the body and
the sonic in
contemporary
black art

nikki a. greene





https://www.dukeupress.edu/grime-glitter-and-glass?utm_source=Intro&utm_medium=Title%20Page&utm_campaign=pdf-intros-June24

Renée Stout, Thinking Room, 2005. Installation
view of the exhibition Fragments of a Secret
Life, Hemphill Fine Arts, Washington, DC.
Courtesy of the artist / HEMPHILL Artworks.

The Visual Arts of Africa and Its Diasporas

A series edited by Kellie Jones and Steven Nelson



the body and the sonic in
contemporary black art

grime,

glitter
&
glass

nikki a. greene

duke university press durham and london 2024



© 2024 Duke University Press

All rights reserved

Printed in the United States of America on acid-free paper o
Project Editor: Lisa Lawley

Designed by Aimee C. Harrison

Typeset in Minion Pro, SangBleu Kingdom, and Helvetica Neue by
Westchester Publishing Services

Library of Congress Cataloging-in-Publication Data

Names: Greene, Nikki A. (Nikki Aima Rose), author.

Title: Grime, glitter, and glass : the body and the sonic in contemporary
Black art / Nikki A. Greene.

Other titles: Visual arts of Africa and its diasporas.

Description: Durham : Duke University Press, 2024. | Series: The visual
arts of Africa and its diasporas | Includes bibliographical references
and index.

Identifiers: LCCN 2023050712 (print)

LCCN 2023050713 (ebook)

ISBN 9781478030577 (paperback)

ISBN 9781478026341 (hardcover)

ISBN 9781478059554 (ebook)

Subjects: LCSH: African American arts. | African American artists. |
Art and music—United States. | Multimedia (Art)— United States. |

Art and race. | African Americans—Race identity. | Arts and society —
United States —History—20th century. | BISAC: ART / American /
African American & Black | ART / History / Contemporary (1945-)
Classification: LCC NX512.3.A35 G74 2024 (print) | LCC NX512.3.A35
(ebook) | DDC 700.89/96073 —dc23/eng/20240509

LC record available at https://Iccn.loc.gov/2023050712

LC ebook record available at https://Iccn.loc.gov/2023050713

Cover art: Radcliffe Bailey, Pullman, 2010. Heart, glitter, glass, and
wood, 17 x8%2x 8"z in. © Radcliffe Bailey. Courtesy of the artist and
Jack Shainman Gallery, New York.

Publication of this book has been aided by a grant from
the Wyeth Foundation for American Art Publication Fund of CAA.

Publication of this book has been aided by a grant from
Wellesley College.



In dedication to the
enduring love of my parents

Mary A. Mayhew
(1945-2021)
&

Nathaniel W. Alexander
(1939-2022)



music playlist and illustrations viii acknowledgments xiii

verse two
Radcliffe Bailey. Soundscapes 83

Pullman 84 Transbluesency 104 Windward Coast 120

coda. drawn to this blackness 197



contents

prelude. the cadences of black art 1

VErse once

19 Renée Stout. Fetishes

Fetish #2 20 | Can Heal 54 Point of View 68

verse three

Maria Magdalena Campos-Pons.
Identities 135

Habla LAMADRE 137  Alchemy of the Soul 164 Identified 187

notes 211 bibliography 233 index 255



music playlist and illustrations

playlist

Nikki A. Greene, Grime, Glitter, and Glass Spotify playlist: https://open.spotify
.com/playlist/4ANMw3036RXRkPegeLrKF8u?si=ee93d5ca696b4d13

figures

Frontispiece Renée Stout, Thinking Room, 2005 ii

prelude The Cadences of Black Art

P.1 Romare Bearden, Pittsburgh Memory, 1964 7

verse one Renée Stout. Fetishes

1.1 Renée Stout, Fetish #2 (detail), 1988 18

1.2 Edward Hopper, Nighthawks, 1942 21

1.3 Renée Stout, Maull It!, 1985 21

1.4 Nkisi nkondi (nail figure), ca. 1880-1920 24

1.5 Renée Stout, Fetish #2, 1988 27

1.6 Renée Stout, Fetish #1, 1987 28

1.7 Renée Stout, Man Trap (closed), 1994-95 30
1.8 Renée Stout, Man Trap (opened), 1994-95 31
1.9 Betye Saar, The Liberation of Aunt Jemima, 1972 32
1.10 Renée Stout, Self-Portrait, 1988 34

1.11a-i Renée Stout, Seven Windows, 1996 39—47



1.12 Renée Stout, Objects of Divination, 2005 48

1.13 Renée Stout, The Scream at 42, 2001 49

1.14 Renée Stout, Portrait of Fatima at Forty-Five, 2004 51
1.15 Renée Stout, Thinking Room, 2005 52

1.16 Renée Stout, Thinking Room (detail), 2005 54

1.17 Renée Stout, / Can Heal, 2000 56

1.18 Renée Stout, video still from | Can Heal, 2013 58
1.19 Betty Davis, They Say I'm Different, 1974 59

1.20 Margaret Vendryes, Kwele Betty-African Diva, 2010 64
1.21 Renée Stout, Point of View (front), 1994 69

1.22 Renée Stout, Baby'’s First Gun, 1998 72

1.23 Renée Stout, At the Gate of Kalfou, 1998 77

verse two Radcliffe Bailey. Soundscapes

2.1 Radcliffe Bailey, Pullman, 2010 82

2.2 Radcliffe Bailey, still from video for Arrested Development’s
“Tennessee,” 1992 86

2.3 Romare Bearden, The Street, 1964 91

2.4 David Hammons, installation view of Esquire, 1990 95
2.5 Todd Gray, Cape Coast Cosmos, 2014 99

2.6 Todd Gray, Michael Jackson on Stage, early 1980s 100
2.7 David Bornfriend, still from Moonlight, 2016 102

2.8 Radcliffe Bailey, Transbluesency, 1999 105

MUSIC PLAYLIST AND ILLUSTRATIONS



2.9 Radcliffe Bailey, Double Consciousness, 2013 108

2.10 Deborah Willis, Santeka: Gold and Black Heels, Newark, 2018 110
2.11 Radcliffe Bailey, Ghost, 2009 112

2.12 Radcliffe Bailey, Echo, 2011 114

2.13 Radcliffe Bailey installing Echo at the Davis (photograph), 2012 115
2.14 Mende artist (Sierra Leone), sowei mask, twentieth century 118

2.15 Radcliffe Bailey, Untitled (sowei mask), 2011; and Mende artist
(Sierra Leone), sowei mask, twentieth century 118

2.16 Radcliffe Bailey, Untitled, 2011; Stride, 2006; and Untitled
(sowei mask), 2011 119

2.17 Radcliffe Bailey, Ghost, 2009; and Pullman, 2010 119
2.18 Radcliffe Bailey, Windward Coast, 2012 121

2.19 Radcliffe Bailey, Windward Coast (detail), 2012 122
2.20 Radcliffe Bailey, Minor Keys, 2005 124

2.21 Radcliffe Bailey, Uprooted, 2002 124

2.22 Ellen Gallagher, Abu Simbel, 2005-6 126

2.23 Abu Simbel, Wadi Halfa, present-day Sudan, 1257 BCE 126
2.24 Ellen Gallagher, Abu Simbel (detail), 2005-6 127
2.25 Ellen Gallagher, Abu Simbel (detail), 2005-6 127

2.26 Radcliffe Bailey, Tricky, 2006 130

2.27 George Clinton, Mothership, 1970s 131

verse three Maria Magdalena Campos-Pons. Identities

3.1 Maria Magdalena Campos-Pons and Neil Leonard,
Habla LAMADRE, 2014 134

3.2 Maria Magdalena Campos-Pons and Neil Leonard, still from Rito
de iniciacion / Rite of Initiation, 1991 138

3.3 Maria Magdalena Campos-Pons, Everything Is Separated by Water,
Including My Brain, My Heart, My Sex, My House, 1990 142
3.4 Maria Magdalena Campos-Pons, video still from Regalos, 2007 143

3.5 Maria Magdalena Campos-Pons and Neil Leonard, Llegooo! FeFa!
“Family Abroad,” 2012 145

MUSIC PLAYLIST AND ILLUSTRATIONS



3.6 Maria Magdalena Campos-Pons, Spoken Softly with Mama, 1998 152

3.7 Description of a Slave Ship, from Thomas Clarkson, The History
of the Rise, Progress and Accomplishment of the Abolition of the African
Slave-Trade by the British Parliament, 1808 152

3.8 Maria Magdalena Campos-Pons and Neil Leonard,
Habla LAMADRE, 2014 153

3.9 Carrie Mae Weems, In the Halls of Justice, 2002 156
3.10 Carrie Mae Weems, Guggenheim Bilbao, 2006-present 157

3.11 Maria Magdalena Campos-Pons and Neil Leonard, Alchemy of the Soul,
Elixir for the Spirits, 2015 165

3.12 Campos-Pons, looking at the ingenio (factory) Sergio Gonzales (formerly
Tinguaro), Limonar, Matanzas, Cuba, 2015 168

3.13 Maria Magdalena Campos-Pons and Neil Leonard, entrance to the
exhibition Alchemy of the Soul: Maria Magdalena Campos-Pons, 2015 169

3.14 William Clark, Slaves Cutting the Sugar Cane, 1823 170

3.15 Remedios Varo, Creacion de las aves (Creation of the birds), ca. 1957 171
3.16 Maria Magdalena Campos-Pons and Neil Leonard, Alchemy of the Soul,
Elixir for the Spirits, 2015 173

3.17 Maria Magdalena Campos-Pons and Neil Leonard, Alchemy of the Soul,
Elixir for the Spirits, 2015 173

3.18 Maria Magdalena Campos-Pons and Neil Leonard, video still from the
performance Remedios, 2016 174

3.19 Maria Magdalena Campos-Pons and Neil Leonard, installation view of
elevator, Alchemy of the Soul, Elixir for the Spirits, 2016 175

3.20 Neil Leonard, Lago de Maya, 2017 178

3.21 Maria Magdalena Campos-Pons and Neil Leonard, Matanzas Sound Map
(installation view), 2017 178

3.22 Maria Magdalena Campos-Pons and Neil Leonard, Bar Matanzas

(Los Mufequitos de Matanzas and Neil Leonard performing), 2017 180

3.23 Maria Magdalena Campos-Pons and Neil Leonard, Bar Matanzas
(Campos-Pons performing), 2017 181

3.24 Alexis Rodriguez-Duarte in collaboration with Tico Torres, jYo soy
de Cuba la Voz, Guantanamera! [| am the voice of Cuba, Guantanamera!]
(photo portrait of Celia Cruz), 1994 182

MUSIC PLAYLIST AND ILLUSTRATIONS

Xi



3.25 Maria Magdalena Campos-Pons and Neil Leonard, /dentified
(collective movement, gift-giving, and embodiment), May 2016 187

3.26 Maria Magdalena Campos-Pons and Neil Leonard, Identified
(the Cariatides in action), May 2016 189

3.27 Maria Magdalena Campos-Pons and Neil Leonard, Identified
(dress created by Zinda Williams; Campos-Pons performing), May 2016 191

3.28 Maria Magdalena Campos-Pons and Neil Leonard, /dentified
(sketching with sugar), May 2016 194

3.29 Maria Magdalena Campos-Pons and Neil Leonard, /dentified
(cleansing fountain), May 2016 194

coda Drawn to This Blackness

C.1 Alexandria Smith, The Uncertainty of It All, 2014 204

C.2 Alexandria Smith, Monuments to an Effigy (installation view,
UnEarTHings II'), 2019 205

C.3 Alexandria Smith, Monuments to an Effigy (installation view,

The Rooting Place, UnEarTHings I, UnEarTHings Il, and GloryGlory .. .),

2019 207

C.4 Maurisa Mansaray, Liz Gre, and Alexandria Smith performing At Council;
Found Peace, as part of Monuments to an Effigy, 2019 207

xii MUSIC PLAYLIST AND ILLUSTRATIONS



acknowledgments

NOT MANY PEOPLE DREAM of a career as an art historian. Yet so many of us
have the privilege to grow up surrounded by people and organizations that
encourage the invisible dreams of young people. My family, neighbors, and
peers fostered my innate desire to speak, to write, and to teach, especially my
mother, Mary A. Mayhew, who was a teacher herself. As a Black girl from
Newark, New Jersey, I received an unmatched arts and culture education
ranging from individual teachers and schools to nonprofit organizations
and institutions, including McKinley Elementary School, Link Community
Charter School (formerly Project Link), the Colonnade apartment building,
Mount Zion Baptist Church, and the Newark Museum of Art. My gratitude
remains for the many community members who shaped who I am today but
whom I may not name here; you are fully known in my heart.

Renée, Radcliffe, and Magda: Writing this book has been the greatest
honor of my career. The generosity of your time, energy, and trust in me
over the years has made my work a constant pleasure. May you all feel the re-
spect and adoration I have for you within these pages. Radcliffe, my trickster
friend, we had plans beyond this book, but I hope that you are proud of this
work. May you rest in peace knowing that your legacy endures.

This book received numerous grants and fellowships that allowed me to
stay the course. The book benefited from the College Art Association’s Wyeth
Foundation for American Art Publication Grant. At Wellesley College, the
Office of the Provost continuously supported research, travel, and publica-
tion needs through numerous faculty awards and special publication grants.
Much gratitude for the support of Andrew Shennan, Ruth Frommer, and
Elizabeth Demski. I benefited from the funding of the Suzy Newhouse Center
for the Humanities Summer Fellowship, the Grace Slack McNeil Program
for Studies in American Art, and the Mellon Blended Learning Grant for my



Xiv

seminar The Body: Race and Gender in Modern and Contemporary Art.
Special gratitude for the many students at Wellesley who helped me home
in on my ideas through spirited intellectual discussions and outstanding
research and writing.

At the W. E. B. Du Bois Research Institute at the Hutchins Center for Af-
rican and African American Research, I held the Richard D. Cohen Fellow-
ship, which provided one of the most intellectually rich spaces I have ever
occupied. My fellow fellows along with guidance and encouragement from
Henry Louis Gates Jr., Krishna Lewis, and Abby Wolf advanced my scholar-
ship in innumerable ways. Treva Lindsey and Christian Crouch continue as
my cherished sisters. The Woodrow Wilson Career Enhancement Fellowship
and Research Funding also supported my early leave; Lyneise Williams served
as my excellent mentor. The Ucross Foundation artist residency in Wyoming
provided my longest stretch of peace and clarity to conclude my book; thank
you, Tracey Kikut, Kate Schutt, and my fellow esteemed residents.

Kellie Jones, Steven Nelson, and Deborah Willis have served as men-
tors who have provided unrelenting encouragement. The Black Portraitures
symposia, spearheaded by Dr. Willis, from Florence to Johannesburg, have
shaped my ideas time and again for this book.

I have profound respect and gratitude for the artists featured here. I ap-
preciate each of their contributions, and I aim to honor their work: Romare
Bearden, Ellen Gallagher, Todd Gray, Liz Gre, David Hammons, Barry Jen-
kins, Jenny O. Johnson, Deana Lawson, Neil Leonard, Helina Metaferia,
Betye Saar, Alexandria Smith, Carrie Mae Weems, and Zinda Williams. The
music of Arrested Development, Los Mufiequitos de Matanzas, Solange
Knowles, Michael Jackson, Celia Cruz, Earl Hines, and Betty Davis, among
others, provided content for and the soundtrack to my research in wondrous
ways. I have benefited from the wisdom, research, and support of scholars
and leaders in the fields of Black music, art, and culture: Tony Bolden, Diedra
Harris-Kelley, and Ingrid Monson. May the artist and scholar Margaret Rose
Vendryes forever be remembered as the fierce scholar and diva she passion-
ately portrayed on her canvases.

So many from Wellesley College and the greater Boston area have buoyed
my life in Massachusetts to allow me to flourish, especially Irene Mata, Tracey
Cameron, Brenna Greer, Folashade Solomon, Dell Hamilton, and Soo Hong
(through everything, you've remained mis hermanas); Dave Teng Olsen,
Kassie Teng, and the boys (forever family); the Service Drive Village (thanks
for the coparenting of all of our free-range kids); and the Women of Color
Faculty Mentor Group (evidence of the strength and power of what is possi-

ACKNOWLEDGMENTS



ble in the academy). The siblinghood of The Dark Room: Race and Visual
Culture Faculty Seminar has sustained me professionally and spiritually
for over a decade; thank you for your friendship and leadership, Kimberly
Juanita Brown. Dr. Paula Johnson, president of Wellesley College, your direct
support of me and my family humbles and encourages me as an example of
personal courage and dynamic leadership. My home in the Art Department
has sharpened me as a scholar and teacher. I feel lucky to have spent these
years with such a brilliant group of colleagues who have offered everything
from sharing their homes for writing retreats (Margaret Carroll in Wellfleet)
to covering my classes during sick days (ARTH 100 team). For their personal
friendships, I would like to thank Lamia Balafrej, Patricia Berman, Alice
Friedman, Andrew Mowbray, Liza Oliver, Martha McNamara, and Daniela
Rivera.

I appreciate the help from many student assistants along the way: at
Wellesley, Oleander, Jasmyne, Diksha, Jordan, Elana, and Deana; and Har-
vard graduate students Dr. Jovonna Jones, Dr. Miari Stephens, and Prof.
Angélica Marfa Sanchez Barona. To my Mellon Mays Undergraduate Fellow
mentees and art history advisees (officially or not), you are light; may you
carve wider paths for those who come after you.

My undergraduate years at Wesleyan University as an art history major
and Mellon Mays Undergraduate Fellow nurtured the seed of my dream
realized in this book. Krishna Winston, Elizabeth Milroy, and John Paoletti
believed in my writing and my promise as a young scholar. I followed my
passion to the University of Delaware with the support of my advisors Ann E.
Gibson and Ikem Okoye, alongside my graduate colleagues, Dorothy Moss,
Sarah Powers, Kerry Roeder, Tanya Pohrt, Janet Dees, and Adrian Duran.

The expertise and camaraderie of expert women in publishing helped
me to cross the finish line. Thank you to my developmental editor, Mosa
McNeilly, for the many hours of reading through tears and laughter; to my
fierce rights and reproductions assistant, Kerry Gaertner Gerbracht of Ver
Sacrum Fine Art, who always gets the job done; and to my editor and friend,
Lisa Ahn, who edits with compassion.

Ashaki, my forever sister and coparent, the many hours of long-distance
care kept me afloat. Love also to my NJ/Philly homies, Inez, Praxi, and Mi-
chelle. Thank you to my dear Taft School besties, Mukta, Margaret, and Kate,
who have loved me fiercely and championed my achievements for decades.

Ken Wissoker and his team at Duke University, especially Ryan Kendall
and Kate Mullen, have practiced patience and understanding before and
during the pandemic and my tumultuous seasons of family health crises

ACKNOWLEDGMENTS

XV



xvi

and grief. Ken, you believed in this project from the start and never let go.
For that, you have my deepest gratitude and respect. Lisa Lawley got me over
the finish line. Thank you to my external readers for your time and your
thoughtful comments that pushed me to write this book clearly without
compromising my vision.

My parents, Mary A. Mayhew and Nathaniel W. Alexander, looked forward
to this publication. Although they died in May 2021 and January 2022, they
were delighted that I completed the manuscript in 2020. While the pres-
sure of the pandemic and their illnesses and deaths delayed this book’s final
publication, they were so proud of me for not giving up. They rejoiced when
I received tenure at Wellesley College. My parents supported my education
every step of the way, even when they could not fully understand where this
journey would lead. I rely on them now and forever for motivation for every-
thing I do in this life. Thank you, Mommy and Daddy. I will strive to make
you proud every day.

Baraka, thanks for seeing your little sister through these past couple of
years with love. My extended family members, with roots in Lumberton,
North Carolina, and Baltimore, Maryland, serve as role models in resilience
and faith. To my aunts Rose, Doris, Colleen, Pauletta, and Ernestine and my
big sister Renay Alexander and her late mother, Carolyn, I appreciate your
support throughout my career (and life) from visits, prayers, and messages
of love. None of this is possible without the ancestors. I feel the presence and
righteousness of my beautiful grandmothers, Rosa Regan and Alma Alex-
ander; my brother Nathaniel Alexander Jr.; Uncle Eli; and the first PhD in
the family, Uncle Cleveland; and the many generations of kin who made me
possible. Continue to rest in peace.

Thank you, Greene Team, for your sacrifices, support, care, sarcasm, and
laughter. To Simeon, my best friend and life partner, the depth of my grati-
tude knows no boundaries. To my brilliant children, Mia and Xavier, you
make me proud. I could not write this book without your unconditional
love, patience, and courage. You two will always be the best parts of me. This
is “our” book, Greene Team, and part of your legacy, too. May you always
find me here.

ACKNOWLEDGMENTS



prelude

the cadences of black art

HE FIRST TIME I WITNESSED someone making music by reading sheet

music propped up on the piano, I believed that I would one day trans-
late those cryptic symbols myself with the violin. In the end, I attended
only two, maybe three, lessons in all. My parents could not afford more. My
mother confessed in 2020 that I did not continue playing because she felt too
ashamed to ask for financial assistance. This happened in other areas where
I showed promise, like when I wanted to join a swim team and keep up with
voice instruction. When I began to get into the rhythm of each opportunity,
literally and figuratively, I stopped: the proper positioning of my fingers on
the strings to elicit the correct sound on an instrument at age six, the beauti-
ful coordination of the timing of my breath with the rotation of my limbs
within the warm city pool waters at age eight, or the repetitive tonal exer-
cises that required pushing air from my diaphragm to form fuller soprano
phrases at age eleven. Singing persisted into my adult life thanks to my start
in school choruses and church choirs. My voice is always already free.

My passion for art history initially stemmed from an appreciation of the
Newark Museum of Art in New Jersey. According to my mother, everything
about museums fascinated me: the cold marble floors, the dazzling framed
color, the curious-faced visitors, and even the hushed atmosphere. John Cot-
ton Dana created spaces for art in 1909 while serving as the director of the
Newark Public Library. Based on the principles of accessibility of the arts and



sciences, Dana offered open stacks of books and rooms of art and artifacts
for all. He became the founder and director of the official Newark Museum
in 1913. He oversaw the construction of the building just yards away from
the library in 1925. Dana radically envisioned the art institution as a form
of “entertainment” in the downtown center of the booming industrial city of
Newark, with nearby bustling factories, growing numbers of immigrant com-
munities, and new shopping centers. Regardless of whether someone arrived
to the museum as a factory worker or corporate magnate, the museum did
not charge an entry fee.!

By the late 1970s and 1980s, when I began visiting with my mother
and brother, the museum’s mission remained consistent regarding user-
friendliness and entertainment value. Accessibility meant affordability and
quality. The museum amused us through not only art exhibitions but also
small live-animal displays, a premier planetarium, and, most significantly for
me, live concerts. I learned early on through the multisensorial and intellec-
tual opportunities I sought in the Newark Museum of Art (and the Newark
Public Library next door) that I could find my flow regardless of financial
resources—and that flow had no limits.

Whatever the duration of my chances to play an instrument or to swim
on a team or to practice singing privately, I discovered the patience required
to establish a style and the experimentation needed to discover my own ap-
proach to finding rhythms in writing as an art historian. I understand clearly
now the value of my voice in speech and in writing through the pacing of my
movements (“verses” as chapters), mindful breathing (a curated selection of
art and artists), and the repetition of refrains (careful and steady formal and
sonic analysis) until I establish my flow.

Now, as a pseudomusician, I compose an original score based on my
humble Newark origins. In writing this opus, I make audible and visible—
for myself and for readers—the confidence of my voice in writing about art
history, the Black body, and the sonic. Through my voice, I am both seen
and heard. As I write of “visual aesthetic musicality” within these pages, I
invite readers to follow my remix of the history of art, since I play new chords
within a discipline that has traditionally not included poor Black girls like me.

Writing as Collage

How is it that the main character in Ralph Ellison’s literary masterpiece In-
visible Man listens to jazz and finds in Louis Armstrong’s music the same
types of “breaks” and moods that are found in that of pianist Earl Hines?> He
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speaks of music as being articulated and understood from the point of view
of one who is invisible. A basis for Ellison’s characterization of invisibility
stems from the music of “black folk,” using W. E. B. Du Bois’s The Souls of
Black Folk as a subtext.? The protagonist introduces this idea at the beginning
of the novel by remarking on the sensibilities of Louis Armstrong:

Perhaps I like Louis Armstrong because he’s made poetry out of being
invisible. I think it must be because he’s unaware that he is invisible. And
my own grasp of invisibility aids me to understand his music. .. . Invis-
ibility, let me explain, gives one a slightly different sense of time, youre
never quite on the beat. Sometimes youre ahead and sometimes behind.
Instead of the swift and imperceptible flowing of time, you are aware
of its nodes, those points where time stands still or from which it leaps
ahead. And you slip into the breaks and look around. That’s what you hear
vaguely in Louis’s music.*

Therein lies the phenomenological turn between the aesthetic complexity of
Armstrong’s music and the potential potency of Black art, that is, art by art-
ists of African descent, especially in the United States and, more broadly, the
Americas and Europe. Ellison speaks of the breaking down and revision of
rhythm as an articulation and liberation of the spirit of Black people, or even
the freeing of the human spirit.”> Only in recognition of his own invisibility
does Ellison’s protagonist notice the expression of invisibility in Armstrong’s
music.

The syncopation that Armstrong incorporates into his songs is what
made Louis Armstrong who he was. Moreover, as music historian Ted Gioia
has explained in The History of Jazz, “Armstrong stokes the fire merely by
repeating—with variations in length, placement, and intensity—a single
note”® The notes, especially within an improvisational phrase, sometimes
move ahead of or behind the anticipated rhythm within a jazz tune. A musi-
cian’s improvisational skill, therefore, reflects how they would “slip into the
breaks and look around.”” Armstrong had a remarkable ability to play on the
“breaks.” His “looking around” was not prescribed or contrived. The audi-
ence (and his band members, for that matter) did not know exactly what
direction Armstrong’s playing would take, or what he would see in those
breaks, as “he, more than anyone else, showed the way to a more complex
and sophisticated conception of the jazz solo, a conception that would change
the music forever””® Improvisation makes apparent what was invisible before,
because there was no space for it. What Armstrong achieves with music, El-
lison carries out in prose and, as I argue throughout this book, artists Renée
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Stout, Radcliffe Bailey, and Maria Magdalena Campos-Pons accomplish
within their dynamic works of art.

For many years, I studied how Romare Bearden transformed the modern
technique of western European and American collage and photomontage in
his Projections photomontage series of the 1960s. The structure of this book
reflects the influence of his selection process and his thoughtful juxtaposition
of images.’ By transporting masked faces cut from the cover of a book about
African masks into American urban or southern landscapes, for example,
Bearden created a decidedly idiosyncratic visual expression of Black identity
using the compositional musical language of jazz.l Bearden’s way of bor-
rowing the syntax and structures of jazz, wherein he sought to represent and,
ultimately, to unify fragments of the Black American experience, informs my
own goal of amalgamating three artists into a coherent cadence of Black ex-
pression. Literary scholar Robert O’Meally arrived at the conclusion that “the
jazz cadence of American culture” resides in the “process of American artistic
exchange—in the intricate, shape-shifting equation that is the twentieth-
century American experiment in culture—the factor of jazz music recurs
over and over and over again: jazz dance, jazz poetry, jazz painting, jazz
film, and more. Jazz as metaphor, jazz as model, jazz as relentlessly powerful
cultural influence, jazz as cross-disciplinary beat or cadence™

One of my arguments about Bearden’s approach has to do with the physi-
cality of collage methods—cutting, pasting, arranging, and rearranging in
order to come up with a visually distinctive and multilayered work. Bearden’s
cadence, his conclusion from his “recognizable melodic formula, harmonic
progression or dissonance resolution,” could be found in his collages and his

2 “I build my faces, for example, from parts of African masks, animal

process:!
eyes, marbles, [and] mossy vegetation. ...I then have my small original works
enlarged so the mosaic like jointings will not be so apparent, after which I
finish the larger painting. I have found when some detail, such as a hand or
eye, is taken out of its original context and is fractured and integrated into
a different space and form configuration it acquires a plastic quality it did
not have in the photograph”™ 1, too, in writing this book (and other publi-
cations), created a physical collage: sticky notes of all sizes and colors with
notes written in red, black, blue, purple, green, or pink; pages of text scattered
across the floor; digital images printed on recycled office paper and taped to
sliding glass doors, which blocked out scenes from my yard. I moved the
texts and images around until I could make sense of their order and cogency
toward the larger goal: How do the rhythms of the works represented herein
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harmonize with my own sensibilities toward image and sound? I had to ex-
temporize my writing flow. I had to improvise.

Jazz improvisation presents a number of challenges to artistic expres-
sion: learning how to start and stop solos, how to conceive and perform
patterns in time, and how to gain mastery over vocabulary and other sources
required for any given musical composition. In what ethnomusicologist
Paul F. Berliner calls “developmental breakthroughs,” arduous practice pays
off; musicians “discover that they have acquired the control to manipulate
phrases accurately in tempo in relation to a progression’s changing features”*
The structural and performative elements in Bearden’s photomontages are
analogous to the rhythmic dexterity found in jazz improvisation. Bearden’s
precise indexing of process provides either a main or subsidiary framework
for all of his subject matters, from music to family life, from urbanscapes to
religious figures: “Oh, yes. I studied the modernists, and then I tried, in my
own way, to relate modernism to the whole thing that was happening in the
South...Istudied a kind of spacing in my painting by listening to the music
of Earl Hines. Going da, da, da, da, da would drive us crazy. I always think
of a work as making a melody or the spacing of Earl Hines.”"® Hines’s ability
to improvise in the breaks within a measure comes from his awareness of the
nodes in time and syncopation. These qualities drew Bearden to the pianist.

During the 1950s, Bearden composed jazz music himself. He published
a number of songs with Larry Douglas and Fred Norman. About twenty of
the songs were recorded, and he became a member of the American Society
of Composers, Authors, and Publishers in 1954. One song, a beguine called
“Seabreeze” (which Seagram’s used to promote a gin and tonic of the same
name), became a hit in the mid-1950s.1° His knowledge of music composi-
tion and his exposure to Hines, who was known for his innovations with
octave progressions, further enhanced Bearden’s ability to maneuver images
within his own work. Bearden’s additional understanding of Pablo Picasso’s
and Georges Braque’s painted cubism reflects Bearden’s adaptation of jazz
rhythms to visual composition. Bearden understood the doubleness of his
debt:

Finally, I was able to block out the melody [played by Earl Hines] and
concentrate on the silences between the notes. I found that this was very
helpful to me in the transmutation of sound into colors and the placement
of objects in my paintings and collages. I could have studied this integra-
tion and spacing in Greek vase painting, among many examples, but with
Earl Hines, I ingested it within my own background. Jazz has shown me
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the ways of achieving artistic structures that are personal to me; but it also
provides me continuing finger-snapping, head-shaking enjoyment of this
unique, wonderful music.”

Jazz was Bearden’s key to the visual manipulation of what hed already learned
from places like the Savoy Ballroom, the Museum of Modern Art, and Stuart
Davis’s studio.

In 1964 Bearden composed several photomontages, and then, on the
recommendation of Reginald Gammon, his friend and fellow member of
the Black artists’ group Spiral, he enlarged five or six photomontages using
the photographic process of making a photostat.’® Arne Ekstrom, Bearden’s
dealer, suggested that Bearden create twenty more during the summer of
1964 to be ready for exhibition at his gallery. Projections was the title given
to the collection of works, not only because of the method of enlarging the
photomontages, but also because of the compositions’ photographic and
documentary quality.’® In the case of Pittsburgh Memory (figure 1.1), the
enlargement of the double portrait, especially in the figure on the left, allows
for a greater luminosity, magnifying the glistening parts of his dark skin. The
two pairs of eyes gaze out much more directly and intensely at the viewer
at this larger scale. While the built-up nature of the collage in the original
photomontage disappears in the photostat, and the textures of the various
mounted photographic papers are lost, the unified surface tones down the
fragmentation of the faces, and the collage elements coexist more cohesively.
Though there is a loss of texture, of the direct physical relationship to the evi-
dence of fibers, tears, and glue, the photostat nevertheless retains its meaning
and effect. The photographic reproduction is its own index, which points to
the textures therein.

The books on the shelves at the Romare Bearden Foundation remain
with their cutouts, tears, and bookmarks, as indices of Bearden’s physical
presence.?’ Bearden relied on a great variety of sources from which to select
images. Art historian Richard Shiff makes clear that “the index” operates
through the physicality of the hand, and at times the body, which asserts
itself on the surface of the artwork in order to be performed.?! What the fac-
ture of early modernist painters, especially Paul Cézanne, suggested to the
viewer was the combined interest in and attention to formalism and primitive
expressionism. Instead of eliminating the hand of the artist, as Jean- Auguste-
Dominique Ingres thought should be done, they deliberately and indexically
demonstrated the hand’s role in the creation of place within the surface, in
the forms taken by the paintbrush, as it was directed by the pressure and
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P.1 Romare Bearden, Pittsburgh Memory, 1964.
Gelatin print on paper mounted on fiberboard,
50%2x 6372 in. © 2023 Romare Bearden
Foundation / Licensed by VAGA at Artists Rights
Society (ARS), New York. © Tate, London / Art
Resource, New York.

motion of the hand that held it. The body that directed the hand, together
with the mind that so intently directed the body’s action in this regard, was
not far behind.?? Putting these observations into the context of collage and
the structures of jazz: Does the index represent the physical and visual mark-
ers of “breaks” in jazz improvisation successfully since the photostat points
to the performance of the assemblage of the collage?

Bearden’s 1967 work Three Folk Musicians provides a solid example of his
incorporation of jazz music as a structural resource. Bearden takes part of
the image—halves it—and juxtaposes another image. The juxtaposed image
may or may not match the image with which it is connected. However, the
juxtaposition of the images (rhythms) that do match creates a visual whole.
Using various reproductions of photographs of disparate people, he selects
parts of their body, clothing, and instruments and puts these parts together
to give the impression of one body. Many bodies have been used, but, visually
speaking, three whole musicians are created, each distinctive from the others.
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Rather than just painting the musicians, Bearden substitutes reconstituted
cutouts from various sources for each whole-body image. He compared his
method to that of Picasso and Braque. Bearden understood that “instead of
painting the whole thing—an orange or a bottle—you cut one out and put it
in the still life. But it was painting. They would just put that in, rather than
painting it itself—or newspaper, if they wanted that in a particular place. So
I'm using it [the cutout] in the collage, but I really feel that I'm painting.’*
Bearden found a way to knit together the immediacy and autonomy of each
separate source of collage and the painterly control of color and form.

Here is what I aim to convey about the visual and melodic paradigm
in this book: with the undercurrent of music pulsing throughout the book in
both subject matter and style, my hand creates a flow among Renée Stout
(b. 1959), Radcliffe Bailey (1968-2023), and Maria Magdalena Campos-Pons
(b. 1959). That flow “slips into the break” to produce a new visual-sonic model
of the aesthetics of Black art. Grime, Glitter, and Glass explores how follow-
ing the path of visual art aligned with music from the twentieth century into
the twenty-first is a compelling avenue for recovering the disparate African
diasporic influences within American culture and more specifically within
the history of American art, broadly defined geographically as encompassing
both North and South America.*

To elucidate those connections between the artists, I highlight in each
chapter, which I call verses, musical and sonic examples within each artist’s
career. I include an examination of the cutting-edge gritty sights, sounds,
and onstage personality of singer-songwriter Betty Davis, the complicated
otherworldliness of Sun Ra, and the vibrant Afro-Cuban rhythms embed-
ded in the performances of Celia Cruz. Through this, these visual artists and
singer-songwriters make manifest the dynamism of the African diasporic
musical expressions, specifically in the United States and the Caribbean.

I set out to answer, if only preliminarily, the following: How does the
meaning of art change when visual artists like Stout, Bailey, and Campos-
Pons not only document themes visually but also reference and/or transmit
art sonically? Through the juxtaposition of visual art and music, can a model
open up within the historiography of art to include not only jazz and, more
recently, hip-hop but also funk and rumba in order to interpret art by Black
artists from new perspectives? Does the physical presence of artists of Af-
rican descent throughout the diaspora, of their actual bodies lodged within
their work, anchor a theoretical authority not only through the materiality of
the object/subject but also as a postmodernist turn toward resisting erasure?

PRELUDE



I present Stout, Bailey, and Campos-Pons as Black artists with distinctive
visual voices that are brought together in my own collagistic enterprise. Ex-
pressly, this book is a metaphorical photomontage, a Beardenesque cutting
and pasting of their ideas, theories, mediums, and exercises through examples
of photographs, prints, paintings, drawings, sculptures, assemblages, in-
stallations, and performances. What first drew me to explore Stout, Bailey,
and Campos-Pons and their oeuvres in conversation with one another was
their proclivity toward employing art practices, materials, and expressions
shared throughout the African diaspora as active engagements with Western
and Central African cultures. Their visual processes resonate compellingly
because of their individual investment in interrogating both the artistic and
spiritual vestiges of Black culture as part of the legacy of the transatlantic
slave trade in North and South America.

In musical terms, the temptation exists to categorize this book as a “poly-
phonic” composition (multiple melodies) that creates a harmony. However,
I metaphorically glue together the multiple objects and substances used by
Stout (hair), Bailey (mud), and Campos-Pons (fish) along with song and
sound references (Betty Davis’s growls, Arrested Development’s hit song
“Tennessee,” Neil Leonard’s atmospheric recordings in Matanzas, Cuba) as a
melodic endeavor. I conceive these artists as participating in a shared line of
thought. That is to say, the dual concerns of the visual and the sonic allow the
artists’ visual voices to be seen/heard as melodic lines in conversation with
one another within the contrapuntal structure I have created throughout.

The Punctum of Black Art

Scholarship and exhibitions by and about people of African descent have
grown exponentially since I began studying the history of art in the 1990s.
During the fall of 1996, I conducted research at Wesleyan University for
my senior thesis on the artist Aaron Douglas’s Aspects of Negro Life (1934),
a four-part mural series originally installed at the 135th Street Branch of
the New York Public Library that became part of the Schomburg Center
for Research in Black Culture. I made my first visit that semester to view
Douglas’s paintings, which at that time, were held in the center’s Art and
Artifacts offices.”

At the Schomburg Center that fall, I internalized how a Black vision of
scholarship could physically occupy space and offer an intellectual haven for
people of African descent to search for and find their own visions and voices
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within the African diaspora, including within the visual arts. In Diasporic
Blackness: The Life and Times of Arturo Alfonso Schomburg, the literary and
African diasporic scholar Vanessa Kimberly Valdés outlines the legacy of
the Afro-Puerto Rican scholar for whom the Schomburg Center is named.
She astutely identifies Schomburg as “an innovative and pioneering figure
of early-twentieth century New York City, as a book collector and archi-
vist; ... he was also an autodidact, a prominent Freemason, a writer, and an
institution builder”?® Schomburg secured a historiography for future gen-
erations based on the literary, cultural, religious, and visual experiences of
Black folk that would be available for all Americans (now globally through
digital access).

Schomburg created a model for the preservation of African diasporic cul-
ture in New York City that primarily existed at historically Black colleges and
universities located predominantly in the South. This “for us, by us,” model
for scholarship informs my determination to leave a trace, signified by my
own “hand,” in offering this research on Renée Stout, Radcliffe Bailey, and
Maria Magdalena Campos-Pons as an intervention within the history of the
arts of the African diaspora and, by extension, the history of American art.”

During the 1960s, coinciding with the introduction of African American
and Africana studies programs and departments in higher education, the rise
of Black-centered art institutions reflected a desire and demand for spaces for
visual art by Black people.” During the late 1960s and 1970s, many heeded
the call to ensure that new institutions within the world of art centered the art
and artists of the African diaspora, including the Studio Museum in Harlem;
the African American Museum in Philadelphia; the DuSable Black History
Museum and Education Center in Chicago; the Charles H. Wright Museum
of African American History in Detroit; the Anacostia Community Mu-
seum in Washington, DC; and the Museum of the National Center of Afro-
American Artists in Boston. These cultural centers along with innumerable
galleries and collectives from Los Angeles to Atlanta to Pittsburgh blossomed
within the United States after the critical periods of the civil rights movement
and Black Arts Movement. Several institutions began to increasingly include
more artists and works from outside the United States in order to consider art
and artists from the Caribbean and Latin America and, of course, from the
African continent: the Museum of Contemporary African Diasporan Arts in
New York City (1999), the Museum of the African Diaspora in San Francisco
(2005), and the Museum of Black Civilisations in Dakar, Senegal (2018).

With continued high demand for entry to the Smithsonian Institution’s
National Museum of African American History and Culture since its opening
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on September 24, 2016, the now-largest and most popular center for Black
history, culture, and fine arts has demonstrated that there exists a growing
interest in and desire for a deeper understanding and careful voicing of Black
identity in the United States, and of African diasporic identity globally. Not
everyone expected the high turnout, not even the Smithsonian Institution.?
President Barack Obama made clear during the museum’s opening that the
building and its holdings held importance not only for people of African
descent but for the nation as a whole:

And so this national museum helps to tell a richer and fuller story of who
we are. It helps us better understand the lives, yes of the president, but also
the slave, the industrialist but also the porter, the keeper of the status
quo but also the optimist seeking to overthrow that status quo, the teacher,
or the cook, alongside the statesman.

And by knowing this other story, we better understand ourselves and
each other. It binds us together. It reaffirms that all of us are American,
that African-American history is not somehow separate from our larger
American story, it’s not the underside of the American story.

It is central to the American story, that our glory derives not just from
our most obvious triumphs, but how we've wrested triumph from tragedy,
and how we’ve been able to remake ourselves again, and again, and again,
in accordance with our highest ideals.*

This infusion of Blackness bruises the art world. Such interference correlates
to Roland Barthes’s definition of punctum within photography: “For punctum
is also: sting, speck, cut, little hole—and also a cast of the dice. A photograph’s
punctum is that accident which pricks me (but also bruises me, is poignant
to me)”*! As I explain in verse 2, James Snead’s analysis of “the cut” in Black
culture “leaves room for accidents,” specifically through repetition in music,
dance, speech, and literature.’® Black culture—or the Black body—often
serves as the punctum within American society.

The collected objects of the street are the elements of punctum within
Renée Stout’s assemblages that gather the “grime” of America, unsuspectingly
binding Kongo-derived minkisi to imbue her work with strains of unknown
powers, even in something as innocent as a dirty baby shoe in Point of View
(1994). Radcliffe Bailey smears Georgia clay mud onto a corner of a photo-
graph of the astounding site of the Great Mosque of Djenné in order to index
the red soil of Mali, the latter a proven genetic link of the artist’s ancestry,
rectifying the prick (or sting) of the centuries of separation. Maria Magdalena
Campos-Pons translates the experience of sugar visually in her reconstitution
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of sugar and its references to the history of brutality and death in Cuba. She
transfers that history phenomenologically into the museum galleries of New
York City; Washington, DC; and Salem, Massachusetts through performance.

In the end, such maneuvering by the visual artists in Grime, Glitter, and
Glass through their various mediums—the muck of viscous, wet plaster that
becomes a skein (as skin), the spiky piano keys with a dazzling, blackened
mannequin head, and the translucent molded glass sculptures with gurgling
molasses—transmogrifies Black identity vis-a-vis the indexes of their works
of art and their own bodies. Their multimedia works create the punctum from
which the power of the white supremacist gaze leaks, thereby falsifying and
letting the blood of the fragile authority of the stereotype.

A primary goal of modernist painting was to display the moment in which
it was both physically and philosophically made, and to make its medium
so much a part of its image that it could temporarily suspend the knowledge
of its determinations, producing the sense that it had been made outside of,
but also within, the limits of conventionally historical practice. This goal of
conveying the moment of creation within a work of art is the source of the
“presentness” that Michael Fried granted to modernism.* Collage conforms
to the modernist avant-garde in its use of multiple materials and the nu-
merous layers of meaning made available within a given work. Juxtaposing
its disparate and fragmentary materials stressed its components as things,
lessening their earlier functions even if they were representations in their
original forms. Even postmodern theorists like Craig Owens recognized that
the modernist avant-garde not only “sought to transcend representation in
favor of presence and immediacy; it [also] proclaimed the autonomy of the
signifier”** This “presentness” of modernism dimmed as a dominant ethos
by the late 1960s.

Therefore, one might be tempted to assume that Bearden’s photostats, as
photographed versions of collage works, would also answer the call of the
modernist avant-garde. However, can Bearden’s photostats also be postmod-
ern? When the edges and materiality of the pasted elements are flattened due
to the photographic reproduction of the original collage, does the presence
and immediacy of the signifier in the collage still exist? Francis Frascina
defines writing on the interface of modern art and its social and political
significance as follows: “The signified is the meaning, what the signifier stands
for.... Thus the signified is (i) ‘a collection of objects, (ii) their individual
symbolism and—more importantly—(iii) the effect of their combination,
the particular moral and social meaning of the whole picture. While we can
distinguish between signifier and signified for the process of analysis, in prac-
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tice they act together, they are materially inseparable. Together they constitute
the sign as a whole, which has a particular meaning for an audience or com-
munity”* The indexical impact of collage in Bearden’s photomontages, that
is, its connection to specific events and places through traces, still exists, but
its impact is lessened as a result of the photomontage process. The conflict
between the work’s material presence as “modern” and the fragmented repre-
sentation of its shattered elements constitutes, even as it displays, a refusal of
the exclusivity and anonymity of modernism’s most autonomous form and
leads to a more “postmodern” kind of signification. Bearden’s photomontages
are both modern and postmodern, and they came out of his understanding of
jazz. The artists of Grime, Glitter, and Glass disturb an oversimplified reading
of race within their work through their postmodern sensibilities, specifically
because of the “breaks” wherein they improvise and, therefore, revise as-
sumptions of Black identity.

Stuart Hall, a sociologist and cultural theorist, defined “cultural identity”
as a “production” that is “always in process” and determined by a shared cul-
ture or collective with common historical experiences and cultural codes.*®
Even while addressing Black cultural identity specifically, Hall’s character-
ization of the dualism of identity as both in flux and fixed helps delineate
practically any group or collective (women, immigrants, and people with
disabilities, for example). Nevertheless, differences within that collective
preclude a universal experience or expression because historical transforma-
tion is constant.

Throughout the twentieth century, many Black visual artists continually
combed the African diasporic archives of their history or histories to decon-
struct and magnify the complexity of their cultural identities—politically,
socially, and economically. After the fall of colonialism throughout the global
south, movements arose to secure civil rights, to amplify women’s voices,
and to resist the marginalization of “others” throughout society. By the 1960s
and 1970s, identity became an organizing principle within the art world writ
large. Why? “Cultural politics” was at play. According to the American art
critic Rosalind Krauss, cultural politics questions the continuity and per-
severance of Western culture, its concept of so-called originality, and the
initial assumptions of modernism as Western, capitalist, white, male, and
heterosexual.¥” By the 1980s and 1990s, identity became a primary discourse,
wherein institutions, curators, critics, and collectors could accept artists who
pushed beyond the limitations of pure formalism. In its place, art and its
social context stood on par with—or took precedence over—aesthetics and
the practice of the individual artist.?® Stout, Bailey, and Campos-Pons began
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their art education and careers during this period of discourse on cultural
identity and cultural politics.

As T address in verse 3, in 2014 Carrie Mae Weems became the first woman
of African descent to have a solo retrospective exhibition at the Guggen-
heim. For more than thirty years, Weems and other artists of her genera-
tion, born in the middle of the twentieth century, including Lyle Ashton
Harris, Adrian Piper, and Lorna Simpson, used photography, time-based
performance, film, and installation to shape ways of understanding the
world and ourselves. These artists focus on the body in society, racial and
sexual stereotypes, and the construction of personae. Stout, Bailey, and
Campos-Pons are their contemporaries. They each interrupt the meaning
of their own bodily frames within specific sites, sometimes through self-
portraiture, often with interplay between text and image. They interrogate
identity and celebrate differences of race, ethnicity, gender, sexual orienta-
tion, religion, and nationalism.

Globally, museums are more open to embracing multivalent identities
because museums are also in process, and art critics (including myself) are
paying more attention to the unspoken, or “quiet;” elements of art—the re-
peated elements that have been ignored. In Listening to Images, Tina Campt, a
Black feminist theorist of visual culture and contemporary art, expertly theo-
rizes the relationship between “quiet” art and everyday acts of refusal by the
dispossessed.* According to Campt, sound can be felt even when not heard
in the way that an image can be defiant or revolutionary through a quiet
aesthetic. We, as viewers, need to pay more attention to the “quiet”—the dis-
missed and often disregarded—in order to have a fuller view of art, history,
and identities. Translating the silent materialities of grime, glitter, and glass
by Black artists into words within this book is but one effort to paradoxically
reveal the quietness of the visual by insisting on their persistent cadences.

In verse 1, I examine the work of Renée Stout, deconstructing her deft ma-
nipulation of surface, found materials, and personalities to unveil her latent
psychosexual authority. Through her physical and metaphysical presence, her
work forces the viewer to sort through several layers of references—Africa,
Stout herself in all her specificity, and womanhood. I highlight Stout’s dar-
ing Fetish #2, a 1988 life-size cast of her own body as well as her personas,
Madame Ching and Fatima Mayfield, in order to analyze the visual cultures of
Black women’s bodily self-presentations and misrepresentations.

Verse 1 also addresses Stout’s orchestration of an array of signs in assem-
blages, room installations, and video in the guise of her personas. This work
encourages the viewer to engage issues of Black femininity, masculinity, and
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sexuality along with Kongo-inspired meanings of power. Her first political
work, Point of View, is a 1994 assemblage with a prominently displayed black-
and-white photograph of a Black man pointing a gun directly at the viewer.
Why are we “held up” at gunpoint? Stout inscribes the answer below the
photograph in yellow letters: “If you convince me I am ugly, I may act ugly”
Point of View demands that the onlooker, or more influentially, the media,
which becomes the impending victim, relent in—or more emphatically,
surrender—its distorted portrayals of Black men as violent criminals. These
portrayals, in concert with the debate over the portrayals of the Black com-
munity in hip-hop from the 1980s to the present, further complicate the
reading of Black male and female bodies in American society, including
Stout’s own. Likewise, in Thinking Room, 2006, she dutifully edited a version
of herself in 2006 in the HEMPHILL Artworks gallery for public viewing, a
re-creation of the intimate space in her real home in Washington, DC. This,
too, was a kind of “self-portrait,” like Fetish #2, but through the guise of her
persona Fatima. The use of her body and the devices of masquerade she em-
ploys for personal distancing blur the lines between reality and fantasy, forc-
ing the observer to determine how they are supposed to consume or acquire
them. Stout’s methods force recognition of her physical and often spiritual
presence, which thrusts her out from invisibility as a Black feminist artist.

By engaging the career of funk singer-songwriter Betty Davis in con-
versation with the artistic oeuvre of Renée Stout, I argue that Davis’s funk
facade complements Stout’s art in unexpected ways. Stout and Davis have
both attempted to control the production and expression of original mate-
rial throughout their careers, most especially in the visual representations
of themselves. In so doing, both artists exhibit Black feminist ambitions,
deliberately or not. Stout’s and Davis’s artistic and musical forms, respec-
tively, represent what I have coined as “feminist funk power,” a performative
funk that is gritty, sweaty, bold, and unapologetic because of the hard work
invested in one’s one artistic voice. In light of the originality of these artists’
physical expression in their respective art forms, the resultant grime of this
creative labor by Stout and Davis forces the viewer to reinvent their very
conception of Black female agency.

Verse 2 treats Radcliffe Bailey, who created what I call soundscapes, in which
one can metaphorically, and sometimes literally, hear the resonances of the
African diaspora as painted, assembled, and mounted canvases, sculptures,
and installations to reflect the visual timbre of the continent’s influences from
the Middle Passage to the present. Bailey recorded the historical forces of en-
slavement, the civil rights movement, and the Black Arts Movement as well as
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the many issues still relevant to Black life and art in the twenty-first century.
In Bailey’s seminal installation Windward Coast (2009-present), I examine
how a sea of disengaged piano keys filling a gallery space takes on an Afrofu-
turist vibe, as a disembodied charcoal-black, glittered head seemingly floats
among the keys, while an unpredictable pattern of oceanic waves emanates
from a shell in the corner of the room. Could this sparkling head be a portrait
of Sun Ra? A piano player, pioneer of free jazz, and progenitor of funk music,
Sun Ra subscribed to much of the philosophy surrounding Afrofuturism, a
term associated with a type of Black science fiction that revitalizes the Black
race, wherein an aesthetic mode—a punctum—interrupts white supremacist
notions of futurism. Bailey’s Windward Coast, in addition to Ellen Gallagher’s
multimedia photogravure Abu Simbel (2006), provides insight into the ma-
teriality of glitter and the potential of the sonic within African diasporic sites
that shine in order to reveal sources of psychedelic redemption.

Bailey’s compositions echo the visual tenor of African-inspired influences
while using the tools of improvisation. In Echo, as installed at the Davis Mu-
seum at Wellesley College in 2011, a photograph printed on a metal plate
shows the thirteenth-century Great Mosque of Djenné in Mali. The most ob-
vious sound in Echo derives from the shell tethered to the photograph, which
would become an echo chamber if put to one’s ear. The shell serves to reveal
Bailey’s deep concern with the tragic history of enslaved Africans brought to the
Americas, physically tying the conch to the African continent through the rope,
increasing the worl’s ancestral meaning. Space and time collapse, and the view-
ers become participants in an unexpected improvisational performance that
brings together the worlds of Mali, Georgia, and ultimately galleries to “hear”
the chants ring through the mosque and quietly into the museum.

Verse 3 surveys the work of the Cuban-born artist Maria Magdalena
Campos-Pons, who creates complex multimedia designs and presentations,
including sculpture, installations, photography, video, and performance.
Campos-Pons articulates her own vision of the world clearly in ways that
interweave the worlds of Afro-Cuba and the United States seamlessly. I high-
light the performance Habla L AMADRE, which took place during Carrie Mae
Weems LIVE: Past Tense / Future Perfect in April 2014 at the Guggenheim
Museum of New York, a weekend of programming of artist talks, music,
and conversations in celebration of the exhibition Carrie Mae Weems: Three
Decades of Photography and Video. Campos-Pons offered ceremonially on
that Sunday morning her Afro-Cuban body as a site of the African diaspora
and feminism in harmony with Carrie Mae Weems—and in dissonance with
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the museum space—serving to complicate performance art as portraiture
within contemporary art.

In Alchemy of the Soul: Maria Magdalena Campos-Pons at the Peabody
Essex Museum in Salem, Massachusetts, in January 2016, the artist show-
cased glass sculptures that harken to the architectural ruins of the sugar
plantation where her family harvested sugar for generations and that she left
over thirty years ago. Her performances make for a productive consideration
of Afro-Cuban singer Celia Cruz, who playfully asserted “jAztcar negra!”
(brown sugar)—also the name of one of her iconic songs—as a complex af-
firmation of her Blackness and recognition of the labor of the many Black
bodies that endured the Middle Passage from Africa to the Americas to
harvest sugar in places like Cuba. In Identified, performed at the National
Portrait Gallery of the Smithsonian Institution in 2016, Campos-Pons, col-
laborator Neil Leonard, jazz composer Terence Blanchard, and an entourage
of dozens of performers took charge of the museum, as nearly six hundred
people followed their movements through the galleries. Campos-Pons works
skillfully to document the bittersweet history, or historia agridulce, of sugar,
enslaved laborers, suffering, and, ultimately, death, by means of performance
and visual and sound aesthetics.

By highlighting the careers and works of three artists, Renée Stout, Rad-
cliffe Bailey, and Maria Magdalena Campos-Pons—artists who drive them-
selves into the center of the discourse through the insistent presence of their
bodies in their work—in relation to each other, I reveal the intricacy of how
they make themselves legible, recognizable, and at times even audible to
the viewer in distinctive, yet resonant ways. The sonic components of their
artworks and the complementary musical artists—Betty Davis, Sun Ra, and
Celia Cruz, among others—provide additional levels for understanding the
multifaceted manifestations of Black identity.

Within these pages, I articulate the intersection of Black identity and cul-
ture through the slippages, gaps, and breaks inside sound, music, and music
culture. That culture, in turn, provides a platform for readers to explore the
formal and philosophical development of Black visual culture as what I call
here for the first time a visual aesthetic musicality. I ofter Grime, Glitter, and
Glass as a road map for exploring new avenues of African diaspora literacy,
a more profound knowledge of the complex and varied expressions of Black
identity within the history of art by people of African descent throughout the
world, wherein I center the depth of the Black gaze.
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Prelude. The Cadences of Black Art

1. Kern, “Modern American Museum,” 271-84.

2. Hines was known for his “trumpet style” of piano playing, and he admired
Armstrong’s style in particular. Berliner, Thinking in Jazz, 140; and Dance, World
of Earl Hines, 20.

3. Gates, introduction, xiv.

4. Ellison, Invisible Man, 7-8.

5. Murray, Blue Devils of Nada; Murray, “Visual Equivalent of the Blues”;
Murray, “Improvisation and the Creative Process,” 111-13; and Ellison, “Art of
Romare Bearden.”

6. Gioia, History of Jazz, 56.

7. Ellison, Invisible Man, 8.

8. Gioia, History of Jazz, 51.

9. See my essay on Romare Bearden’s Projections series for a fuller analysis:
N. Greene, “Riffing the Index”

10. I am grateful for the enduring scholarship of Robert G. O’Meally on the
musical influences of Bearden, which offered an early template for how to engage
visual art and music. O’Meally, Jazz Cadence. The most up-to-date comprehensive
research on and analysis of Bearden’s life and art career was recently published:
Campbell, American Odyssey. For more information on and exhibitions of
Bearden’s collages and photostats, see Ashton, Romare Bearden; Washington, Art
of Romare Bearden; Corlett, From Process to Print; Gelburd and Golden, Romare
Bearden; and Schwartzman, Romare Bearden.

11. O’Meally, preface, xi (emphasis mine).

12. Grove Music Online, s.v. “Cadence,” by William S. Rockstro, George
Dyson, William Drabkin, Harold S. Powers, and Julian Rushton, published online
in 2001, https://doi.org/10.1093/gmo/9781561592630.article.04523.

13. Romare Bearden, letter to Michael F. Gibson at the International Herald
Tribune, dated June 15, 1975 [copy], Bearden Papers, Archives of American Art,
Smithsonian Institution, Washington, DC.
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14. Berliner, Thinking in Jazz, 177-78.

15. Bearden, ““Inscription,” 431-32.

16. “Seabreeze,” by Fred Norman, Larry Douglas, and Romare Bearden, was
first recorded by trumpeter Gerald Wilson in 1954 and later by Billy Eckstine,
by jazz cellist Oscar Pettiford, and by Tito Puente, among others. Schwartz-
man, Romare Bearden, 174. In 2003, the Branford Marsalis Quartet recorded
the album Romare Bearden Revealed, which included “Seabreeze,” to accom-
pany the retrospective exhibition The Art of Romare Bearden (National Gallery
of Art, Washington, DC). “Seabreeze,” recorded June 23-25, 2003, track 3 on
Branford Marsalis Quartet, Romare Bearden Revealed, Marsalis Music, 2003,
compact disc.

17. Bearden, Riffs and Takes, n.p. (emphasis mine).

18. Spiral, a group of several Black artists who first came together in 1963,
formed in response to A. Philip Randolph’s call for participation in the March
on Washington. The group included the president, Norman Lewis, along with
Charles Alston, James Yeargans, Hale Woodruff, Emma Amos, Richard Mayhew,
William Williams, and Melvin Edwards, to name a few. Bearden’s initial proposal
for a collaborative project by Spiral members using collage was eventually dis-
missed. As the Spiral artists strove to individually relate various meanings within
their own work to events, ideas, and principles of the civil rights movement, col-
lage would have served as an efficient tool to present the multiple views of the art-
ists. Conjur Woman (1964) was Bearden’s contribution to the Spiral exhibition, a
career-defining piece in terms of his turn toward collage as his primary medium.
Coleman, “Changing Same,” 149.

19. Schwartzman, Romare Bearden, 210-11.

20. The Romare Bearden Foundation in New York City houses Bearden’s
personal library, including books and journals from which he cut out pictures.

21. Shift, “Performing an Appearance” Art historian Jacqueline Francis has
presented research specifically on Bearden’s fascination with hands of various
shapes and sizes. More often than not, Bearden selected disproportionately
large hands that emphasize and exaggerate gestures. Francis, “Bearden’s Hands.”

22. The exalted position of Jackson Pollock within abstract expressionism
is due in part to the indexical function PollocK’s body and his pours played as a
sign for performance, captured in photographs and film that demonstrate this
physicality of the index. See Shiff, “Performing an Appearance,” 97-98. See also
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A. Jones, ““Pollockian Performative;” in Body Art.

23. Bearden, “‘Inscription,” 440-41.

24. The parameters of how scholars categorize “American” art as specifically
referencing the United States are changing. As scholars increasingly acknowledge
the ever-changing political and physical landscape of the Americas and the ways
the visual cultures of North and South America, including the Caribbean, influence
one another, I commit to describing “American art” within these broader bound-
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aries. I indicate the arts of specific regions more precisely throughout (i.e., Cuba,
the American South, Brazil).

25. Mayhew, “Aaron Douglas” Aspects” Much of my research then was based
on Kirschke, Aaron Douglas. The panels now hang in the reading room of the
Jean Blackwell Hutson Research and Reference Division at the Schomburg
Center.

26. Valdés, Diasporic Blackness, 2.

27. T am indebted to the many scholars and their respective institutions that
make my research on art of the African diaspora contemporary. Thelma Golden’s
Black Male show at the Whitney Museum in New York opened in 1994 just when
I knew that art history would become my vocation. I extend my appreciation
for the scholarship and curatorial interventions of art historians and curators
of Black art to the following: Samella Lewis, Floyd Coleman Sr., Kellie E. Jones,
Lowery Stokes Sims, Leslie King-Hammond, Deborah Willis, Richard J. Powell,
Michael D. Harris, Lisa Farrington, Cheryl Finley, Gwendolyn DuBois Shaw,
Valerie Cassel Oliver, Naima Keith, Tiffany E. Barber, Rujeko Hockley, La Tanya
Autry, Chaédria Labouvier, Niama Safia Sandy, and so many others.

28. Cahan, Mounting Frustration.

29. McGlone, “More Visitors.”

30. Obama, “NMAAHC Grand Opening Dedication”; and Reilly, “Read Presi-
dent Obama’s Speech”

31. Barthes, Camera Lucida, 27.

32. Snead, “Repetition as a Figure”

33. Fried, “Shape as Form?”

34. C. Owens, “Discourse of Others,” 59.

35. Frascina, “Realism and Ideology;” go.

36. Hall, “Cultural Identity and Diaspora,” in Identity, 222.

37. Krauss, Originality of the Avant-Garde.

38. N. Greene, “Identity;” 171.

39. Campt, Listening to Images, 4-5. Throughout my career, I have explored
how visual representations of music, songs, speeches, or sound effects can suc-
cessfully evoke audible sounds, even if only symbolically, namely, in the col-
lages of Romare Bearden. Many contemporary Black artists have contributed
significantly to the expansion of the genre of “sound art,” namely, Jennie C.
Jones (“Sound,” Jennie C. Jones, https://www.jenniecjones.com/sound, accessed
January 29, 2024), Mendi and Keith Obadike (“About,” Mendi + Keith Obadike,
https://blacksoundart.com/about, accessed January 29, 2024), and collectives
like Black Quantum Futurism (“About,” Black Quantum Futurism, https://www
.blackquantumfuturism.com/about, accessed January 29, 2024), among many
others. I offer this book as a contribution to the field of sound art and, more spe-
cifically, to sonic studies within African diaspora studies, art history, American
studies, and musicology.
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