?o(ative art is most fully

“~

developed."o,52 Carpenter's description of the Aivili)g

Eskimo's aesthetic approach may be given wider appli-

cation. ' > ' » o .-
The carver doesn't divide his products intc - . Ly
works of art and utilitarian_objects, but the . . . '
+ two are usually one: the sun goggles.are - )
». beautiful -- that line'which is aesthetically -
80 appealing is the line that fits the brow Lo S
so ‘perfectly. The harpoon is graceful: and.’ C C
. "deadly.. Even the most mundane tgol becomes an -
art object,. for the -Afvilik -- can I say . (‘ .
-"gpontaneously"? =~- add a line here; a face DR S
_there, and it becoms a delight. . PR

~

- Figures are some nes carved in-the round for )

*  ornamental or relligious purposes,.in thée latter ~
_ case ugually to ke .the absent animal or- pro-

"~ pitate it after it is slain. (53)5, )

'gxe direct" inflnence of
L

. a “3)«

f.oreign art teachars on ﬂx




ooutemporary.movement in Canadian Eskimo art dates back

R Y to James Houston's 1949 project to find northern art
which could be marketed by the Canadiun Guild oé Handi- | ‘ )
crafts. Since that period the Department of Northern ‘
foairs had made courses in art and crafts avuilable as

‘ patt of their adult education programme for native
. peoples. 1In 1965 the Indian’ Affalrs branch speqt 23, 000
ddilars on this type of pro;ect.54 Consequently many
S ;Tndiqns and Eskimos are receiving direct training from

.. s . N
white. art specialists. . - :

In describing his craft programme with the Micmac
. @ S £
-Indians in New Brunswick, Dr. Crowe)l pxplains that the

—
L% Fe B,

- Indians began by insisting that theéy wWanted to do not
Indian but 'white man's stuff'. They meant things which
: were not limited to traditional designs and relegated to o

the category of native souvepi}s. Specialiots were‘

brought in to teach such new techniques as weaving,
turning, and silkscreen.®™ But.once the students were . \V

familiar enough with the processes to know what they ©®

wanted to do, they took over the decision—making.';Thef S C
began introducxng innovations from'their own culture ‘such n
asweaving wood splints into place mats and illustrating ;e
‘ Micmac legends on cards. Some of the first -designs Were :“.,ﬂmfﬁ
. dreadful, but the white teachers, instead of imposing o “

'their own as alternatives, ¥Qkowed the natives to f -,ff f

B

' ‘éﬁt/’ | 'continue. Today as ‘a reault the center has several fiue or'_*

v

o LA iginal craftsmen. 3 Lf



. Eskimo's view of -what constitutes good art may be bridged.

-

communlties. In,1965 Victor Ti teaching graphic

art at Povungnituk, Claude Grenie% ceramics at Rankin
Inlet, and Gabriel Gely sculpture ‘at Baker Leke. The
purpose is.to have tnese professionals help Eskimos'with
new'techniquee, and, mo;e'impdrtant,‘esteblish standards
foX, aesthetic value andAprafﬁsmenship. Previously the. .
local government agent or Hudson's Bay Compeny trnde?

paid the highest pricee for work which had special apéeal

for him, but there was no guarantee his judgement was ~ .
artistically sound. 56 ) : ‘ ' L

k]

My

N

It is hoped that these teacher-artists willlstay_
long enongh to understan@(the present valu?s and attitudes
of the Eskimos, and enceurage them to incorporate these
into their art. 1In this wey'the gap between the eouthern'

market's view of what Eskimo art should be like" and the . - oo

x : -
These outside artists would be performing the same role as-
the foreign artxstejtéaching ‘at the Haitian Centre d'Art. o
" Most Indian and.Eskimo children - first encounter formal

"art,instruction in public school. Theix teachers‘establish

for them white aesthetic: standardsfand provide models for . f'f f!f’
their own Generally the currxculum and texts deaigned )
for the white pogulaticn are also uaed in native schooln

.‘
iﬂ each province.

Schools in the uorth wmst Texritoties %f‘fﬂf



. ) .o 4 . 58
follow the curriculum of ‘the province of -Alberta. One .
- would expect,. therefore, that, artistic styles and'values:
which ‘teach native children through public education

would be slanted towards our Greco-Roman tradition. ' 3
Carpenter cites how the welfare teacher at Coral
. Harbour gave drawing lessons in single point persp§otive‘

to the aiviliks. As a result the teenaéed students aban-

o

g : ‘doned the multiple view style that had been part of their
. " heritage. 'They usually placed the vanishing point
directly in the center of the page, lockiog all objects
securely in static space. 10ccésiona11y the concépt of
1ﬁ ‘diminishing size was misunderstood and reversed so that
f space seems to open rather than clgse.?9 ] I‘
Wolcott's approach‘ét the day school in Blackfish
yillage is far more accéLtable. He did éot introduce
art as a formal subject but rather‘let his Indian students
gravitate naturally to it as they finished otﬁer assign- B
ments; _He notes evidence of Kwakiutl'style in drawings . )

and paintings where spaces are crowded with detail and’

figures are ornamented with additional animal faces and o

"

f,flimbsm> Generally :jndents chose subjects closely

"j 'related to their own life: seiners, w@ples, speedboats.

a<-
© “But even in this remote ‘villade outside influence had
penetrated.' Two.girls who ad heen under whita~instruc-
tion at-a residential scho 1 in Alert Bay introduced




p 60 ‘ ,
were often copied by younger students. ‘ S PR

should range from cave paintings of prehistory to the

‘material end freedor éo express

. In contrast, the art activities at the elementary

school in Eek, Alashe_are far more teacher-directed.

The American tea;her, Paul Forrer, believes his programme

is open simply because he does not ration time or supplies. -
When introducing new tools and media heidemonstrateeif ) o
specific techniques butrgoes on to invite stndent‘inno-

vation: But when it comes to subject matter’rorrer deli-
berately de-emphasizes themes relating to the Eskimo's -

daily activities because he feels "... their exposure

Pop Art of yesterday 'GI-As a result, compositions

direcfly related to nature and requiring keen observation

¢ .

succeed. Whereas those involving the big city and other
subjects which ;tudente have only exoerienced in,phdtos N
and films appear contrived.

I feel the best guide lines for art teacheys in S

these cross-cultural situatione ig first t e an

affort’ to know something of the visual tradifion of the T

elien culture. Children should be pr ided,with the ’ K
ir o.' personal life . ‘};

ahd'emotions. And teaehers show als- have enongh - . 2

to ‘encourage and stimulate thin typs e:wexpression.

If art history is introduoed it shonld be related'



y

changing and évolving as quickly as our own.

of artistic creation.

commercialize and thus change indigenous art.

For example: the religious motives for European céve "

paintings are paralleled in early Eskimo sculpt re, the
illusionistic tradition of barogque painting ¢ n be seen
as a reflection of both Haitian colonial and' éighteenth

. A/
century French society. and the use of commerCial

—iﬂ&gee‘in Pop Art can probably be better understood in’

indigenous societies where there was no distisiction
between find and applied art than in our own.

*

Because the foreign teacher is representing a ' ‘
materially SUGGEBsful and therefore apparently superior
culture, he must demonstrate to. the student that the
visual style of hiw own society is equally valid. But :
at the‘same‘time the netive artist should not feel tied -
or limited to.traditional designs. ‘Other cultures are
The most
authentic form of art expresses.a culture at the moment
1f foreign elements are part of

the society they'will also appear in, its art.

''B ' Art Dealers: -

‘Middle men, traders and art dealers, have helned to -

As a
result of early cdhtact 'with Euyopean truders,Plains?
Indians beyan replacing ‘their traditional quill work‘ oy

decoration which carried religious menning'with bsad* '




early colonial peri.od in British Columbia, Rusaian tradex® |

v

comissioned Pacific Coast Indians to decorate bracelets

‘ hammered ‘from silver coins with Russian designs like

, : _ baroque hearts. %3 e Aivilik Eskimos )Iterev taught by
N | New England whalers to 1nten§ify the incised designs on

commissioned works such as cribbage boards by r;ubbing in
ink or carbon s ‘ ‘ ‘ ‘
The Hudson's Bay Company has been a’f:customed to l;uy
Eskimo carvings to provide natives with funds to deal at
the company store. Thege sculptures were sold at its
outlets in’ the}south. ! ﬁecause o;iginal,costs were 80 low,
even with the inevita;ble mark up, these works could be
offered at bgi;ter prices than those fostered by the present,
co~op system. The .res/ulting prémotion_'of sales has
contributed to the presem'; popularity of Eskimo art and
its market exp‘ans‘ion. Unfortunntny'works;were ’bough’\t g | -
without concern for artistic quanty. In fact tha a&ent
at Port Harvison would only buy sculpture from succeslful

‘trappers in order to encoura?e them to buy equi.pment and

brinq in more furs.fs ‘

c Interested Foreigners: |
While on a painting trip in the Hudson‘s Bay roq.ton ; 2\

R T 1948, Japes Houston was horriﬂed by ‘the ditticultiu -

[ 3
in health and mltm of the !skinos na ntuz‘ncd to

llont:eu to conv:l.m ths Cmad:l.an aamucu!ta Guud 6!
tho commerical va).ue ot xojumatiug ukho a:t and
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'arnci crafts.. Following the initial auéqasgful sale of

Lo nnrly a thousand carvings collected by aoua‘ton',\ a concérted
plan was organiud to ptovq.de Eskimo artists with aoapstone,
basic instructich, and propexr tools 66 ’

Rncoutagemnt of Eskimos t:o produce for a commercial .
market has tesulted in changes of mtetial, size » and Lo,
style. WOtking in large pieces of socapstone rather than

‘ small-hafd stones or bone and ivoryA has nade &_r_eﬂ,@gr_ﬂn&n—

‘tal pleces possib].;. Kennedy claims the folléyjéii}g\ o : | {
L stylistic innovations resulting from the use of la softer o
l S "\ mteiial: "ee @ flowinq fulsomeness of form, animation _
l o and style ... fluidity, movement and feeling. 6: Accord-w‘
} ing to Catpenter, teaching the Eskimo to carve stone
i effigies for southerners has produced votk which is static
| \  and heavy.' sitt{ng'secmiy on'a base. Formerly they were
\ unstable nnd dynu;d.c‘. intendinﬁ to be ex naé and turned

in the hand. At one time Mvilik soulpture defined its '

’ apace and showed nult:lple views, now there is a’ de-
linite orientation ag( poupectiv’e. a favoured point of g
' v%cwing. 68 | ‘ : , ‘ |
A Im 1987 noch:on introduced the Eskimos to print 5"

o ntkinq with stone cuts, and unl. skin and paper atencih. N
‘ After his ISM of more advancod printing

1quu in Japan, block prigting and ‘subsequently copper
ongravinq and oimcrun wers used. Introducuon '

r e
"s.s«.‘
o <3l
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in pencil, crayon and felt pen has brough eboet styl‘isti.e.

changes. Prehistoric Eskimo-drawing consisted of incised ~

lines on irr gular three-dimensional artifacts. Shapes |

were often just abbreviations of Jatural objects, and : .“
'forx'ns ’ teﬂde,d f;o have’ a surging gquality that engulfed the |
surface. With the intredixceio\? of a‘two—dime'nsional'
rectangular paper surface, artists are far more aware ef

~ the importance of well defined negetive space. -The”’
Japanese.influence ?.s felt in the flatness of sharp sil-
houettes. There is grea’te£ paturaliem, fuline_ss ¢ and \
detail in figures. Occasionally tonal gredatien is ueed.
In some cases the movenment appears to be towards Eﬁrepean
naturalism with its eee‘of single point;‘perapective. Yet
other such evidence, uee of bird's eye views and definition
of fpace.through environmental 'settinge, can be traced -
back to prehistoric Eskimo drav}ings. Vastokas congiudea |
that whiie contet’ﬁporary Eskimo graphic art makes use of
new materials and tech(niiques. it is still very iuch a part

of the continuity vbf Bskimo indigenous art:.‘69

fddle men in the field of Canadian native art
have played ‘the same role as the gallery-’ ewners‘in Haiti.
Both have fostered production of art for consumption by ’ S )
an outside culture. For the artiat their suggestions ‘and

preferences represent the taste. of the market. As a -

o

result of their influence new mterials are intxoduced

v

and new styles are deveIOped.



- D Self,—Help grammes : ‘ ’ '. IR ’

_ : Commercial art and crafts are now an important source
.. ' * . 7 . -
of revenue for Canadian Indians and "Eskimos. ¢ , The govern-
{
ment of British Columbia and the Department of Indian - :

Affairs is financing sevéral.selffhelg projects to preserve

L]

and extend native' crafts in that province. The Museum of .-

British COlumbia has sponsored the preservati.on of ancient '

tote,( poles and the teachlng of carva.ng by master craftsman, S N
Mungo Martin. 7 The techmque of basketry using spln: cedar
spli:;tshaq been revived and gdm_/p_;\e__d,‘to new styles:) fisl;ing ' )
c;:'eels, tea ﬁxfays, wall hangix:xgs.' Tl‘me_‘Alaska Native Service
Program has reintroduced. the art of Chilkat'blankeﬁ_geaving, ~ g
- .+ - and St. George's School on the Lytton Reserve has imported ‘
- a woman ‘f:rom Chilliwack to teach the knitting of ‘Cowichan ‘
am,eau:ex:s."2 There has been & notable rise in this kind of
” _ product;ion where good sales ohtlets are avaflahle, gnd“ - i
| where govéfnment agents oupply natiyes with raw materials. -
‘ Hopefully Indian agency offices will be more willing to

o open shops similar to the one operated by the Baptist
L mission in Fermathe, Haiti.“ Otherwiae Indian artistnn.ll
. . continue to be. at the mercy of the local tourist shops aZd
' general stoves. ‘ , - . RS |

. -~ The ‘;nost overt e;xa‘mple,s’ of self-help programmes among -
Canadian \ \ative‘ peop-les are the Eskimo co-operatives.‘ . !he' o
firsd}: one | eali.ng with art vas founded by l"at.her Stoi.nun ‘ ;

, | | . in 1959 at Povungnituk. & Othors appeared in the ute f L

g'”‘" Qﬁ} 3.\
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encbnraging' local administrators to buy ¢ inqa' and thus
help the economy. - | ‘{Q\ ’

The f:o-operatives are administered by Eskimos with the
help and advice of southern experts. All art works by
co-op members are bought and “shipped south. The artist
gets an initjal price and .later a percenta of the px:ofit.
althougﬁ this may take the form of shares in{ the co~op.
‘Matenals, tools, and often work facilities are made avail-
able through the co-op. In some cases artists work in
groups and share ideas, in others work is brought in oaly
when ready for sale. Judgements on the quality of a piece
may be made by a co-op official, or, as used to be the case
at Povurigmtuk, all members gather and vote on each work. "
Althoggh all work Hy menﬂaers is accepted at the co-op levql.
so't‘xthern'critéria are exercised by a committee oé vhites in
determim‘.ng the [ravings which will become priixts. - It tends
to favour the primtive' Eskimo style: fancxfnl abstractgd
' figures and ba.lateral symmetzy Flements from the

society which have becowe part: of the Eskimo's vironment,
rxf}es, ski.doos, planes. are banned from his eo—ntcially
acceptable art. LEg o

The oonsequences of such co—Ops have been benefi.cxal.
They represent an organintion of ponet ‘and permanence in -

the 'comumty operated by native#. The result has been to

considerably raiise thoix*‘sclf-iugc' in relation to govern-
ment insi:itutiona 16 mhe . syTto-ntic u:kqting of utiv. u't
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it allows few alternatives rqr the Eskimo whe does not
vant to become an artist. & man carves to live. As a <o
result much medlocre work is turned‘orut. Stylistically,
the operators of co-ops have a pretty clear idea of what
the south will accept as Eskimo art. . Where the Eskimo - \
h‘i;melf may prefer realism res'ulting'from keen obser"vation,
a vital twlsting movement, and a polished finish; the‘:'wlxite-
man still values a more 'archaic’ style. Because the dealer
pays more for larger sculpture. the Eskimo now sees size as
increasing aesthetic value, yet often smaller pieces are \
wore dynamic. 7 ‘ ‘ -

The moti\'res' and’ activities‘ of these Canadian self-help
programmes 'parallel those opereted by Wallace and 'rurnl;"ull'
in Haiti. Two prime differences exist. In Canada the
products are d rived from previously existing indigenous ]
forms Vltl:l commercial modifications in design and material. -

Most Haitian ¢raft products have been introduced ‘as foreign

‘designs which can make use of native skills and materials

and have occasionally been modified by Haitien craftsmen.
In Canada the native peoples are particxpatinq far more in ,

initiating and adx{unistrating these programes. Hopefully

this will also soon be true in Haitl. The best evidence

at the moment is a gallery called the Haitian Artists'®

Co-op, founded by a group of Haitians to narket the:lr own
work and that of non—members which they buy out—right. ' K

E Exploiters of Cheap I-abour:




As in Hait:., there are always exploiters anxious to

take advantage of cheap labour made available by problems

of low per capwita earnings and mewlomnt among

éenadian native peoples.. Haida Indians get less than 50
percent of the dealers"' price for their black slate carvings 28

Rwakiutl carvers are forced to do miniature totem poles,

i
v
t

for souvenirs becausé there is little demand for full-

5 sized authentic versions. If they carve slowly and well
they can make only $1.00 a day. When they speed up and do
: , , ’ . 79 ..
~ . inferior-work: they can average $2.00 per day. . Silver . “

bracelets of so-called Indian deslgn are farmed out to
' IndJ.ans m.th facﬁ‘;)ry stamped designs already in place. L - N

Ind:Lan labour is used merely for fimshing and polxshing. 80
. The problem of Indian and Esk:.mo education with all its’
EOchQcoxiomie considerations is far too fofiplex to be

dealt with here in a few glib phrasea. But certainly

tralning in skills leading to other forms of employment

would help prevent th:l.s prostltuta.on of native arts.

F 'rourismz ’ | e (

urism has had bqth good and bad effects on Canadian =~ .~ .

| _ indigenous art. On the pos1tive side, ancient crafts such .

’ " ' as Haida slate etching have been saved from extinction.8d R
‘ “ . ! i * 4 * ' ' ° : N ¢
: -New crafts .such as knitting Cowichan. sweaters have been in-.

| f . . . . s
. . . - . A
g . R ., ~

troduced to provide marKetable|products and 1ater been L

adopted as useful in the native) cultuze :.tself. el *@ ,

f\ as wit% Haitian master ists cclaim by .Ecbmigners

( ".




e " has raised the self-image of Canadian native aréists. It

| o ; ' has also helped to introduce the western .value of individual-'
ism which is in opposition’ to the traditional Indian and -5

‘Bskimo concept of collaboration and interdependence.

e In both Haiti and Canada tourists are attracted to . |

-

1y
-t

-items which are overtly, etl'im':c, hand-crafted, and dirt

cheap. _Indians on the- -Lytton Reserve on the Trans-Canada

H;.ghway tell how tourists will pay «only $8. 00 for a basket { |

L

:which took three weeks to make, and often try to trade‘ . |

items for old clothes. 83 The results in both countries .
can only be deterioratidp of design and craftsmanship. ' o |

Tourists, despite their usual ignorance of truly 3

authentic ethnic designs, generally have ‘a breconception

of what the crafts of the alien culture should be like,
Al , . .

Indian arts and crafts produced for revenue are "eeo o N

1

embell:.shments or miniatures of those needed in the home s ,‘1

84
or on the trap lirffe. If an artist knows -his market 'is

I

llmited to tourism he is confined to what can be recognized ‘

as .typically Indlan, Esk:.mo or Haitian. : '

S

o ‘One way of expanding his potential range of designs DL '-",j'i

 is to educate the public to understand native culture in _ -

greater depth. - The Canadian Department of Northern Affair.s
has put ‘out publicat:.ons, for example, on Eskimo stone ) |
% carving: but they could well follow the 1ead of the ',

- United °States Indian Servicé in produeing series‘ on craﬁt

technique. tr:l.bal groups, and te ts on Indian culture £or
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. school children, More films such as Douglas Leechman 8 -

S, Y O Y s e
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recent 1nternat10nal tour of Sculpture Inuit has ﬁelped to

. The Loon s Necklace .o .would be a very effecitve way ‘of . . .
W o ) {f 86 ¢ “"a‘ . «--4-4‘-:0‘\
[ - creat:.pg public: appreciatlon througtx \entertainment. - The * ~ '« .=

>

gamlllanze many potential tourists ‘with the evolution of -

L o v NS

P
-

¢/

Canadian Esklmo sculpture. In Ha1tx the museum of Voodoo

and populdr arts assocxated w.lth the tour:l.st shop at

- c g‘;j d 2
* - Fermathe- and the series of v1deo tapes on Haitian artJ.sts
produced in 1973 by/Paul and Joelle Parysk1 are moveé

towards publlc educatlon P but much more could be done. .

> @ <
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A ,‘& . . With better 1nformed toum.sts the problem of mass-: s

(e N

by
LTS —_
SARrex

.§~
\

'produced ixp‘itations\% native art wquld be partially

I

‘eliminéted ~ At the moment many tou ist shops are carrying

repllcas of Eskimo s lpture which ‘are cast in artlfic:l.al

- ’ ' stone in Canadian.fatctories. The inferz.orzty of these

‘reputation,of entic Eskimo

- ,s .

sculpture in the eyes of the untralned tourists. BJ.ll

. works will reduce

Cc-30 passed by the Canadlan Pagllament irxg§968 prov;.ded

orhal i
e

ZLg;a . “ against J.mportatlon gf foreign rep]*::.oafs of nat:.ve srt but- " &%

[‘iw\'- O , 3 W~ A 87 : ) ° N

'3:‘ ‘ \not agamst its production in @ur own country. Indian -

Ry NG .

*;;‘ \ . arts 1n the Umted\Sfa\\es are suffering ﬁom simjlar problems:

(5% . . . ‘

"iﬁi: . The Italians are mak:.nq Zuni feti es with molds.

f&f e " and stamping machines,.tha. J‘apan se are ‘turning -

7 out Santo Domingo ‘Hiesiifiecklaces, with electric

R drills and lathes, and"Che Mexicans are tooling: S
; ) staghorn coral mto’ "Ind:.an“ necklaces (88) : _.\( .

%ouri,sts wanung, authentic items must be willing to pay . o .. A

P M
Y , . B

Lt 2.

higher prices and be taught to recOgnize ‘trade mark

s



e e e guarahtees such as those established by’ the British Columbia ‘ l' ",J
Indian Arts gnd Welfaref Society and the Canadian Handicraft ‘
..\"‘ ' . G\iild.ég In Haiti guarantees of originality and quality o
: materials pose a greater problem than authenticity. As yet ‘
7 mo ane can make Hai%;.an art cheaper than the Haitians. ‘ \
, T The Académie des Bea Arts is hoping to establish a’ trade ‘ \
- ~mark of quality, but unless production is directly super- o
’ Vised, .valj.dity will be subject to the. ethics of@the artist IR
. and gallery owner. The Haitian Sculgtote’ Association offers&“ .
a certificate of originality WJ.th ‘signed pieces sold. at its J
.outlet in Kensco‘ff.‘ But I noted that a wood sculpture
therg by St. Felix was ‘actuglly a replica of a life—sized

Pplaster’ figure done by‘ his dpusin,.Booz, some years earlier. .
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'Cubists. . --Arijao was int’roduoed to the process by Sacha

e 4 . . - B

MEMBERS OF THE CULTURE WHO HAVE , - -
ASSIMILATED FOREIGN INFI.ﬁENCE AND -
*. PASSED_IT ON,c : . ‘
[ - S . g . : .
I ' New Materials and Technlg ues in Haitian Art*

81nce the contemporary art movement began in Haiti ) ‘

thirty years ago many artists, encouraged by an initjal

' success at home, have studied outside the'country and ;é-

©

furned’with'new'iﬂeas. Antonio Joséph began at the Centre

. d'Art, won a Guggenheim Eellowship to sﬁud& in the United

States in 1954, and-has subsequently spent considerable : e
time there travelling, learning and exhibiting. He now A
acts on the advisory commltFee of the Centre. and has 1ntro~

duced there\theqserlgraph process for transformlng the

-

artists' draw1ngs into prlnts. The results with artists

like PhlllppeuAnguste are excellent, but in general the , ﬂsi

-ineitic artlsts prefer to let Joseph attend to the dsohanlcal -

gide of the process. Also, although they caﬂ‘recognize the .

' . -

conmwgelal advantage»of printing, they are less attracted S uE
by the pre0151on and austerity imposed by drawing. They
prefer the freedom and flamboyance of paint.

The painter, Arijac, owes his popularlty in part to .
the‘unusual texture he . achleves By mixing be s' wax wrth K
dry pigment. This encaﬁstic" echnique began in Italy = -
elght centurtes ago and was rev ved in the 1920's by the .

Thebaud, a Haitian,who studied ainting-and architeoture oL
in the United states 20 (£ig. 29) ' Y ’

;;;J\J zﬁ“ 3
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The Haitian artist, Max Ewold, studied architecture and

urban plannlng in Parig for eight years. His trainlng

‘abroad helped-to develop his creatiye sensitivity to the

poterntials of new materials and techniquee.‘ He wanted to
use the natural materials of Haiti in his art. 1In the early
1960's 'a Haitian nun working in West Africa wrote home to

her brother, also an artist, describing the technique of

,1nlaying dlfferent shades of bark to create a picture.

Eventually thls 1nformation .was communicated to Ewold.91

. In 1967 a French flnanclng‘group from Martinique

"approached Ewold to design and produce wall hangings of !

fabric collage on flelt. ‘He agreed providing he could: sub- -

.stitute a more natural background.. Evehtually he ‘came up

. - Al 1l

" with the r;ch aark brown of banana bark. He soon found

- that there were a varlety of tones dependlng on the kind

of ,tree and that the mater1a1 could be dyed without 1osing
lts texture. Although the "French firm declded not to
sponsor the proaect, Ewold began producing his own decor—

ative panels, piﬁﬁures, and shades. The techpique is now

W1de1y ‘used in Haiti. Further, Ewold has jus recently

woven;

corded and'chopped slsal and ceramuc v doo beads.g2

2

-



II Stylistic Influences in Haitian Art:- =~ . A .

' Ohcebanfettistic style has gainedﬁrespect and proved ‘: B
itself commercially succeseful‘in Haiti it cannot escape |
imitetioh., Bernard Séjourn&, through his,studies cutside
the‘country principally at the Art Students' League of
ﬁe& lbrk, hes ebolved a distinct personal approach. .Hee , .
builds up a dimension of £ :, ented imeges by applying

" successive 1ayefs of nich~t£ansluce§t acrylic glazes.
Figures helt into:geouetic shapes only to reappear in their

l‘natural form. I have observed Jean René Jerome, who often
visits Sejourné's studio, noi:rrying the same; style. But
he manages to'adept it from Sejourné's elabor te
ﬁenaissance convolutione to a fuller expresei n of the

Haitian. context, an inter-weaVing of the .attributes of the

Virgin Mary and the Voodoo love goddess. Erzulie. (figs.

I
I8 Y

D,0,28) ‘ o L , |
| Although Antonio Joéeph does not actuaIly teach at

. the Centre d'Art his paintings ‘are’ conatantly on view there.‘

and he is available to advise artists. In this,way Calixteg

- ¢ 1

5
Benri was able to observe his’ style ‘of juxtaposing trans-

lucent rectangles of close-mixed colors in- his backgrounds ‘ -
and eventually employ it is his own. work. In particular

both artists rely on the medium‘blue-green color range. S f{»%y

Although Henri is trying to expandzby experimenting and, . ‘k:

Qtudying ot\er artists, ‘he kﬂ&ys his most comme:cially - -7 i-;“f
‘ »succesaful work is derived from the Ahtonio Joseph idea93 . 1){;??

2

(figs. 29,30)
{




’he has students begin washing in a fulr“range of‘shade

" in one hue or perhaps black ‘and white, They then move.

When&Ari}\; began applying encaustic medium with a

paletfe—knife he‘eytomatiCALly developed an uheven texture

with areds of thé~canvas scraped bare. From this he. deli--

berately introduced seraped lines to define'conteurs.

Encouraged by this example, Qalikte Henri's young student, -

Friti Lémothe, who was already imitating his teachef's use
of cool colors, began draw1ng outlines with a razor bladeg‘
In this way Lamo 's well—known personal style evolved.
It is now being\p ssed on and-transformed by student artists
at the studio Monnie Galerie (fig 31) . ‘

The present dlrector and .teacher at the Foyer des Arts

iPlasthues described the pe agoglcal approach he’ learned -

f;om tne original Foyer teachers and later from Lois Pierre-
Noel. This in&olies Jreducing ene'subject ﬁb‘simple

geometic volumes and from that d@vel\ging the hatural object,
all the while é‘ressing three—dxmen31dhal volume. This

Cezanne-llke solidi&y was generally evident in the work of

95
‘Foyer artists. (fig. Z)

Néhémy Jean, orlginally ‘a qtudent at the Foyer, uses
much the same technique in’ teaching drawing In painting

into brown ana ochte and eventually a full range lorB; -4
This technique of building up glazes and iggasto goes back

at least three centuries 1n/Europe and produces a quiL

: tre@itional claséic effect.95 ' e

[ . *
- . g’{ {‘C‘i, . - - .
-~ v # _ .
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- IIT  Parallel Influences in Canadian Indigenous Art: -

So far wost of the new styles and techniques in ¢anadian
native art are the meult of direct contact with whi men
who have come into the community as teacher-specialists.

o It is pmbagle that many native artists have assimilated

ideas in the galleries and art centers of large cities

_while on visits and promotional tourg. But the long‘-x:ange *
results of these influences on other rta.sts are as yet
undocumented. BN e . L.
Similarly the effect of native artists who have studied. |
‘ in a Eurp-Canadian environment az.':d aret:ixjd to their own
’ " people still requires further study. ' utstanding example
y " of this form of influence is the extremely. articulate
' o Rssistant Professot of Art at the Umvetsity ;f Alaska,
Ronald Senungetuk. After his imtial education at native
schools: in Alaska he studied at the Rochester Institute of.
. Technology and subsequently et;fthe: Nat;ional i}rts and Crafts
\School of Non'rdy.. Hig cgpi':adt with an' i_ntemational cﬂross-'-'

. section of artist-craftsmen has influence both the ideaé -,

in design and mterials and the philosophy of art- he hri.nga
back to his native students. He lamants .tlihe ethno-centricity
of native’ atts and the encou:ggepej\t of their, eeveloi:ment
_for putely economic pulrpo'sesé

. © .. ‘Alaska has’ those who take art- in a commercial - T
) ' sense and those who believe Mt. McKinley or
ZEEEUPETR ’ velvet mocse mean art, . Importantly, it has

. that can be educated and it has an ' "
o .. abor ginal background from which to: extend m v




-~

. ' The new ideas wmust ba devclomd in an orderly fashion
N ' otherwise they will only add to potboilers. that have
e . heen a common aftermath. of Northwest Coast Art and Artic ‘

PO . Applied Arts. ‘Learning and experimental centres must be _
N '~ ' - estbalished to give direction to new ideas. 1In this . .

: . -contéxt what chances are there for Native artists? - . :
‘I think the present conditions are not conducive to fine
arts. ‘Subservient attitudes and submission to the .

status quo deny a creative futurg. Since artists of the

1 ° . world are not made of these negative elements, changes
s . * will have to be made in Alaska. Native artists will .
. ‘ - have to stop listening to cost conscious and righteous

L souvenir hunters and experts in Indian\ways of life... '
The Native craftsman must indeed exert his own influ- . >
~ence in the art style which he practices, (97) .. . ‘ '

incorponuon of both the principles of abstraet design and

~

T early Eskimo noufs reflects his philosophy, S

’

"

|

|

|

o

© Senungetuk's ',mm work in cast ste'rling‘”silver Jjewelry in its
|

:

|

-
e
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: . . FOREIGN ELEMENTS WHICH HAVE
- BEEN INTRODUCED.INTO THE- e

. ' CULTURE AND CONSEQUENTLY ¢ ! .
A, APPEAR IN ITS ART: ‘

I ’Haitian'Culture as Hybrid: o ‘:
No®society is completely closed and uninfluencedaby
contacts ‘with other cultures, but Haitian culture in par—
ticular has grown out of a mixture of foreign influences.
Since its discovery by Columbus in 1492\the’l;nd hat been .ii;;_' o
C occupied by Spaniards Britien, French, and Americans all ]
for‘relatively short periods. ‘Bach has contributed some
elements witnout_dominating'to the extent of excluding those
from othex cultures. Similarly the African nature of
Haitian culture is not standardized. Although the Haitian
Negro looks to Dahomey as his ancestral home the slaves
were in fact derived from a variety of areas. ‘In many)
. cases they were from nomadic Congo tribes who lost prisoners
‘ to the Dahomeans in war time.» l

Haitian visual culture, then;-is not constant or

v
R -~ -

_\ohohogeneous.' _Because communication within the country ]

§\~ - bntinues to.be slow, you will ' still find designs and
techniques unique to isolated areas. For example, only in

. the northwest peasants practicé a peculiar form.of board. - -~ (J'f
weaving; and only around enscoff do’ peasants wear the blue '

'« Zacca shirt with red and white line embroidery.98

) Keeping

. l ..

& : n mind the difficulty of identifying a uniquely Haitian
Y A K..,

6A' - : culture, we will, exainine elements that heve retained their

foreign character While becoming part of the: cuiture and- ita,»: s




> II The Education System:

A Art in Elementary Schools: - . - 7 )

The educated Haitian's view of -art.is established by .

his French classical education. " In the elementary grades
art is taught under the title of dessln.one hour a week usu-
ally by the class teacher:- The stated aims of the syllabus

«n—4-~-m___meh;arertoaéeﬁelop_the“child's powe;giggggpncentratggn,‘obser—
. . - , 35

vation, menual dexterdty, . and eye—hand co-ordination.
The usual teaching: method is to draw a stereotyped picture
on the blackboard for students to COpY . - Those most accur-
ately resembling the orlginal are pinned on the wall, |

When I interv1ewed Philomé& Qbin about the methods used

_student had an exerc1se book wlth the pages divided 1nto
quarters. Obin does a simple sketch -- in this case a swan
. " == at the top and the student coples it four tlmes below.

In this way all his pup;ls learn to imitate hls own precise/

=

style. However, when T inquxred if he had ever studied

. another artist's work himself he responded that he

the 1dea ‘of c0py1ng.100 iy

P

-

same 'cahier de dessin! Yet on. entering the.classroon‘I

<\\\could sympathize with their difficulty. u i,,"‘
| ) s;l.xty ten year olds were ¢crowded into a narxow dark

9 . \ »

in his art school he showed me the 'cahler de des51n' ~ Bach-

L ) room, sitting two or three to.a desk. !he.uechagics‘9§ Y




| setting-up a’ lesson using any kind of .complicated equipment /

. I expected every student in the demonstration class to turn

" present Haitian education system, which discourages pefsonal

duéing the éame'painting many times. For them art: is not

- is .a market object to be sold h.ke[ a cabbage.

offer. Yet their questions and general attitnde reflected

an original creative exé:ession. ‘A painting or s~cu.lptureJ
‘ e

-?-career in art and encourage thoae with suffiéient abiuq. RIS

rl

would be impossible in terms. of the time and space g'vaillblec
The young teachers vere keen to ?J.ck up any ideas I eould

the teaching methods of rote memori:etion they have been

taught to use in other subjects.. They were surprised that

out a different picture, and that. I encouraged them to
experiment yzit.h color mixing and applieation without
telling them in advance what to’ expect.

Such an Spproach would be in direct opposition to t,he '

initiative or original thinking. Students pa'ss exams by
repeatmng word for woxrd great masses Oof mfomuon they
have learned line by line through oral repetz.uon., In’ a
system where art is reduced to the gkill of copying or im-
1teti,ng teality, and repetition 1s rewarded. 1t is Sy tp '

understand why many Haitian artists feel no sha.-e repro- :

A more modern approach to art education is offered
at the teacher trauu.nq school. College pPédagogique Rurale
Eglise Methodiste 1n Petionville. The Scott;sh ditectOt.
nenry Keyes, has set up a eourse vhich aims at mnbling the
rural teacher,: to expgse tnﬁils t:o the possibilitiu of a -

-




The student teucher, who may only have completed the elemen—

. tary certificate himself, -goes’ tﬁt}ough a one year course in
Buropeq.n art history co-ordinated :;th studio work associated )
with each period. He also learns to £ind local substitutes
for commercial art ;nater‘ialls by, ,for'l example: mixing paint
from -local dyes, making brushes from goat hair and siosal,
and building collages from banana bark. "In the second
and third years he develops and’ presents lessons in the ﬁ
college S own elementary‘school.,’ He is _enconreged to permit
free expre_ssion and’ di;cdvery through playing with materials
at the primary.‘/level. In the up'perl eleméntary pupils- fo'llow ’
specific assignments usually designed to"develop their
;;owere‘of observ'ation." The college sends’ twenty graduates ,h b : '

. per year baek to the rural areas as teachers and community = -\

leaders, but there seems to be little feedback awo the ~‘\

‘success of the programme 101,
B art in the’ Secondary ‘Schools: .
‘aAlthough students who finish elementary school must

) C°
pass a test in dramng there is at present no official

El

requirement to continne this skill .at tlxe secondary level.

In 1955 the coure de dessin was exterided into the first three

A <& ‘

102 - but the Programme Revisé et Plan d'Etudes

years of secondary '

presented for secondary education in 1963 makes no mention -

of practical studies in art. ‘ ' B .
. Students do have some contact with art in theix Buro-

- paan history. . Ancient history includes Greek and Réun

architecture. ‘The niddle ages deal with the Gothic oethodral




! ‘ . B . .
“The Italian Renalssance, of course, makes mention of the .
great artlsts of that perlod. Art, however, is treated Y, -

solely as evidence of different forms and stages of civil—

L

1zat;on. There is no instruction in COmprehension or crltical
aoalysis.103 ' "

-The Héitian whose concept of art is founded on ‘this back-
ground will see it as extremely formal and classical. He will

have no ba51s for understandlng abstractlon or tlhie other

modern movements and will be unable to seée the artistic value

v -
N

in the popular art of his own couofry;
‘ Fortﬁnately, deSpite lack of official'credit} many’
1¥6éés do offer one hour e week of drawing and .painting.
But as. there is no depértmenta; curriculum eech teechey.
deveIOpe a programme according to his oyn/beckground and
the facxlltles available. ConseQuentlywresults vary widel§.
.. During July 1973 the Acaﬂemle des Beaux Arts is sponsor— Y
ing a contest and-exhibition of art by secondary school T N

VstudentS., Bopefully tiris will encourage greater interest

.

in developing a. secondary art programme ¢

1




IIT , Mechanizations . - - =~ o .,

*

Baitian society is essentially rural- and agrarian.

PP

o

Over four gifths of the popuiatioh)live outside Port—au—

v , ' Pripce, the only city where any form of manufacturing takesf%

L e

. ' place.: The peasant brings his produce to market and takes .
: back the few manufactured goods, almost entirely oreign '
s ~ made,  that he needs. All internal combustlon nd electrical N _
machinery i; imported. Where meéhanization app ars ae an |
i' " * influence in art, there ore, it may be considered as a .
. partially assimilated ioreign element. N X !
The most obvious example of mechanization in Haitian
_art is the use of the mach ne as -an art object or decorative
. ‘ element. - In a recent painting by Jasmin Joseph a shiny red
ica:.stretcne5~acroes the canvas while admiring Haitians
’languiéh around‘it.‘]figl 32). SimilarLy/in Bottes's paint--
. ing of a woman sewing the machine dominates the. design in
terms of ‘size and detail. (fig. _.33) Haitians usually S
build rectangular ‘ancestral toqba in cemént. The mdst :* : )'
,\’,' o original exampic'l have encounteredfuaa caEtfand painted. . |

.

“to represent\an automobile. (fig.'é) ) e - v R

o~ 4 - s

o ,

The trhditi?nal Egzgg_bands which wander the streets f. S

. between Ep hany and Easter playing country music oq bambOO o _j&*

" pipes and drumsxusually-carry a standardato-identify their '
" véodoo community. Most use traditional Voodoo.inaignia, but

" on Good rriday 1973 I saw one band led by a two foot green
«wooden airplahe complete with whitling prOpellers mounted
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" (;ng ‘with gréater frequency~1n the popular pam@tﬁ?qs on- the
(flg. R) o -

. 2
-
*

o

"Haltlans have also proved cléver at adaptlng foreign
. : manﬁfactured g;gds to their own particular: cultural needs.
. . g?asmiths import ro;ls‘of<s€rplue tip»hith desigﬁ vfroqﬂ
lCoca Cola, Budﬁeiaer,letc.;nalready-staméed oe them:, ,Erom‘

these they make cooklng pans and pultcases.n The printed

commerc1a1 ée51gns are: con81dered a gecorative ‘element
] &
as they ‘are alwazg left on the exposedouter surface.
4

L The oil drums 1ch make up the steel bands "of the"

Brltlsﬁ West Indles are used n Ha1t1 for - sculpture., The °
T ry

'; technlque was beguniby Georges Llautaud, a blacksmlth wth

ar .

>‘~

. % had been forglng cemetery decoratlons 1n5Grdix des Bouquefs.
& N .

b
He . started hammerlng 0il drums flat aaq cuttlng out sil-

- . o
e

houettes of 1nter—woven flgures and absefact shapes. His

fmrst efforts were dlecovered and encouraged by the Centre

- d'Art in 1953,
R e

: "

‘¢, a high degfée of sophistication (fig. V) ' .

- . )
f ' 1 ‘. ey . ' Cad - ? ‘ ‘, : 'a" ‘ ' :
B . . , _‘ e B R . -4 ., oLt . P h ) w

From this the craft has been devéioped to

>
R

(flg .34)




,"‘.
Haitian Popular 'Art:

- N g \\t
Many 1ndlgenous soc1et;és attempt to make objects from
//Pﬁ- foreign cultures‘ more ‘a part Sf their own by addlng decor-
atlons. This has happened with the camlons and pigk-up

trucks wnﬁch form the Haltlan publlc transportatlon system. A

Slnce their 1ntroduct10n after World War II they have been
3 N ‘e .
decorated with bright geometr1cdesxgn flower motifs and
N a

natlve s8ypes. (figs. 35, 36 37) o N e

' ~Two orlglns have been suggested for the idea: " foreign

a

circuses w1th wagons us1ng 81m;lar décorations’ have fre- .

quently vls;ted Haltl, and the jeep of*the Cé%tre d'Art was

~ N 4 .,'" 7
used as surface area for palntlngSaby 1nc1t1c artlsts.lo .

AN

The elaborate letterlng and romant1c12ed scenes have become
such a fimlllar 31ght on the streets of Port—au-Priné@”tha

"péOple.‘ There is also a carry througb into formal art.:; SR

one can almost call the tap-tap the art gallery of the.

The artlst, Normll began hlS craft decorating trucks. e

L] ~

..I have notlced tapdtap thlfS appearlng in Ehe workvpf aw

-

»>

in the past year there has been a deterioration‘

in the decoratlon.of the more modern trucks, Haitlans have
g i ‘ r

discovered paint in spray cans and are’ uSLng it to proddcas_

dB'all over marblized eff%ct in place of the formerly weII“

defined mohifs and pqre colours. oo , * "‘, ‘ 5
‘ N N o A 1

é

:of foreign origin are the ganbling boards in tﬁe atﬁeet

Gther Qxamples of’ Haitian streeq art emploﬂirg designs »?f

|
|
"L
i




-

- . . .

. ‘ " casino whxch have adopted motlfs from cxrcus midway games’, . ‘

o

and 1mported electron%c slot and pinball machlnes. (fig.38)

\ In many cases the numberS’and color lelsions‘on the'board. . -
. ' 4 s
L are purely decorative and bear, no relatlon to the actual |, ° ‘:“\ R
. a A o
. . ‘ . . ‘v/‘V

A v gamefbelng played. - ) o

\\\ o ~ Comics from France and the Unltéd States are sold in -

-~

L - most book E ores in Port—au*Prince. A.journallst who - e

R = RN ,v151ted Jasmin Joseph claims he ‘uses Walt Disney and other o ‘1:
\ 105 . - ’ * s

+ . 'comic book: anlmals as mbdels for hlsﬂanlmal palntings. . '
A . o
: :“5 , I detected the same cartoon style in St. Aude s palntlng -

i - - -~
5 f

33, . of tie:three-headed astronaut (fig. x) ) ' S

-~ o

D

"
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v Voodoo: - L ' ) ..

! -

In Haiti Voodoo has been descrlbed as a fu310n of Afrlcan

106 The s%gves brought ' uv'

. ' ' tribal beliefs and'Christian practice.’
, to Haxtl by the Spanlsh and French were 1mmedlate1y baptlzed
" and forced to attend Roman Cathollc servxces. Thelr traln—,
/ ing in Christian doctrine, hoyever, remained a éupefficial
| ' "addition to the already deeply entrenched;be%iefs of their‘

» . -
< . . P
n f . ' T e el

\ ~ African heritaée, Ceremonies.to the .0ld gods were officially S

:{$ ‘ banned, ‘but pagan wors@ip c%le be dlsgulsed with the

trappings of Romad‘Qcholic ~1tua1. Gradually the.slave '

':w“'expanded kis former beliefs to take in the Chfistian
N\ g . ~ '. . Yy ® ’ s .
t éghtheon of ‘saints and rediscover them in the characteristics-

. , 7 4 : ) . "

s ( f his tribal gods. "St. ?atnick 'for example, who is showg;

e

trampllng a knot of serpents could be idfntified with
&
. Damballa Oueddo, the master of the ralnbow whose symbol
,’/, ’ 1s a pnake.“1°f7 Most voOdoo ceremonies today begln with

s T an 1nvocat10n of the major salnts, signs of tﬁe c:éss, and *
. 5 _{\ﬂ

g ' : ’ often the burnlnq ineense and words in Latrn. ,é‘, ' &

-

‘At present the fficial religlon of Ha1t1 is

Cath011c1sm, but throughqutpgpe socxety and parti laxly L.

" amang thepeasants Vooddo is one, of the central 11fe

+ Voodoo temples, - found everywhefe, cad range from a temporary

L)

shelte: of palm br&nches to a solid seven—room cemeﬁt

t

T~

LR ,structure }n e heart of down-town Port&au-Prince. They

i qre trad1tion ly decorate with 8ttings ‘of flags Qr ti %vﬂ

v q"ro-

Q% o’ paper cutouts spretching ftom the éenter pqﬁe dr
" A A " . .

¢ %
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N ")

across the ceiling. The trend in decoration has currently

switched to elaborate murals depicting the gods.
During November and December 1972 I assisted a Haitian
artist, Wilfrid Austin, in decorating a newly bullt temple
co on -‘Rue’ du. Centre in POrt~ u—Prince. The plan of decoration

[ ' " % was worked out between'thé hrtist and the chief priest ar 0

» »
| 3

'Qpho an. Austin was asked to reproduce 1E}mnra1'scale the

N P

sentrmental Latin American relxgious pictures which are -

4

soldealong the sxdewalk of Grande Rues To the casual ob-. |

In fact they have crystalized into icons representing the !

9

various Voodob gods or loas. . .

aJDOn the walls of‘the main room we copied in -tondc form

N L

- love goddess, St. Isadore bran 1sh1ng a‘fish to represent

Agoué master~of the seas; and’ various other saints. ’ w“’

" Although all the features for recognizlng the god are

-

present the artist has added hlS ~own Haitian flavour to the‘
’ works. (figs. W, 39) Around these reproductions we inscribed

the abstract linear desxgns based on. Vévés, the 1nsignia of .

the gods drawn in cornmeal’ on . the floor~o¥ the temple before

T each-ceremony.x The four. sanctuaries were treated with the

v

. ° ' shme combination of realism‘and abstraction. . .

st e . & questioned Austin, who is not.a‘Vooaoqist, as to ‘why
- /‘l .

he had agreed to donate 80 much- time to this project. He

| o '

; (R ‘ believes voodoo is th true foundation of Baitian culture, R
“‘ , ‘ 9 |

.and in order{to presenva and regenerate thistaaitianl mist v

i " A . f‘
) |

e H it 1 L e ; .
an vt b Lo : ‘ e
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server they are-a testimony to the power of Catholicism. ”S;/"'

. oleographs of the @1rgrn Dolorgsa as Erzulie Freda, the Lo

o
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I

- be aware of it. His aims were. to produée an art work which

'

would become a. living part of the culture, to’ expose the

. L pOpular class to Kis\abstract designs which have - affinitieSu
. <

with contemporary European painting, to see if these designs : ’

—_

cén carry the message of Voodoo and be used in harmony With

& [

1 C d’, more concrete symbols, and to allow the poPular class to ) N
) . see professional artists using’ various painting techniques.lo8
Our painting antics were certainly well scrutinized by Lf .
the. ever-present Voodoo. congregation, which‘appears to use
the temple as a twenty-four hour community center. ‘A ded-
icated obserVer could have learned much about oil painting
technique. . The afternoon we. painted the pink serpents coxl- :

ing up the’ poto—mitan, for example, Austin demonstrated the

techniques of shading to white, stippling with crushed - -
\\\\\ tissue, and printing with a bottle cap. (fig. 40) - Mostcof .
e onlookers, howeyer, were most 1nterested in the accuracy ’ S

of'the images and in what they represented. The abstract -

o, The altars of\loodoo ‘sanctuartes also- illustrate” T
w : ! ! Fd .
fOreign influence along with the gacguets of magic powders .\\o//

& '\‘ ,

a deSigns were regarded as. space—filling decoration.. o .o ’I
|
: |
and g is or pots containing thenspirits of the dead are j" |
\ .
5 the saint oleographs, American—made dolls, bpxes -and bottles
-with commercial’ designs, and containers decorated with such

1

manufacthred objects as the spoons andwscissors forming a f .

cross.»(figs. 41, U) “!H‘; - A ',: “}j'

’
v

.
, * 4




~the suhject'mattgr,qf some incitic paintings< Bible scenes,

' the Marriage at Cana (fig. 42) and-all the others the scenes

_ are-complétely Haitian excepting'for the representakion of

VI Missionaries and Masons: . ,‘ ‘ ‘ . i?
, e ———— , ,
naxtr ls a prlme target for mlssronaries*;fom North

america, It is close,. underdeveloped. and, where Voodoo

. dominates, pagan. Teachings of missiopariés havée determined

C e

'ggrticulariy th? Garden of Eden, have always been popular.
: ; )

Bottex recently did a series on the life of Christ. 'In ‘

n

Christ as a bearded Cauca81an 1n a white robe. Sim;larly,

in the p@lnting of Abraham?about 3_ Sacrifice Isaqc,

Abraham is 31n91ed out 1n the samarway. "This sort of color

distxnctxon suggests that thrOugh mlssiona#y influence some

A Haitians still seg.Chrlstranxty ag the,religion of the‘yhzte

. . . . » L‘?
foreigner. . - 1 ‘ -

-

’

Fre Nasohrﬁ is. a strong moﬁement in‘Haiti”’ It is given

" a hrghly ngtlcal slant and 1n many, cases‘regarded as a

secret spclety employing powerful ritual to gaxn sPecific

ends. Bectuse of this masonlc .images appear less frequently
£ R

. than would he erpec;gd in Haitran art. The mason artmst |

© is reluctant t;\expose these symbols far fear they will lose

are recognrzed afflnities between'masonry

crqns-bOnes-symbol o% Pap Guédé. loa of the de d, (fig. ¥) e

¢,appoar on banners gpd aprons.- 1& gye and hand of ng al', .

»
i

-\

-~

d the Protestant sects. In Seneque Obin" s Cs ;




vVoodoo ﬁecorutioa‘

’

symbols also shown here can be traced to

»

+
J »A w
- NN .
s
+
' b 4 * N
13 - t.
. “ 8
I
L < o7 y
- - . .
i3 R - I3
. -
. . N
o * a'. ~ M
N . -~
N

- ,
§ N\s L
“ . .
m mn

f& .

1 .

3 :
.a. . . )
@

. : S
o B .

0 ; . .
.n.c ,n.) .

s

(fig. 40)

-
.

“ -
.
A
Xy
* -
u\
3
¢
N
YA
+
‘e
.
» P
3
.
o 4
K
R
.\x\
—
: a
T
N
s
4
. A
S




;o o . VIt Foreign Elements in Indian and Eskimo Culture that -
! . ! . 8

Ef fect their Art:

-~ ¢

The formal education offered to Canadian native peoples

is based on- Euro-Canadian models. As such, it either ignores

or degrads the image of the native, and- at the same time .

- ‘ ; fails. to equip him with the skills to compete economicallyw
| with the white man. The native has comer to View his culture )
as ;.nferior and his art as a cunosity.: Yet he may he
- ., . forced to prod'uce r@tiue art objects th.rou@h econpmic neces-,
¢ - siéy. With such a negative back‘ground a creative on-going
art m{wement would have little hope for survival. Ancient
. .. skills die 6ut, work becomes slovenly, and designs are ; }
P repeated w:.thout innovation. : Fortunately the present , .‘ o 1
',9 'upsurge in interest in native art. and culture is changing J

.o |

this. For example, Indian and Eskimo art were introduced

' as part of the art history curriculum for Quebec High

School Leaving Certificates in 1970. E ‘ ‘ " N
McEwen -feels a full revision of Canadian native
}\. . \:} - education is necessary. We should follow the ’exemple of; the
. - 'Danes in .Greenland where education is- e continuation of “
‘L “ [ f f ‘ °
T , Eskxmo culture: teachers and language of instnn‘é.on are

local ’ ancl currioulux;; has local relevence. Natives receive .

‘ ! . praotz.cal training in gaix;:mg a- 1iving in their. environment.

and as a result, Kave made outstandinq progress compered 2
, ko Canadtano Eskimos. *f‘j“ . real deivelOpment c‘an only take "“ ’ “
) ; a ) : ) place when it searts within a culture and works its way up . 1 } S
p-'\";:\ RERE the mgqern" 1°’9 v : Lo _— C AR
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v 'I‘he philosphy of individuaiism is probably the most™ .

outstanding trait in education that contradicts tbe/original

ideals of native peoples. Wolcott describes his difficulty - =

g B in as%esmng the school work of individual Kw&kiutl children® . -

,‘ a ‘ 3 because they regarded each assignment ‘as a group project.no L

Carpenter claims the switch to single View)ggoints and more
statie images is a sign of the in-roads of southern culture -
" on ‘the Aivilik $skin}o 8 -Qnce co—operative and 1nterde,pendent“ ’
way of li‘fe‘. lll, Today with increasing frequency’ indi_.vi.dual C o
native artists-are pingled out for one-:man shows and . .
‘ int'ernationalr recOgnition., The younginative‘ art.is't must .

chdose between the desire to be indiVidually creative or t9

.y
»

perpetuate \his native heritage.
The southern consumers of Canadian indigenous art have L
N decided that evidence of the. white man ' s culture in native |

q v, ;

. - of .
G art would make it less authentil. Early Eskimo carvers,

; B . however r dic} reproduce mechanized objects such as mniature

L . ¢ e R
‘ P rifles in ivory in their. ar:t:.,ui2 e e .

Like \the Haitians .. Pacific Coast Indians decorated \\_\ \i:

= . .« European manufactured obj ects to adapt them to their -

culture. & Examples are: ‘ a Haida carved flintlock, 113an¢.l )

N
N
.
<
\.’3

o

v

O . Huds’on s Bay blankets decorated with buttOns. thinbles R ‘ \'\‘,.".‘

Do ' and’ copper shields to ‘make cereﬁnial robes.ll“ L e f';;

L L.1.. ° The Northwest Coast Indians were first expoaed %?L _‘}
- ' European traders bringing new' materials and tools rather e t



‘ . . .- R - . J .
| -~ M ‘r . ., ‘e

As a result, Pacific Céasf: art became nore varied and -~ - e
- ‘ ' prolific. Russians brought brass and copper vire that was

%olled into ‘braceiets, and buLlets and sleigh bells which

. 115

¥ ' ) were used to decorate ceremom.al aprons. - More efficient

.

L metal tools improved wood carving. Manufactured paint  ~
replaced earth dyes, and string twine and umsii.n repiaced
cedar bark. ' These new mterials, however, were always

| B " adapted to ‘tr'adlt‘jonal des:.gns and 1nte§rated into the "

¢ ’ 1
i ) ) . natlve culture.'l e . , Lok
. - ‘ % A

. stsmnan.es origlnally dxscouraged 1ndigenous art . ' ;
l - o ' because there was a da.rect conflxci: between Chrisumty ! ’

\ BRI and the pagan relxgious elements J.t repxesentaed. Occasion— T

N . i ,
N [ '

R ally native artists were ccmquss:. ned to do Christian work

> snch as the TSlmshlg,n angel on th quit at Port Supson
Iy £ ’ ‘ ’
X117

"‘, . carved by Freddie Alexe:. in 1886. Often the first .

’ contact vuth European dllusionistic punt:mg for native : A\
peoples were the religlous 111ustrations shonn then by

w7 ! SN = : .-

¥ -

missionarié’s . S : .

Indian art:.sts testified to the wtute man' § pxesence

e 1 . ~'by J.nci@dx.ng him as’ subject mtter in the*r art,. me makiutl

¥ . ‘118

carved his face on. ceremonial msks and a Salish (:oast e

I3

S lartist produced a full Inngth st&tue of an Indxan agent Lrs
. . : Lo jcomplete with a slot fo:i his offxcial sc:ro].l.]‘:,l‘9 !‘hey ’
S also adapted his symbols to their ovm use: !he "Itoquois s

T .National Badge" design in silver&vork camel tro- the = . ’, P
Coe o ,*Scottish doubla—hea;-t. und thpir "couneil i‘im“ ddaign can’. .. #l

L . . »' 20 .‘ R . r i A» .i ql’ . -“.”"»(, ‘_if
= b be\-faeed to Rnoxﬁc qlﬂ.eu A T »;-?J;l, S L e e




with or without th

. have continued to work a.nd develop without a market demand Lo )

.for their pieces. - . . ! ‘&
vangty .and sophisticatioﬁ of materials, tools.fand techniques

’ has incteased. 'Theré¢ has been a rise in the number of

" the ‘overall quality of workmanshlp has_suffered: K ’){ 4

. work begins to 'conform Inore to western ideas. It sits on

conclusioné : : 2 “fﬁ L S

Artists and teachers in’ these cross-cultural situations

‘must recognize that the art of alien cultures will be" changed ‘

ir help. It is far-hetter that they as’ "
e:iperts attempt to determine the nature and aegree of in-
fluence’ on primitive art rather than allow its comglete Bsu- ' .

i ” -

press:.on through :unposition of alien values or degradatign

¢

through oommercialization. They should also accgpt that TR

most artists in contemporaty pra.mtive movements would not

.

L A
Comnercialization of art’ in tlftese cultures has shown

-

certaiy{ general tendenc:l.es 1n the pature of change. ‘l‘he

£ .
Lo

8 ' : . ,
artists.and rate of arthistic'production, and, as a result,

/ : s

In terms of stylistig change, tl;:e format of the art ~

a base or is contained within a two dimensi,onal geometr.tc
plane. It is recognized" for :H:s exz\ressive value rather ‘th
as a. decorative additiorn to a ptilitarign object. In the .
area of applied arts, designs and objects usefuﬁin indus- )
trialixed society are’ u\troduced. - C ,}~_

: ‘The oomrcieliution of incitic and indigenoua art

uy' change it aestheticany, hut need not reduce its valut



o

'the ‘alien culture's already exlstlng concepts ‘of art, : AT

'administrative proced ﬁ, and work group1n9s~ so that . ' | - .

: foreign tedcher ’Should make eve effort to develop an | ] -

.
-

M 4
or authenticity. ‘The key is to assure that artists with -

.

Py

4 .
-

abJ.lJ.ty are pald enOugh to prevent the economlc need of- _ Coe

v 1

over—produclng. Alternatlve employment should be avaJ.l-
ab}e for .those who can only produce 1nferior wo,rk» and would .
actually prefer not be:.ng artists. :

The fore:l,gn teacher wa.sh:.ng ‘to encourage a’ commercn.ally-
v.,_iable art movément in a pr:LmJ.t‘J.ve soclety must recognxze
that his i:orle_‘ ‘isAtenpora . The best measure of h:.s success
is how soon native‘ artists can handle their own productlon S ’ ﬁ

and marketing nand make the:Lr own"decislons on gquality and s T I

aesthet;,cs. With thls in mnd, the teacher must understand

[ ‘ 3 ‘

. 5 £
his proposals maf, be in harmony w:.th already exist:.ng ‘
systems and be.q ickly ingtegrated; . B ’ S .

It is unfortunate that . the consumers of contemporary NE '. _ |

o

prum.tlve art are usually from an allen culture. The -

5

appreclatiQn and poss:Lbly a market for. 1t within the pro- A
e
ducmg'cul e. In the cafse of. both Haiti and Canada this

P !

was begun ith the exa;nple set by 'foreigh artists‘ and ch- RN

I 1

l@'ctors. But too often the nat:.ve values his own art only \ .
;because the white man buys- it. He has no real basis Afor ‘ o
)udging&‘ts aesthet;,c value.' He sh#o’uld\ be brought o an: . ! L o
i.n-depth understanding of ‘:.ts cultural origins and eg lution.' :

ny{s can be done through formal education and by Tﬁki

f g
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Fig. E Painting showing
v Cubist influence .
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Rose-Marie Desruisseaux
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