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Process of Transmission and Adoption of the Techniques of

European Art in Africa: What Impact on Aesthetic Practices?

Romuald Tchibozo

University of Abomey-Calavi

Introduction

In the aftermath of colonization, Westerner,
particularly European, after religion and education
was in lack of original arguments for new civilizing
missions in Africa. They however discovered a new
privileged field, the one of culture and arts. It should
be noted that, since the landing of Furopean in the 15th
century on most African’s coast and the subsequent
development of some artistic forms particularly, the
famous “Afro-Portuguese ivories,” artistic production
on the continent has not ceased to occupy the minds
with certainly, varying fortunes at various times and
under various circumstances during its long presence
in Europe that will be especially marked by the birth
of the cabinets of curiosity.

Later, once the Interior lands conquered and
divided between colonizing powers, European will
realize, in a first time, with some astonishment all that
the peoples of this continent produced, before, in a
second time, abundantly have interest on it Tchibozo
(2003, 2014) mentioned. The different actors,
administrators, researchers, priests and military will,
not only massively collecting everything they saw and
which fell them under the hand, but still and especially,
they seek to influence the production teaching artists
how to achieve the pieces while taking into account
their preference.’

Then, scientific missions were dispatched on the
whole continent to collect widely pieces. It was about
to go to see the interesting places which in the past
were famous and not yet explored and studied, where
it remained important artifacts and of which they
knew very little thing. This was the case of Dakar-
Djibouti mission in 1931, one of the most famous as
well as negatively and positively. Positively because
it allowed not only to have today a serious piece’s
corpus about the Dogon of Mali, for example, but also
a good and rich literature.” Negatively, because it has
helped deprive the continent of its heritage and, under
incredible conditions described by some authors as
Dupuis (1999)° like the heist.

Thus, in addition to different events referred to
above, the English punitive expedition of 1897 in
Benin City contributed to carry, in large quantities,

African art in Europe. Museums, including ethnographic
museums will arise as a result of the cabinets of
curiosity and will determine a way to present these arts
for both ideological and economic purposes (Laude,
1968)*. These institutions become progressively
important, such as the Museum of Trocadéro founded
in Paris in 1876, which will be one of the important
places of encounter between African art and avant-
garde artists before being the subject of all speculation
in the galleries and other auction’s events. This permits
to put forward the following reflection hypothesis: the
presence of the African art in the museums generated
the idea of the transmission of the techniques used
in Europe in order to influence art practices on
the continent. What were the consequences of this
initiative on the artistic production in Africa?

The two phenomena, on the one hand, the
collection of artworks found on the spot or taken
away in Europe and, on the other hand, the attempt of
orientation of the production that is followed rhythmed
themselves all the history of cultural and artistic
relations between Europe and Africa, which will be
study in this paper.

The adopted methodology for this paper is
multidisciplinary for several reasons. The first is
bound to the fact that it is difficult to study the
phenomenon while only using art historian tools that
were not applied to the understanding of African
artistic production at the time of the facts. The second
is determined by the ethnography’s omnipresence,
not only for the explanation of artistic productions
on the continent. but also and especially, for the
anthropological orientation of the studies of these
productions determined as ethnic and as exotic fact.
Therefore, not to make resorts to the tools of this
discipline would be an intellectual myopia. Finally,
more than art history facts, these are history facts that
took place during the colonization and, it is necessary
to convene here the method in history to fix the events
concisely and to analyze them.

I will therefore successively present, the presence
of African art in Europe through the artistic situation
at that time, the embodiment of the transmission
of techniques in Africa and, finally, the impact on
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aesthetic practices on the continent.

African art in workshops in Europe between

the 19th and 20th century

To make better understand the ulterior development
of the process of transmission of techniques in Africa,
it would be useful to go back quickly to what was art in
Europe especially, in confrontation with non-Western
arts. It is therefore important here to stress briefly the
situation of aesthetic practices in Europe during the
late 19th and early 20th century whereas the art of the
non-European societies, including African, was already
massively present on the continent. We were still at the
dawn of modernism where the academic requirements
for the realization of the artworks had hard life. Artistic
movements of revolts against this academicism are
explicit for some time and artists were looking for
others ways, including how to free themselves from
these old artistic cannons which were, for most,
from Renaissance and that obviously seem outdated
compared to the evolution of society. Even Orientalism
introduced in art and the compulsive organization of
the World fairs in all major colonizers® countries’, had
not significantly changed the deal. Quite on opposite,
it exacerbated exoticism and therefore, had not been
enough sufficient to calm the concerns of practitioners
who seemed to go towards an obstruction of the
sources of inspiration and creativeness, because it
was not a real solution. It is whereas Eduard Manet,
with his Olympia, sparked off controversy because it
seemed to have broken with all the rules that governed.
until this moment, aesthetic practices, including non-
sublimation of the goddess’s representation. The
principle that, these are perceptions and own feelings
of the artist that count, took now precedence over in
the representation and reflected in artistic practices.
Impressionists will very quickly have pawn on street
and their daring, will cause birth of other movements
that will inspire the arts from “elsewhere.” including
Africa, Southeast Asia. Australia and Oceania. Later,
Jean-Louis Ferrier (2010) wrote this: “impressionism
was [...] the first great pictorial movement to break
with the ‘noble topics’ thought up while they were
only generators of beauty.”® This allusion to the “noble
topics” by Ferrier refers us to the treatment of the non-
European arts and so, to those in Africa which were
paradoxically abused while useful to the evolution
of aesthetic practices in this context. Even scientific
theories will interfere in determining the judgment
on Africa, because while discussing the biological
evolution of Darwin, Europe was in the euphoria of
the first industrial revolution, the concept of progress
following a single and continuous way. This concept
defined in the order of the technique was immediately
applied in the one of morals, of social life and above
all, for art. Technical progress would be thus at the

origin of moral progress, development of “fine art™ and
the “belles lettres.” Non-European civilizations were
then classified according to their index of technicality
and, for example, the arts were not considered as such,
because at the sight of this reasoning, they could not
produce any.

However, the influence of African arts on some
artists could no longer be unnoticed and so this
evidence that sign the recognition of aesthetic value of
the pieces brought back from Africa, as noted André
Malraux (1996), by different artistic movements that
found a freedom they sought to conquer will go as
deep as surprising intellectual production. Among the
few researchers and thinkers of this epoch who deal
with this issue, I cannot ignore here, one of the first,
Carl Einstein that, in 1915, published Negerplastik.
This seminal work on African sculpture exclusively
understood as aesthetic and classified as an art
characterized by the preeminence of the volume
provoked, as it was already the case for some artworks
in 1906, polemics of researchers that is not, todays,
ready to turn off and you will allow me to not redo the
story here® (Fig. 1).

A little later, Frans Olbrechts (1959)°, nourished
by the work of Einstein and those of Henri Lavachery
(1930), and aware that it would be difficult to continue

Fig. 1 Kingdom Danxome sculptures at Trocadero in Paris.
Extract from Gaélle Beaujean-Baltzer
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to study these pieces in seeking always to know what
could have been their hypothetical function in their
place of origin, invented a method of analysis of all
the forms of the objects based on the concept of style
as a relevant set of formal character. This encouraged
the artists to thoroughly look at this art and so was
born the concept of Primitivism in modern art. The
technique of diversion which consist in disorientating
an object of its primary function in art is back in vogue
among many artists and particularly among those
who have adopted materials used in Africa, including
Antoni Tapies, Anselme Kiefer and Miguel Barcelo. I
can also raise the late Arman cases, known for this by
the extravagance of the expression of his work Going
with the Wind carried out in 1995 which is a settlement
in form of sheaf of Asen used in the culture of most
of the populations of the South of Benin Republic
to honor the memory of their ancestors or even Axel
Cassel who integrated African statuaries in his pieces.
The exhibition, Primitivism in 20th Century Art:
Affinity of the Tribal and the Modern in 1984 gave an
idea of the scale of the phenomenon.' But then, how
is that European art techniques were transmitted in
Africa? What is exported to the Continent?

The tangibility of a transmission, development

of the “schools”

At the beginning of the 20th century, artists in
Africa were already faced to art market even if it
was only a localized, reduced market, especially for
colonial administrators and their auxiliaries. Indeed,
to the surrender of most political entities organized
on the continent. the colonizers had naturally
become the new masters and are going to inherit
the structural organization of the society let by the
kings who became, for those of them even living and
remained there", a simple local chief. Two events
occurred at this time. The first, artistic production
has lost its creativity, its requirements and above all,
its dynamism because that the natural patron who
was the king disappeared and the chain broken. The
second is the intervention of the colonizers who are
starting to ask the artists, who no longer know to
what holy to vow themselves, to achieve the pieces
according to their taste, a way to impose the redesign
of existing artistic practices. These two phenomena
are permanently impact the artistic production on the
continent. It is important to note that, as in the 15th
century, this collaboration will bring artists to produce
important works, but also many others that not more
corresponded to the initial approach.

In several regions on the African continent, these
clerks of the colonial system will attempt to give a
new direction to especially sculptural production,
according to their own vision. Immediate consequence
was the traditional themes are no longer the primary
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concern of the sculptors even if the social relations
network in which fits artistic production remained
globally similar to the one precolonial. Artists sought
to earn a living in this new environment that they have
not mastered and for this, it is of course necessary to
be pleasing to those who will buy the artwork, colon
or the tourist (Tchibozo, 2003, 2014a and 2015a;
Gnonhouevi, 2013)." Thus, gradually, will develop a
purely functional production, the aim being to remind
a tourist that he was travelling in another country
(Tchibozo, ibid, 40). What seems important to point
out here, is the process which leads African artists
in general to change direction in the sculptural and
pictorial production, and subsequently, to depend on
a certain market which has led to the emergence of a
certain art called, at a certain time, “airport art.”

In 1975, taking place in Frankfurt, Germany, a
major exhibition on African art whose title, Kunst?
Handwerk in Afitka im Wandel (Art? Arts and craft
in Africa in change) showed what was the State of
aesthetic practices on the continent. African sculpture
which, a few years earlier won recognition with the
European avant-garde artists is still in questioning to
know if it is art and crafts? It was then particularly
highlighted the case of Kenya where sculptors have
even ended up losing the few of liberty that remained
to them. They worked, mostly, in art and craft center
or in these places, called in other countries, “art
and crafts villages.”" Their production should be
therefore complying with standards dictated by the
manager to ensure that the products are well sold. Any
attempt to circumvent this kind of packaging is almost
impossible. This is the case of this Kenyan sculptor
called Joseph Mulli. He attempted to escape the routine
of serial production imposed by a production center in
Nairobi to introduce a little more creative in his work.
For months or even years, his pieces were not sold, the
market was controlled and it was almost demeaning
compared the prices proposed to his works. In an
article in the catalogue accompanying the exhibition in
Frankfurt, Johanna Agathe, the Commissioner reported
on the situation of artists in the field and therefore,
in an interview given to Joseph Mulli, he stated: ...
They offered me whenever some small prizes, but each
time, I refused because I understood that they were
trying to starve me... ”'* There are here, the problem of
freedom of creation which is binding upon the artist.
Held by a system, the artist is almost forced to submit
to his will. Colonial administrators, soldiers and
missionaries appear in the production as well as highly
Christianized sculptures, entirely new theme.

Thus for the sculpture, through this Kenyan
example and in turn, the examples of several countries
on the continent, we understand that it was almost not
here transmission of techniques, but rather attempt to
impoverishment of the know-how. If African sculpture
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continued to exist in its original splendor and a modern
extension, it is because of the resistance organized by
artists like Joseph Mulli, Tokoudagba, or Akpan.

With regard to painting, the situation was
any other. Despite the discoveries made during
archaeological research everywhere on the continent
proving the existence of wall paintings, so a pictorial
tradition, Africa was seen by many Westerners as a
continent where painting is a new, never practical kind
of art.” Then, it seemed necessary, for some of them,
to initiate the Africans to this category through the
techniques and rules “in force™ in Europe. At this stage
of the reflection, it appears useful to ask two questions.
First, what are the techniques and rules exported to
Africa? Then and more importantly, how have these
rules been introduced on the continent?

As far as the first question, you might think
that it is obvious insofar as, in the middle of 20th
century, it is the time where the phenomenon had
become palpable in Africa, there had already been
many changes with regard to aesthetic practices in
Europe. Artistic movements followed one another
using violence or irony to break with the academicism
(Tchibozo, 2014). However, for Africa, “children’s
art,” these rules, from the point of view of the
Europeans, seemed still essential to learn how to
paint. This was a new civilizing vocation of primitive
peoples who know nothing. Why was it so important
to transfer the knowledge on the continent? An early
response is in the first idea of workshops initiative in
specific locations on the continent, so that there is not
in Africa, independent artistic practice of any influence
especially, European art and that the art produced
on the continent will be a copy “Africanized” of
European art and whether, in the words of Busca (2000,
151)* “a place of confrontation between postcolonial
Fundamentalism, wild Expressionism and peaceful
naivety.”"

As to the question on how the rules have been
introduced on the continent, I could talk about adoption
of subtle strategies still difficult to be seriously
studied today, but also by successive touches because
occupations were held at different times. We could
even imagine that it had been skillfully orchestrated.
The introduction was thus made on the continent by
“willingness™ totally independent or taking advantage
of their lost time as a colonial official. Examples in
East Africa with Margaret Trowell, in Central Africa,
the two Congo’s with Pierre Lods and Pierre-Romain
Desfossés and in West Africa, in Nigeria and Senegal
with Georgia and Uli Beier when they were still
married and once again, P. Lods. I won’t redo the detail
of history, but you should know that, at anytime and
anywhere, except South Africa for white populations
and later, in East Africa with Margaret Trowell, there
had not been formal schools to learn the profession.

1405

The strategy was the establishment of workshops
which, of course, have had varying fortunes. The
archaic techniques of modernism were distilled into
the heads from the instructions of connoisseurs,
catalogues of exhibitions, but also works of painting
of “fine arts.” It is in these conditions that the early
works of painting of African artists were appeared and
elsewhere, promoted in Europe by these same actors
who were at the base. This will later inspire to Busca
(2000, 149) this:

Since the 30 years however, a number of colonists is
going to be moved of the existence of this untapped
breeding ground of African talents, to induce and
to control the emergence of a new artistic activity
that will lead to the birth of African international art
[...] Some Europeans are going to settle therefore in
mentors, to use themselves to lavish their advice and
to provide the materials, to discipline, to create the
workshops and schools that sometimes will evolve in
schools of Fine arts. Very devoted, these discoverers
buy some pieces, make some orders, make know the
work of their protégés.'®

This reflection reveals the whole complexity
of the artistic and cultural relations between Africa
and Europe. Here, Busca underlines the will of the
European to master the African artistic creation
while instructing the artists to produce in a sense to
be conform to the taste of the moment and therefore,
to the art market. If they had not been encouraged
to work in this kind of style, how that would be
possible and especially, how these artists would be
present in exhibitions in Paris. Why was it necessary
to recall here that the mentors have made these
artists disciplined? In another reflection in the same
book at the page 151, quoted below, she wrote about
“knowledge.” What knowledge it is really here about?
Is the knowledge of the evolution of the aesthetic
practices in Europe? Or is the knowledge of the rules
of practice of painting about?

This brings me to evoke two concrete cases of
transmission of the techniques in Africa that succeeded
to the opening out of informal “schools,” since never
internationally recognized and which here, allow me to
illustrate my thoughts.

First, the Poto-Poto “school” created by Pierre
Lods who arrived in the Congo in 1948 as a soldier
in the French army. Some years later, after having
gotten on vacation of the army, he initiated in 1951
the establishment of school with a particular vision
to make it, “Center for African Art,” in other words,
a center of excellence and reference of the African
painting. But, whom speak about center of excellence,
inevitably induce requirements. What kinds of
requirements were those of Lods? No serious study
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over the period of the operation in the school has never
spoken about. It could be then only, until some ulterior
studies deepen the question and confirm it to us,
that the requirements are related to the respect of the
techniques and the rules in force in the schools of “Fine
arts” in France and in Europe. It is very important to
recall that he was a soldier and therefore, formed to
the rigorism. Consequently, it is certainly the first who
teach artists the unbending observance of the rules
of which spokes Busca (2000, 151)." The evidence,
sometime after, he was invited by Senghor to found
the school of Dakar, Poto-poto artists have found their
own way by inventing the style today called “Mikeys”
which would mean in the Congolese language, “child”
since surprised, observers asked artists what they were
doing and they responded, “children.”

The second experience on the continent which it
is useful to talk about here is the Osogbo school. Why
is Osogbo where the school has prospered and not
elsewhere on the Nigerian territory? The same question
had preoccupied Ulli Bier (1991) who was put it itself
in these terms:

Why did this cultural explosion happen in Oshogbo,
and not in Ede or Ilesha or Oyo? This question has
often been asked and is, of course, unanswerable.
It is worth asking, however, because it may help us
define the special magic of this Yoruba kingdom that
distinguished it from other such city states.”

It is true that Ede, Ilesha or Oyo had great artistic
destinies in comparison with Osogbo insofar, Beier
argument cannot satisfy me and can bring us closer
of what thought Lods by creating Poto-poto school
in Brazzaville, create a center that stands out from all
others. It is necessary to notice that Oshogbo school
is not the only contemporary artistic movement in
Nigeria, but there are also Nsukka and the Zaria rebels
school. However, it has value of symbol by the history
of its formation. Founded 400 years ago, the city of
Oshogbo, by a conflicting conjuncture nourished by
the Fulani intrusions that disturbed the peace in the
region and to which the emigrated Yoruba’s put end
had become this people’s pride. But during the years
1950, the political complications exacerbated by the
religious crises are going to severely undermine the
reputation of the consecrated forest of Oshogbo. The
customary responsibilities and the sanctions fell in a
deep lethargy and the sanctuaries, almost abandoned to
the depredations, nourished the antiquity market. It was
at the moment of decadence of the religious customs
and especially. of enormous loss of the artistic heritage
that occurred in the history of this city, the arrival
of Ulli Beier and Suzanne Wenger. Suzanne Wenger
initiated then, with the king’s support, the “New sacred
Art” for, among others, to achieve big sculptures on
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behalf of the small portable that disappeared. She
participates in the protection of the sanctuaries from
robberies, to the spiritual densification and so, to
give back to the sacred forest its image of yesteryear.
Obviously, these pieces changed the situation of the
forest that had become again a symbol of the identity
for the whole Yoruba people that didn’t hesitate
anymore to go there in pilgrimage. This is how we
could paint the legendary history of a city very close
to the decadence and that recovered its splendor with
a new artistic production. However, in the facts, how
and to what moment did take place the transmissions
of techniques?

The history of the transmission of the techniques
of aesthetic practices has started at Osogbo with the
organization of the first workshop in 1961. In his book
devoted to this experience in Osogbo, Ulli Beier (1991)
wrote this:

When the West Indian artist Denis Williams and
the black American painter Jacob Lawrence came
to conduct five-day workshops in 1962 and 1963
the young actors went into it without preconceived
ideas and with complete freedom. It was not until
Georgina Beier settled in Oshogbo in 1963 that the
artistic activity acquired a professional basis. She set
up studios and provided materials in which a group
of artists could work intensely for the next few years.
Being only a few years older, it was easy for her to
adopt the role of a colleague rather than a teacher.™

Therefore, from this time we noticed that the
first transmissions took place and the artists, despite
this concept of freedom that Ulli Beier wants to put
forward here, were supported seriously and especially,
with Denis William’s “teaching.” Painter, novelist
and art historian who came from Guyana, described
by Beier itself as “The Catalysers™ he was invited in
1962 to collaborate with the architect Julian Beinart
instructor of the first workshop of 1961 and the
Portuguese Mozambican architect Amencio Guedes. In
1963, Denis Williams was joined by the famous Afro-
American artist Jacob Lawrence and Ghanaian artist
Vincent Kofi who came to launch the exhibition of his
sculptures. It was a same thing with Georgina Beier
including the “teaching” from 1963 which would have
transformed the young artists in true professionals
in the own words of Beier (1991). Finally, in 1974,
Beier decided to invite Ru van Rossem, a Dutch
painter whom he met in London at the opening of his
exhibition at one of the last workshops in Osogbo.
In only three weeks of training, his influence was
monumental wrote Beier (1991). In an article written
for the book of Beier, Ru van Rossem described
himself how he transmitted techniques to Oshogbo
artists:
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My problem was how to manage to transmit the
method I want to use. Ulli Beier gave me some sound
advice. He told me, don’t give them themes to work
on, tell them: “Do what you want to make”™—and then
you will see that the ideas start flowing. This was
indeed the case.”

As we can notice, the sources of transmission of
techniques were many and to prove it, Beir (1991)
added this, to show that they have really undergone a
metamorphosis in terms of production management:

The instructors employed a kind of shock tactics,
to free people from conventions and inhibitions,
clear the debris of stale instruction from their mind
and help them to dissociate artistic form from
conventional contexts and help them toward a fresh,
personal vision.”

It is therefore undoubtedly to arises the question of
the status of artists, but also the one of their production
in terms of positioning. This question is particularly
paroxysmal after the following workshops requiring
Beier (1991) to seek to resolve it in his book when he
wrote this:

These young artists had no problems of identity;
it never occurred to them once, to try and define
whether their work was “Yoruba” or “African” or
“Western.” They worked in a kind of euphoria...
Painting was for them a way of discovering their
potential, of developing a new outlook on life.*

As the problem is posed and the attempt of a
posture defense shows any embarrassment that it
generates. Therefore. we could rightly wonder what
purpose were for these informal training and especially
how artists from the continent have reacts on it?

Impacts on aesthetic practices

This part of the paper will show how African
artists have responded to this situation. In other words,
how have they adopted these techniques? The studied
cases in the previous section will serve me here before
that I convene other reactions on the continent (Fig. 2).

Concerning Poto-poto, the reaction of the artists
was late and following the departure of Pierre Lods
to Dakar where he went to found the school of the
city of the same name. The artists developed the style
called “Mikeys” which was mainly launched by Félix
Ossali, one of the pioneers of the school. What could
refer this new creative direction? These paintings
are small human forms dancing or being in daily
activities, which lead to give the name “child.” This
production reminds curiously rock art discovered by
archaeological excavations on the continent, particular

Fig. 2 Zountegni Philippe Alias ZOUNT. A fAutel des aieules
(To the Altar of the Forebear), 2015. Sculpture de sculpture
of forged Iron and raffia, Sculpture/Assemblage, 230 cm %
67 cm x 62 cm, private collection in Benin. Photograph
Romuald Tchibozo

in Tassili in Algeria, in Tanzania, in Namibia and in
South Africa. The animation of the contemporary
political life of South Africa makes us review this
image through the members of the party of Julius
Malema who dress like children to oppose to President
Zuma. You can imagine that, in the context of creation
of these works, the allusion might be ironic or even
political. It should be noted that it was a sensitive time
for populations where ruled the hard labor and where
repression-imposed deprivation of freedoms of speech.
Result, it appears almost naturally here the veiled
rebirth of pictorial traditions at the heart of Africa
which, obviously, doesn’t put everyone agree. This
had raised a controversy in Europe who dealt with
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Fig. 3 Grégoire Marie Noudehou, Route of Slaves or My Tears of Blood, 2015. Installation, 300 cm x 300 cm x 288 cm,
private collection, Cotonou (Bénin). Photograph Romuald Tchibozo

this decadent production. This no longer corresponded
to the basic instructions transmitted to the artists
by Lods, for example, as the rules and the technical
composition of the works seemed missing. The period
of appearance of this new form was precisely marked
by the departure of Pierre Lods from the direction of
the school. This led Busca (2000) wrote that: “The
most common conception of the African contemporary
art calls the problematic of the identity, not the one of
the art... > (Fig. 3)

Oshogbo artists have had the merit to have a
deep root, before Beier’s intervention and the one of
all those who have accompanied them in the various
workshops, in a particularly strong culture. Unusually,
they have used all possible media to deploy their
creation. Creations also demonstrated a progression or
rather the passage of a strict academicism to a freedom
from the rules. The pioneers from Bisi Fabunmi, Asiru
Olatunde to Muraina Oyelami one of the last passing
through the generation of the Tween Seven, metal.
cement, batik and painting have been explored to
express Yoruba culture.

The birth of these schools has also emulated on the
continent. It was born, for example, “Vohou-vohou™ in
Abidjan in Céte d’Ivoire. This case was also a takeover
by artists after the transmission of techniques by Serge
Hélénon, a Martinican from *“Caribbean Negro school”
who taught the “fine art” in Abidjan. The specialty of
this movement is the painting on tapa, a kind of cloth

made from timber trees or beaten tree bark. In addition
to this, these artists added or sticking all the elements
that fell them under the hand, used from natural colors
of clays, powders of dried plants, and assembled them
on chassis obtained very quickly from wood.

Finally, I can also mention here the case of the
Tingatinga art. Born in Tanzania with Edward Said
Tingatinga, the movement radiates happily even after
his death and is characterized by the use of bright
colors. Unlike other movements, it did not object of
transmission of techniques inherited from the “fine
arts,” but rather by an oral process that the techniques
are passed to the disciples. It is almost a unique
contemporary practice case on the continent.

Conclusion

At the end of this reflection on the process of
transmission and adoption of the techniques of
European art in Africa, it should be noted that the
forms taken by these operations are diverse according
to the changing circumstances that characterize them,
even if the basic ideas seem to meet up. Traditional
centers of intense art production on the continent at
the pre-colonial period was invested by initiatives
which are still poorly elucidated today especially, the
one that will allow to more understand the pursued
objectives. For the process of disorientation, African
artists have brought answers of varying fortunes. This
led to some criticism and comments in the European
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artistic literature that called this rebellious production
of decadent. Decadent compared to what? That is the
question that we might be tempted to ask. Furthermore,
art movements born as a result of these initiatives
have never relied on the international chessboard, and
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