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THE ACAESITC APTROACH TC AFRICAN ART

Dr. Chukwuiozie Anyanwu

flow do researchers study African art? The researchers hegin
with the belief that Africa is a continent of dlverslthp and
varieties, that tie Iorth is dlfferent from the South' Bast fer
West, and every gthnic group from another. Within éﬁéh‘ethnlc
group, the researchers find differcnces between nll villagese
To pursue ‘this bolief to its ultimate conseguenceyg ong must also
emphasize the differences bétween 21l families znd all individuals.
Thus, we arrive at the uniqueness of all individuzls. In fact; two

twins are never identical due to their finperprints.

Due to these differences and diversitics, the liesterw experts
caution and decree that one should be "particular’ not "general'.
This scepticism arisin;; from the methodolopgy of science does not
refer to or depend on African culture but defeats the pouver and
authority of reason to know reality. In other words, in the face
of diversity and differences, reason is powerlesss The idea that
.one mast be Mparticular? not "zencralY has become an "apmroved
method of science'’, approved of hecause the researchers eguate
facts with knowledge, neglect epistemolory and rely on observed
facts without the need for reflection.

In purseit of this "apuroval method of science", the researchers
have divided Africa into different "zones" or "“fields'. kach expert
observes his or her own field, localizes the art ohject, thc place of
its ordigin, the data, the avthor of the art object, the function, etce .
The art object are said to be "sacred”, "natwralistic", Mabstract”,
"realistic™, "symbolic", "moving", ''balance between nature and
avstraction”, '"freedom of exprassicn, etc. Some aft objects are
classified into "pure art"y ‘religious art", "ceremonial art”, etcs
These and similar qualities attributed to African art have no meaning

within the Africen cultural prenise.



39

With their rational methods, the researchers into African
culture embark on a systematic collection and deocumentation of
data; forbid "general statements" and pay "specific! attention to
“particular" areas. This method has led to the accumulation of
facts, but the knowledge of African art remaine merely populars .

The researchers into African art have not even asked themselves
why no African community wrote on paper. The& have assumed that
culture will illumine the heart of the "Dark Continent". None has
suspected that science (the Western science = the concepts and
theories derived from the Western culture) canhet improve on ar
explain the nature of African culture, that the African people did
not write their cultural reality — beliefs and ideas, meaning and
values of God, man, nature, etce. == on paper because the African
cultural reality-does not fit intc the schemes of space. As a resulty
all the concerts and theories derived from the Western culturc have no

validity in the African cultural world.

African art, like all other cultural expressions among the
Africans (the Black Africans) stem from a climete beyond the
experience of the Western people. In spite of the innumerable facts
exhumed daily; the factual data so far accunmulated are very minutes
Archacologists, pthhographers,, anthropologists, etci have amassed
immense material systematically documented them, but what has come
to be known as the knowledpge of African art is African cultural fact
subardinated to Western concepts and theories. Some experts have
tried to formulate laws from the accumulated data. Others still call
for detailed cobservation and study of each village bafore any-attempt
to formulate laws could be possible. Besieged by fragmentary and
scattered facts which are dvbious or incorrect, all researchers into
African culture address themselves to the question of the origin of
African pedple or of each ethnic group with the purpose-of_determining
how artistic. works have altersd during the course of the migration of

gach ethnic group and how the art of each group has been influenced by
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another. Iollow ing this line of thought, almost all eXperté in
African culture deny the possibility of any cultural synthesis
until the civilization of every village, ethnic group and nation
has been systematically studied, observed and documented. Anyone
who questions the "approved method of science" will not be given a

hearing because it violates the dogmas of the "Church of Reason's

African sulture possessces its own assumptions and world—view.
The artistic forms of that culture, its political beliefs, its
ethical and moral norms, etc. depend on the philosephy of African
culture. Religion, assthetics, politics, art, music, etc. stem from
a cultural premise and constitute one body of experience. "A study
of African culture reveals almost without question that it is based

upon religion ~— that, in fact, i% is within the religions network

that the entire culture resides. Furtherﬁore, this entire culture

is an argenic wholee In traditional Africa, there is no specializa~
tion of disciplines, no dissociation of sensibilities. In other
words, starting from this particular religious focus, there is no
separation between religion and philosophy, religion and society,
religion end art. Religion is the form of kernel or the core of

thg culture-"1

The minds of the Western researchers are accustomed to
fragment into isolated and independent pieces that which is a whole.
Religion, art, politics, economics, music, etc. are seen as different
activities or expressions, hence this mode of thought will nevéf grasp
the nature, meaning and expressions of African culturee. Réligioq
constitutes the basis of all African cultural expressions. what does
relipion mean in the aAfrican culture? Ip spite of an enormous
literaturc,” Professor Bastide wrote: "we have only a very poor
knowledge of African religionse.s.. Religion is seen from the outside

as a thin; and not from within as experienced reality..ss Books

1. Edward Kamau Brathwaife, "The African Presence in Carribbean
Literature", Daedalus; Journal of the American Academy of Arts and

Sciences. Spring 19713 page. /.



41

concerning the African religion are basicmlly no more than an
immense gallery of mirrors which only reflect the image of our~
selves, our ideas, our dreams, or our passions.. Will we ever

be able to break these mirrors which deform?"a African religions
- are studied, as matters of empirical facts, through interviews,
guestionnaires, thé description of rituals and ccremonies, etce.
All these appear "magical", "superstitious" and "undeveloped"
because the researchers have completely no knowledge of where and
how To start the study of African art and religion. No knowledge
of any cultural expression is posszible without the knowledge of
the cultural premise and of the nature of experience within that
culture. Eyerj culture possesses its own science, that is, the
standerd which the'miﬁd must adopt or follow in order to arrive at
what that culture believes to be valid knowledge of reality-llThe
method by which any culture arrives at its belief of true and valid
knowledpe necessarily determines its approach to God, Man, Nature,
Bocigl facts, et¢e To know what that method is, one must know the
nature of experience within that culture. One of the greatest errors
committed by the Western researchers was the application of the
“approved method of science! to African cultural expressions hence
they bring a priori assumptions, hypotheses, concepts, theories
sugzested by the Western culture to bear on African culture.

The most essential and ultimate pgoal in the study of African
cultural expression is the understanding of the assumptions, concepts
and theories through which the African people explain their activities
and behaviours The Uestern experts think that they w£11 arrive at
that understrnding by interviewing the Africans in market places as if
the common people in any culture know the ideas, principles and assump=~
tions governing their cultural activities and hebaviours African
elites, aware sclely of the Western ideas, theories and concepts, have

no knowledge of their own culbural ideas. As a result, they confuse
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the identity of words in the Western and African cultures with

the identity of meaning. The western experts do nct want to

accept the judgement of the few Africans who have insight into

both the African and Western culturss and who call for a completely

new approach to the .study of Africon culture. Again, the Western
experts want to confirm the judgements of those few Africans
empirically by interviewing the common people in Africa. Did Hume,
Kant, Descartes, Spinoza, Newton, Hegel, etec. distribute questionnaires
to the Western populace prior to the formulation of their ideas? Have
the Western empirical researchers questioned the common people in

the West to confirm or refute the ideas of the Western thinkers?
Perhaps the Western people believe that their cultures depend on
reason while that of the African people devend on individual opinions.
Spencer's sociclogy, the theories of Comte, Weber, Durkheim, Halinowski,
etcs have no hold on African cultural reality. The Western social
scientists have developed certain conceptual tools in the light'cf

their own culture and analyze the African culture with such tools.

An appeal to factual knowledge as the basis for the confifﬁation
of Africen normative theory is absurd. The accumulated facts could
as well refer to any culture nor is the normative theory a material
thing to be known through the method of natural science. Aﬂy:study
of African cultural expression which fails to grasp or ighores the
understending of the nature of.experience in African culture, the
concepts and theories of that culture, the standard which the mind
must adopt to ayrive at the knowledge of Afridan cultural feality,
the premise of African culture, has no meaning and ho knbwledge of
culture.
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EXPERIENCE IN AFRICAN CULTURE

Culture is a response to human experiences. Experience
shows or reveals the duality of the Ego and the world. The
opposition beotween the Ego and the World in spite of their
mutual dependence constitutes the basis of all contradictions. With—
out resolving the contradiction betwcen the Bgo and the World,
~there will be a split in human consciousness which militates
agéinst the unit of the individual and the selfhood. The duality
of the Ego =znd the YWorld further reveals the duality of the body
and mind, individuality and universality, oneness and manifoldness,
time and eternity, etc. OCultural activities or responses are

attempts to resclve the duality of oxperience.

How did the African culture respond to the duality of
experience? The African cultural spirit saw the World as centered
on the Self hence it made no distinction between the Ligo and the
Worlde This led to the belief, as a personally experienced reality,
that Nature is alive not a dead thinge. Consequently, the Self
animates the World. The Self and the Yorld order become identical.
The World which has no reference to the Self has no meaning within
this cultural context. Consequently, the World possesscs order and
unity through the living experience of the Selfs The Self and the
World are one, and voth proclaim the unity and solidarity of Life.
Living,htherefore, in a world of aesthetic continuum which admits
of no duality of thought, a werld of aesthetic continuum where the
Bgo and the World are one; the dualistic and analystical modes of
thought in the West have no validity in the african culture. In
the world of mesthetic continuum, it is possible to discern anything
"specific!, "concrete", “clearcut', "objoctive™, '"subjective',
“religious", "secular', etc. Rather, one is confronted by a world
of events where everything is in every other thing and where there is

no isolated thing or individual.
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In the African culiural world of aesthetic continuum, =
world of art, of purc sound and pure sensation, the whole is the
reals - In this universe of aesthetice, there is no imperscnal
experiences Gord, person, man, ancestor, spirit, man, etc. are
personally experienced realities... As a result, the African culture
is extremely vital, sensitive, musical, dynamic, emotional in nature
and rich in human living. Art, therefore, permeates the African life,
religion, thought, bhecause it is the art of‘livinga Art and life are
inseparable and religion is the "mechanism' for its exppession. The
Western anthropelogists, ignorant of the nature of African cultural
experience, term African religion "animism", “superstition", etce
The Africaon artistic sclution to the antinomy of experience — the
duality hetween the Ege and the World = unifies the Ego and the
World, individuality and universality, time and eternity, onencss
and manifoldness. The African ancestral figures oroclaim the unity

of Life; past, present and future.

Since Naoture is alive and not dend, the African mind sees in
plants, stones, rivers, etce éertain living but invisible forces
which must be mpproached with caution. In other words, "material
things” arc not merely "material" but co-exist ﬁith indivisible forcess
Material and spiritual, sacred and profane, eic. cxpress the dualify
of analytic thought which the African cultural premise forbids. Thus,
instead of the material or the spiritual, the African mind sees a
vital=force. The universe is a web of vital-forces and all forces
are in constant interaction. The masks meant to harbour the sﬁirits
" of the dead exvpress the attempt of the African mind to restore the
unity of vital-forces fragmented.by death. The African does not
claim to nossess a conscious knowledge of the invisible forces
residing in Mthings” or a complete nastery over it though he ﬁossesses
the method by which he can gain contact with it — the magical power
of words. The African resiizes that form determines the function

of every vital=forcc. Bows, arrows, domestic implements, ctc. are
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not merely "material things" but embody living and invisible
forces. Through incantation, rituals, adherence to certain

strict rules, he approaches the invisible forcese The African

idea of Nature and its qualities have led to the adherence to
certain permanent, not static, vxpressions in artistic forms,
rituals, ceremonies, etc. The African people, approaching
"Objects" as living forces, do not behave illogically. Personal
experience has shown them that "empirical objects" embody invisible
forces. Contemporary physics has confirmed what the African intui-
tively knew.

Bxperience, in sfrican culture, is immediate and personal as
fll as transcedental. The Africon srasps reality through personal
experience. Science, in the Western culture, cannot explain, observe
or improve on African, cultural cxperience. Of what dod, man, person,
spirit, ancestors, family, the living—dead, etc. mean in African
culturej scientific observetion and theory can never explain. There
is no éeparation from experience and the self who experiences hence

African art from African life.

THE WESTERN CULTURAL EXFERIENCE

How doegs the Western culture approach the duality of experienceg
the duality between the Ego and the werlds No culture is as contra—'
dictory as the Western culture, not only within its systems of ideas
but with reference to ohserved facts. The West makes the Yorld the -
object of rational kndwledge and helieves that the World exists
independent of the Ego. The Werld is seen as Chjective and the Ego,
Subjective. ‘Te know the World obéectivelg has been the aim of the
Western culture. In pursuit of this goal, the Yestern science
removes the'Egb from the World. The world, as a result, is regarded
as the objecet of knowledge. But the relaficnship between the mind
and the world in the Western culture is rational or intellectual.

Experience, in the West, means scientific and imrersonal experiences
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The West believeé that tho real is the material process in time,
that which can be measured and quéntified-' This knowledge = )
scientific knowledge — isg sﬁid to be "objectiﬁe". _Bﬁt it is an
artificial thing. In othor words, ''objective truth" beloﬁgs.to

the artificial world of mathematics, to abstract concepts and
abstract relations, not the truth of life and the hearts To

grasp the truth of the heart, one must not ohly feel and experience

its relations bt must be moved by them.

Believing that reality can be grasped by rcason, the West
looks low on emotions as inferior qualities associnted with lower
animals. As a result, the West under-rates everything "subjective"
as an individual opinioﬁ-i Reality and truth, for the West, must be
"ohjective! and "public". This is expressed in fipgures and formuiae;
but figurés and formulae are neither things nor realities. The
Vobjective" view of the worid;led to intellectualism and rationalism.
The Hestern theory of knowledgé — the Western philosophy =~ is’
marked by the conflict between rationalism and naturaligm,ﬁbetween
rationalism and voluntarism. The division of reality iﬁfé."subjectivc“
and "objective" was the basis of rationalism, materialism ard analytic
thought. Since the method by which any culture arrives at what it
considers a true knowledge determines its approach to the Other:
God;_Han, Society, art, etc., the West believing thet that method
is rational or mathematical created rational theology, rational
psychology, rational politiecs, rational art, rational aesthetics,
rational socielogy, etc. Knowledge, in the Western culture, mcans
a sygtematic and logical knowledge deduced from postulated conceptis
and %heir abstiract relations. The meanings of such concepts depend
on their definitions within the systems of scientific theories.
48 a result, such terms as God, man, spirit, soul, immortality, love
of God, etce fouﬁd in the religious treatises of the Yestern philo~

sophers are not personally experienced and immediate realities but
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“purely logical constructs. They are rfdefined concepts not given to
personal experience. BOdy, pind, idea, mental substance (man or
person), substance, law of nnﬁure, etc. as found in the VWestern
culture ore bostulated concepts, logically defined concepts,
uncbservable “entities". Being theoretically postulated concepts,
their meanings can never be found in personal experience. In

African culture, on the other hand, in a world of aesthetic continuum,
all African cultural concepts are intuitive and imaginative, As
concepts by intuition and imagination, they hav: personal referencess
Scientific knowledge is not the knowledge of Personal God, persons,
personal meaning, institution, etce Since the African cultural con=
cepts sre not theoretically nostulatod and defined, no social scientist
can find any 'specific", 'concrete! and “clear—cut! Iact in exXperience
to confirm such concepts. Such terms, as space, time; individual,
knowledge, art, etce do not.havo‘the'same meaning in the African and
Western cultures To call for Usﬁecific", "particular” Mconcrete! and
Yelgar=cut" cultural expreééion_iniﬁfrica is to impose the intellec—
tualism, the rationalism, the cold and impersonal objectivity of .the

Western culture on the living reality of African cultures

Contemporary, physics has shown that "cleaf-cut“, "eoncrete™ and
Mobjective' observations and knowledge are impossibles - Contemporary
physics has shown that reality cannot be known rationally, that physics
cannot give an "oxact! picture of the world, that Natwre is alive, that
no distinction exists between subject and object, that the indivisible
coexists with the actual, that analysis &nto subject and object destroys
reality. Contemporary science has discovered the mysterious, the
magical, the non~logical, in the rcalm of Nature. bbntcmporary science
has shown that we live in a world of acsthetic continuum, a religious
not a rational world. These Aiscoveries have destroyed the theories
of materialiém and mechanism, rationalism and naturalism. %The Theory
of Relativity showed for the first time in the Western scientific
culture, the importance of the cbserver, of consciousness, in the

worldes The Principle of Indeterminacy emphasizes the noﬁ'nbjectivity



of the world. With the collapse of the concepts of postulation
the western scientific attitude comes to an end. Reality is ncot
impersonal but must in some way be related to person and personal
experiencé- Consequently, the Western rational theology, sociology,
psychology, politics, art, aesthetics, philosophy, etc. have no
meaning, validity and appiication in the light of the world of
aesthetic continuum. It is not the African cultural ékpféssion
that should be subordinated to. the concepis of rationalism - to
the 19th Century Westery thecories — hut the Yestern concepts that
must be re—defined in the éontext of the African cultural concepise.
Anybody who speaks of science today speaks of religion not reasons
Consequently, all that the Vestern people call God, man, mind;
person, knowledge, observation, thought, bedy, society,.emperical,

etc. must undergo radical changes.

THE AFRICAN APPROACH TG THE OTHER

How does the African know the other: God, man, socicty, events?

This will determine his approach to art. "“Let us, therefore, con~
sider attitude of the Negro-~African towards the Cbject to be known,
towards the Other: God, Man, animal, tree or pebhle, natural fact

or sociai fact. Contrary to the classical Duropoan, the Hegro—
African makes no distinction between himself and the Object; he

does not hold it away from himself to be examined or analysed; or
rather, after having examined it, if not actually analysed it, he
takes it in his hands, alive as it is, careful not teo kill it and
pin it down like a specimen. He touches it, he feels it, he is

conscious of its The Negro—Africans..is a field of pure sensation.

seeelt is his subjectivity, with the tips of his sensory organég
with his insects antennae, that he discovers the Other. We see him
excited, moving centrifugally from subject to object on the waves of

the Other. s««:Here we see the Negro=African §ymggthisi@g, leaving
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his ego to identify himself with the Other, dying to himself to
be born again in the Other. He does not absorb, he is absorbed.
He lives a common life with the Cther..-he has cognition of the
Other. «..Subject and Object are here compared dialectically in
the very act of cognition. ....The Negro—ifrican could say: 'I
sense the Other; I dance the Other: I am+' Now, to dance is to
discover and to fecreate, particularly if the dance is a dance of
loves It is in any case the best means of knowing. So that
cognition is at the same time discovery and creation or rather
re~creation, and re—creation is the image of God.u'(Leopold

Senghor )

A good Western rationalist would laugh at the African mode
of knowledge with contempt because it is not M"objective",
"systematic”, "rigcrous", etc. Instecad of the formally con=
structed and logically reasoﬁed doctrines of the Wectern culture,
one nofices that the African dances his religion, expresses it in
intuitive poetry, vroverbs, ﬁyths, hecause there is nd other way
to express the personally experienced reclity. The Western people
love definition of terms as if everything can be defined. What will
the Western man call the réality which admits of ne distinection
between subject and object or the aesthetic continuum termed mind

and matter?

Let us examine the Western approach to music and the African
attitude towards it. "Some Wostern authorities,® Fela Sowande wrote,
"subscribe to the idea that music is an aspect of human behavioﬁr;
that music has many facets, for its aspects include the historical,
social=psychological, structural, functional, rhysical, psychological,
cultural, aesthetic, symbolic, and others; and that therefore music

can and must be studied from many standpoints, for clearly neo single

4+ Fenner Brockway, African Socialism, The Bodley Head;
London, 1963; pp. 33=3L.
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kind of study can bhe successfully substituted for the whole.

But were we to attempt to sell this idea to traditiomal man in
Nigeria, he would either tell us to got lost,or his reply would he
couched in such language that his vecabulary would be of considerable
interest to Dictionaries that have space for hitherto unprintable,

guadriliteral AngloSaxon words.

"Our Nigerian traditional man would tell us that Sound was
evocative; not that it 'could' be, but that by its very nature
it was evocative; he could point to his 'words of power! or his
'mantrams?, which he has used time and again to produce tangible
results; if he happens tc be a Yoruba, he would refer to-these
vocal forms handed to him by his forefathers, such as the Assan,
the Ogede, or the Ofo, patierns of Pure Sound, the like of which
Elisha uscd in the Blble te call down fire on the soldiers sent
to arrest him, or Jesus used to command the storm to be still.
Nigerian traditional man knew — at least in Ypruba land
e «othat through the medium of 8Bound, he can evoke and handle
Psychic Forces of tremendous potencies, which his will could
then direct as it suited his purpose. He knew this, not as a

“theory, but as experienced fact.

"We shall never penetrate beneath the surface of Nigerian
music, until and unless we adopt this view of traditional man,
who is likely to reject, out of hand, our present day of
Istudying! traditional music through the meticulous cataloguing
of styles, etce; and is more likely than not to support Spengler's
views that 'more would be revealed to us, if we wore tc write -
history of musical intruments, not = as it always is — from
the technigal standpoint of tone preoduction, but as a study of
the deep spiritual bases of the tone = cclours and tone—effects
aimed att>, :

The Western researchers would not only be reluctant to start
from vhere they ought to — religion as cxperienced reality — in
the. study of African cultural expressions, they do not believe that
one approagh is adequate. But the multiplicity of view™points so
much admired by the West in the study of events has no validity in

African culture. Like music, African art stems from a world of

5. Fela Sowande; Composer 19, Sept. 1966; pp.28, 29.
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aesthetic continuum where "Sound is evocative or creative in

its own right, and as itself™. Music, as well ﬁs art, is "the
organizatién of ths raw material of Sound into formal structural
patterns that are meaningful and generally accentable to that
Society in which the orpganization has taken place, ratterns that
relate in 2 most intimate manner to life—experiences of that |
Society, viewed as a homogencous whole, and are'acce%ted'as such
by that Society"-6 Music like art must be regarded as "functional"
in at root, because it enahle&'its creators and practitioners to
bridme the gulf between the visihle and invisible worlds, thus
aligning Yan with God and Nature, in one and the some hierarchy,

in which Nature is part of Society, and Society itself consists of
(1} the Ancestors and herocs, (2) the present generation, and

-(}} the next pgeneration, all three regarded as forming one unit.
The claims of the next generation explains in part, why in
traditional society, proporty was defined in terms of fomily
communlty or village, not in terms of individual owne"shlp-"?
Thus, the African notion of art does not refer molely to cmpirically
observed facts in spoce but to the invisible forces which intuition

and imagination alone can contemplate.

~ Having examined the aAfrican approach te the Chjeet to be known
and to music, let us examine his attitude towards a physical event.
"Think of a house falllng on someone who is 'raus.s:l,rrr by," Dr.
Oruwariye wrotes “From the European point of view, the explanation
ie simple, the.hduae is old} waybe there is an eafthquake, or a
breeze blows, and the house fallsé_the Africen does not leave it at
that. He wants to know why that man, why that day, why that parti-
¢wlar hour, and why that particular house cut of sc¢ many houses,
is involved. TFor practical purposes, for engincering, the
Europcan would reduce all the unknowns to n few, which would help

him to make n prediction. All he has done is to simplify things.

6e Idem, ;e 29.
7. Idem, p.29
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The African views the whole as a compact systen; honce you will
not be able to understand his activities, unless you take his way
of thinking into account-"8 The African is not interested solely
in the "how" an event behaves but why it behaves so. As a result,
he is aware of the:e?entfaS'ﬁell as the psychiq_state of the

ohserver.

The African, living in a universe of“forces,.dOes_nbt create
"thingé" bﬁt “1iviﬂg“forcés“; Nature as understood by the West
(s a dead thing to be known rationally 'and methematically) was
not the theme of African art. The Renaisséhce art in the West made
landscape a theme of monuﬁental art. In th@ll9th Century'impres-
sionism, the Renaissance art reached its 1owé$t levels The African
uses mythology, stories; etc. to creat art. Words are forces,
creative, significant, meaningful, powerful and magical because they
cen tronsform and arouse other forced to action. But imitating or
copying a "dead" Nature, the Yestern artists laid emphasis on
technigque so that those who copied Nature mechanically and effecti-
vely were cniled geood artists. The Renaissance art was essentially
mathematical and rational as the works of Leonardo de Vince, Puero
della Francesa, etc. would show. With the destruction of form by
Occam, followed the devaluation and imppverishment of vision and
perception. Mere seeing, sven till today, tcok the place of
vision, imaginatioh, perception, intuition. If form does not exist,
then painted objects are realities. That was the logic of the artist.
Thus, colowr tock the place of forme Thus, technigue became the
basis of art, scicnce and even of 1life. As a result, art in the
West was merely intellectual and mechanical because reality was

believed to be mechanical and rational.
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THB m'rsq:m sammmm

No wrlter on Afrlcan art haé délfﬁd 1nto thc most 1mportant
goai and nature of Afflcéh‘art-'the synthe51é cf human exﬁé}iéhé;
and the. understandlne of .the world and to. rusolve ,the. duallty of -
experiences But science fails to achieve its purpose because.
Nature, its object of knowledge, does not embrace the whole- world.
The knowledge it.offers consists:in the unification. of empirical
data with the general laws:of-the mind. It bripgs Nature —
material thlngs : under .general laws, but Nature:.is not the whole
worlde.. As .a result thq worldpconstructed by science is partlal

and.. fragmanted-: The ‘men. of . sczence subordlnate partlcular facts

to general laws and s 1aws of Nature do not offer unlvcrsal
knowledge.; By subordlnatlng the partlcular to. 5eneral laws, sc1enoe
_1gnores the question of 1nd1v1dua11ty and unzversallty., In. other.
wopds the subordlnatlon of the multmpllclty of. empirical data to,
general laws termed 'the laws of Natur?' "fails to explain the
problem of One and Many. Since in the world of Nature, everything
obdys mech§nical laws, freedom does not existe Consequently, scicnce
fails to solve the duélity of the Self and:.the World{ It merely
strives to subordinate the Sélf to Nature, to a thing_said.tolbe
dead and mathematical. It may even strive to eliminate the Self
from the world or ecven objectivize the self as Yo mental substance'.
By eliminating or bquctivizing the Self, science becomes impersonale
Natire marks the 1imit of science. In the realm of the Self and its
reality, science is mute 2nd powerless. In trying to explain the
actual world, science goes beyond the_actual and returns-to verify
its postulated concepts in the actual world of experiences ‘It does
not mean that the reuultu and concepts -conform with the actual world-

Science reduces facts tc general laws but general laws are .
not facts in the world nor has nature any compu151qn to obey them.
Where do laws of Nature exist? If in the world, then they are

natural facts hence subject to temparal order. But they belong to
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a postulated world hence the truth of the actual world which

scilence wants to know cannot be eternally valide That which

cannot be subordinated to general laws do not fail within the

domain of sciences The whole man,'the Self, the whole individuzal,
etce. cannot be known scientifically but culturallys. The particular
is merely a fragmented aspect of the whole hence should not be con~
fused with the individual who is a whole worlde The end of scienti-
fic attitude came from the encounter with the whole individual beyond

subordination to general laws — laws of the mind.

The African mind wanted to understand the world through arte.
It sees the wniverse as one field of force, of sesthetic continuum,
dynamic and rhythmical. Ari{ transforms the forcese In the world of
art, all polarities are synthesized. Science strives to offer abstract
and logical knowledpe; but does not delve into meaning, individuaiity,
universalit§, eternity, etce African culture has its own logic of
aesthetics: the whole is the real. It offers a delightful knowledge
and unifies the individual and the universal, time and eternity, one
end many, freedom and necessity. The worl& of art is not fragmented
like that of science; It offers a whole image of the world which
science cannot achieve. As a result, the scepticism of science does
not govern the optimism of art. By unifying all oppesites, -t exrresses
unity in multiplicity. Thus, onc is forbiddén toc call one aspect of
art "naturalistic" and another "abstract'; oﬁe Usacred", another
"profane'; one "religious“, another "secular'; one "traditional" and
another "modern", etec. These dualistic concepts ignore the unitary
process of vital-force. Thé African art embodies a whole éxperience
—sensuous, logical, personal, spiritual, divine, etc. All these are
intrinsiﬁally one and vital. The African culture follows the logic
of the co-ordination of the individual with the universal; not the
subordination of the particular to the general. Intuition and
imagination transform the semsuous and the intellectual into one

vital continuume Any analysis of these elements into separate and
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independent CategorieS'déstrcys the unity of African cultural
reality. African art appeals to the sensee, mind, imagination,
spirit, all at the same time. As a result, it gives greater
satlsfactlon than scientific knowledge which appeals solely to

the intellect not to the whole man. Because it offers living
realities, not figures and formulae or heaps of dead ideas,

African art creates meaning mnd significance. The individual,

seen in the light of the whole, belongs to the whole and the whole
to the individuals Every art work is complete in itself as a whole
worlde . The so“called scientific progress is the accumulation of
facts upon facts, but science can never possess complete or sufficient
facts to offer a complete image of the world. 'Its tfuth'is, there~
fore, partial and rationals African art reconciles body ond mind,
self and the world, human and the divine, hemce its world of art

is not one of dull uniformity but rich in the possibilities of human
livingo Art and history do not speak-particular or generallbut
universal language. The African art, therefore, is the art of living
not of conquest. In the wesf, with its art of conquest, rational
knowledge shows the relatipnship between natural force ond powers

As a ;esult, 211 the reasoned knowledge in the West is the arganiza-
tion of force for conquest not for ecexistence = conguest of Nature

and alien peoples as the products of Nature.

THE ROOT OF AFRICAN ART
The study of African art must go to the root = to the myth,
religion, world~view = which inspired the artistic expressions.
There can never be any separation of African art from African
religion, phildsophy, world~view, state of mind, faculties and life.

To speak of African culture means the recognition of African religion,
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the religion of inspriation not institution, the religion of 1life

not of conquests The beauty of African art is essentlally the

African religion, thought and life. The West is good at detqchment,
but the African cultural world forbids this mode of knowledges

Having seen that “ohjects" are "living forces", attention must be paid
to the laws governing the interaction of forces, the power of words
which transform forces, gestures which are asséeiated with words, |
spontaneoﬁs gxpressions which are even beyond 1anguage and logice
Africem art has meaning, volue and significance only within the

vital and dynamic universe of nesthetic continuum. As a result,

art objects cannot be scporated from the mental process of the
African peoples Vital force is mctive throughout the whole unlverse.
This force can increase or decrease but never annlhllated. The norm
of good conduct is the étrengthening of vital force, of relationships
and of the whole life. The vital force at the direction of mon
(vital force with consciencé; feelings, emotions, thought, will, etc.)

forms the basis of artistic creativity.

Thus, one must know the theory of vital ferce both in its.
wniversal and individunl nature, the theory of man, person, soul
and the unity of the soul with ancestors, the living~dead; the
individual and the collective soul or community, the position of
individual soul within the collective soul, how the individual
estcblishes confact with and expresses the invisible force, etce
The individual expresses the whole just as the whole is in the
individual. Every art chject is a vital force which contains the
whole class or species of that force. Images may represent series
of "natural" beings — all are forces == to proclaim the solidarity
of vital.force, the unity of living forces, humour; etc. Through
acts of consecration and the magical power of words, art objects
represent the ancestorse Masks refer to invisible fofces == denth

ancestors, ete. is fhe,dwelling pldces of anceétral_spirité,_tﬁey

constiftute the medina ghrough which the living generations gain
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contact wlth the whole v1tal‘force which establlunes the unity

of human communlty. In this way, the African can 1ma01nat1vely

and 1ntu1t1vely see and hear the 511ent but oloquent lhnﬂuage of

life. Thus the most 1mportant thlng in African art is the
mythological role of vital forces and the 1ntergct10n of these

forces. The art objects are_alife, not 6nly'in.thé univefse of

forces but in the minds of their drcatofs and ownefs- The mlnds,

being cultural products and v1tal forcgs too, produce "objects" which
conform with the forms of belief. The ablllty of thc.ﬁrtlst to
represent in art ObJGCtS the forms of beliefs opens up on 1nqu1ry

into the internction of "mind" and "matterts In the ﬁfrlcan case,

the problem does not exist because there is no duallty bntween mind
and matter. Masks, images, art obgects st reprcsent the forms
of'expériencé réality- In pursuit of this poal ‘the ortist explalns
solely the eSSentlals- The essentials are not “style" "balance", ctc.
but the belief which is general for the whole community, the belief
which unifies feellngs, emotlons, lntegrates all 1nﬂlv1duals and -
elevates their minds and emotions to ideals even beyond conscious
.understandlng- Even when the individunl freely expresses himself

or herself in art or music, “the general rule still prevalls-, In .
other words, individuals confornm with the norms of their artistic
expressions within their groups or communitices in spite of innovations.
Thus, the African pays more attention to the form and nature of vital
force not to Mmaterial things" and their details. African art as well
as aesthetics do not depend on the analysis of art objects into concepts,
theories, etc. suggested by the Yegtern cultures The nature and form
of the vital force determines the whole artistic expr3551on. The _
study of individual artists the context of ﬂfrlcan communlty, gehéral
beliefs, the world of aesthetic continuum.would suggest that the |
vindividual lives and creates in an isolated werld of his own. In other

- words, the personality of the artist is not as significant as the work
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of art hecouse thoe artist is the secretary of his comm

the beliefs, uytholepy, religion, experience of the peoy
is not the dndividunlity of the artist but the universslity of

2 ecollective soul that nre vital in the artistic

the beliaf

work. Censesuently, an arltist is not gquestioned whethor he is

an exnect or an nuthority or note It i sulficient to pay ottern—

ticn to the religion, mytholony, beliefs of the peonle and see
whether the norms, principles, customs, etce. are embodied in tho
art work. Consequently, the essontial 1o the contont not the
ahalyais of the opnearance of ort obicets. The contont is net the
expresgicn or creation ¢f an individual but of the cellective
belief, oxperience and unconscicus. The renlity or content is
callectively known. The artist expresscs 1t aceording to generally

accepted rules, words, rites, ctee As a resuvlt, ifrican ort and

ks
aesthetic are expressions of yrofound beliefs and foith which are
enduring. In spite of social chonges, the enduring forn and guality

of art remair because thuy stem from relipicne Beliefs nnd idens

rise ond decay, hui not the creative spirdit which is rod

is meoningless to insist thot africs has Loecome "modern or to trace

1

african activities solely to Christian, Islomic and Western influences.
In reality, such influences have never aided the dovelorment of nfrican

art, religion, world~view, otc.

African art is African religion. 14 gees beyond isolated indivi-

rduals, beyond death, beyond wi

at cyes cnn only =

s Lo capture the
vital force, o living reality, wihich smst be strensthbened. Thus,
african art is at the service of 1ife, not enly to unify the whole
mon with collective 1ife hui fo grecte qualitetive enrichoent of iife.
Fhe african minc penetrates ints the gystery of the universe with
imagination end feels the vital presence of the world in the feorm of
mythe fs a result, Afriéan art symbolizes the mystory of personnlly
guaperienced renlity. Ultimate reality 15 not grasped by the external

senses but symboliecolly and dmopinntively. ort obiccts, therefore,

il
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enable the African to perceive reality, a reality which is beyond
'measurement analysis and classificzotion into its component parts
‘and séts of rulese As perscnal reality, it con oniy he brasped in
“the realmfof'religion and of profound livinge Thus,ronezmusﬁ'féel
and’ sympathetically put oneself in- the African cultural ﬁremise,
-accept its concepts and theorles, and the: woy it generﬂllzes 1ts
aCtIVlty in opder to grasp the nature of African cultural ‘activitiese
Art, therefore, is essentlally that of living meanlngfully and
51gn1flcantly- All vital activities are_rhythmlcgl because the_;
world of acsthetic continuum has Thythmical order. Dun01ng, as.
Leopold Senghor pointed out, is an act of creatlon,'unlon, knowledge

and éndursnces

ﬁrt and mu51c are the 1nten51flcat10n of the human 11VLng,0f
ordered relutlonshlps of Human experlence of a living reallty. To
dle 1n the Other S0 as to be reborn is an act of tronscendences
To hrrlve at the eternal srder of reality, a timeless ruglon, the
power of symbollsm is® assentlal- Thus, " the symbolic act expresscs
the 1nwardness of 1ife hence the nfrlcan.artlstlc values spring from
the depth of the soul or vital~force. In the timeless order, time
ceases to e;;st. As®a rusult, the_expa%ienced rcality absorbs the
African mind and infegrates all individuals- The African ﬁrt:-
‘expressed the unity of life, env1ronmpntg censtitutes the sources of
d;scipl;ne.qnd.touches_on;q11 levels of nealltya Collectzve knowledge,
-expectafions,-hopes,-fears, MEmory, conscience; etc. are embodled
by art and music. This unity of.iife.and purpese can only by.symbolif
cally expresue¢-“ = masks,. ancestral figﬁrbs, figurines, étc- A1l
.the. symbols: embody the African bhelief qbout life, its process,
relationship, order- and transcendence. They summayize Afrlcan emotions,
thought, perceéptions, ideals. Since African art touches on all Afrifan
-activities and. are inspparabie_from life, one must_not 1solgte art
objects to define them in terms of aesthefic nqrms_of.téchniqﬁe‘ style,

-etc.
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and *nchnical-problems. Truth is reyarded

uihe  Art wo longer velated teo living, ko the

soithood and ﬂutgbrthup <0 Thars, human sansibility

and world hecomo fp&:ﬂa veds T

is left without any nourishment

-

and deep ovuroaalonu 2nd Geocomes merely theatriesi.

srything ie

it af universal and enduring form of

dlasolving and decaying Tor we

etandard. As n result, nothing appears relevant, vital and sipnifi-

comte Seientific understonding, something artifiolal nnd prsviuioﬂal,
deferms thy prowth of the whols won ond nudlifices the npower of seolf-

that embodicd wisdowm and fruth has been

ntegration.  bvoery symbol
destroyady The river, the maony snake, tree, liphtning, etes npdno
Aonger WVoltrl.U" tonifeatnation: P¢-¢Lbl sihlel forees but thingse &z o

resulty the owotional ~pd reychic eneriy necesgary for-the sdpport
of &

g o?zt"i things which 2=n no longer rostore tho unity of 1ife and

aetivities. Since truth 1o yesarded solely as sclentifiic truthy the

wost vitnl and Lving truth of rolifion, nrty Trith, philosophy ort,

ote. ds Jaal opinione Thus, humon

but nover srasvt the meoning

and the poradox of 1life, and they retire with nothing o rotire ong
no enduring bellsf rrofound experionce and Lxﬁr”’fx 1, 1o inspiras

ey Sooe thomeolves oo o

tion ond no suthoritye They nod

o
the whole universe and feel that the order of the mociety deponds on

sirit

thae order of the universes Th@ erentent in mon = 1 foelings

~ 2 =

and enotions of idenls, Imcgination and intuition == is nllowed to

decoys  Man g thus o henp of bonss and fisuvres.  The purenit of
sition between iddividunds m?d

orrrnity nence the absence of organie 1ife dodoy in ‘u‘frluluzci,

comfort ond loicure

roonni ity

nations.  With the disintepration of the

disappesrse. ALl atltentions are Tocused on politics ond economics,

Foith, religicn, scionce, art, cthics cteoeore

L™
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that is, on mutual exploitations of individunls.

Artaiéfﬁbw‘d commbdity, d value whose significance- depends
on moneys As a result,y art is robbed of vision and imaginatien
and no sooner is it produced thon it grows old. With no enduring
value and quaiitx;-people.crave f0n the new, novélty, believing
that the latest is the best. Myths, community, life, etce cannot
support culture any longer but museums. Thus, all sources of
inspiration have dfied- Empiticat facts replace 'reflection.
Visual aid replaces imagination. A community is the expression of
reality and all individualé'live*and die in it. Today; people live
and die lonely and in &solations Life is not a '"good time'" but the
supreme value and reality which reguire discipline, immgination,
insight and beliefs to live it meaningfully. Without the unitary
view of life, the world and the eternal, the study of African art
will have no meaning. All African cultural activitics must be
approached as events in the world of aesthetic continuum and as
vital forces in constant interactions. Art is religion and religion

in art.
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