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Abstract 

The 1960s flowering of “natural synthesis” is the leitmotif of the  
“compartmentalisation" of the black art world.. This paper unravels how the artist 
Nathalie Kassi Djakou in a “selective critiquing and re-evaluation of self” dared to 
“wriggle out” of that quagmire. Thusly, reactivating the dynamic terrain that lives 
and is self-motivated from within the soul of artists, Nathalie forced a new path of 
artistry. With empirical analysis and the engagement of key African storytelling 
mechanisms, this essay unreels that artistry. NKD, in spite of her grounding in s 
academe and art practice, dared to “pull the curtain back” to pottery making craft 
traditions for inspiration, particularly the Bamileke and Bamun pottery; masks  
and masking traditions. Indeed, Kassi foists on artistic agency grounded in African 
epistemologies culled from a “privileged contact zone”, the Museum. Hence, the 
“vital and enabling” Foucaultian paradigm “resumptions, disappearances, and 
repetitions”; makes possible a history while the “uniting representation” of the 
synthesis in the appropriation of Memory and Interview  grounds the contexts 
within which  each artwork is experienced. Beyond Pots and Pans,, “Stolen 
Voices” and the “antimonies of art and culture”   is sufficient grounding for 
historical narration. 
 

Key Words: Pots and Pans, memorials, stolen voices, compartimentalisation, “endogenous 
artistry”, gestures, iconography.  
 
Introduction 

The 1960s fostered the “natural synthesis” modernist ideology and universalistic paradigm 
in a surfeit of paintings, sculptures, even performance and installation arts. Europe 
seemingly succeeded in the “compartimentalisation” of the black art world with that 
invariant label. Independence, economic emancipation and exposure to the new Workshop 
schools, amongst other dynamics of change effected a destabilisation and disaggregation 
of   “Formalism” and a radical questioning of the ethos “natural synthesis”. The utopian 
shadows cast by even the demise of the postmodern episteme and subsequent resorts to a 
furthering of the Meta or grand narratives; hence, the furthering of “incredulity” (Jean-
Francois Lyotard: 1968) an affectation and emphasis on mon (my) debunking the myths of 
the grande narratives cast an  ironic and melancholic stance towards the breakup. Indeed 
the upholding of stories and their narratives, albeit subjectivity served as consolation in 
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that absence. This is the space to locate the work of the French speaking Cameroonian 
visual artist Nathalie Kassi Djakou. In fact, with the implosion of Satrean discourses hyped 
on the value of “Existence preceding Essences” and the emphasis on a “pulling back of the 
curtain”; deconstruction of arts and culture in playful reorientation of themes and subject 
matter, the prominence was on Foucaultian and Derrideian “Word” difference (deferral) 
another perspective, relativism; dynamics and form, it was the space and time for radical 
change in the visual arts and culture. That momentous continuum, we see manifest in the 
works under review here. 
 
Distinctively lodging onto the postcolonial discourses, Nathalie Kassi Djakou (henceforth, 
NKD, NKD’s, Nathalie, Kassi, Djakou, Djakou’s)  in a “selective critiquing and re-evaluation 
of self”, to use Wole Soyinka’s words (1976), dared a “pulling back of the curtain” , as it were, 
looked at the authochonous past again! NKD’s artworks in sculptural forms rendered in 
wrapped ceramic shrouds of bas reliefs, Lattice-like arabesque pleats; and even hollowed 
figural: aptly described as “fixed forms” relays that directly confronted established critical 
procedures of sculpture and ceramics production. Instead, she forced an alignment of both 
disciples with simulacrals framed from traditional Bamileke pottery methods, craft 
traditions, architectural design and ingenious personal decoration styles (Figs. 1, 2, 3, 4 &5) 
In fact, Nathalie forced to reality “an overturning of the historical separation of fine art from 
those “uncritical” forms located in material and commercial culture in direct confrontation with 
critical procedures” (Wes Hill: 2020).  In concert with that spirit, her artwork simulates the 
lyrical poetics of patterns with graphic marks and symbols culled from Bamileke design. 
Kassi grounds her discourses on simulacra’s of “forgotten Biography” and the engagement 
of “mythopoeic imagination” (Marina Paolo Banchetti-Robino: 2011) in the recalibration of 
personal expressions in language, images and imageries that inflect spiritual ties to 
ancestry and the reality of imagination and memory. Indeed, Djakou leads the discourse 
unto another platform of contestation: the place of women in the discourse of feminism.  
 
Beyond Pots and Pans engages: (I) a provisional gleaning of the groundings of the artistic 
substance that informs NKD’s art; (II) an empirical analysis of two  artworks by this master 
to unravel the platforms of picture making she employs; and  (III) a deconstruction of these 
works to unfold the reality of the engagement of “mythopoeic imagination” in the critical 
enfoldment of “stolen voices” in the declamation of the cognomen, “Canonic art” through a 
deliberate  intervention of radical intellections of postcolonial texts that ground the 
portraits  of the trans-vanguard  Cameroonian artist. 
 
Belligerently articulate Kassi with Bamileke artistry, feminist and postcolonial 
subjectivity, blends her dynamic ideas and formulaic identities in a society where 
according to Vimeo commentator Florence Ayisi (2020) “…the woman is still considered fit 
only for marriage, cooking and bearing children”. She presents rare insights into the rich 
variety of creative impulses, challenges simplistic thinking of traditional prescriptive 
roles permitted to women, arguably, in most African societies. Kassi speaks and shares 
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the ideas about what art means to the women of her country in the wider context of 
identities and visions as African women. In fact, reflecting a large tapestry of cultural 
variety, having been practiced by peoples of all nations for millennia, craft reflects the art 
world’s best path to diversity. 
  
NKD is a leading light to a new generation of artists, who maybe conveniently   described 
as “trans-vanguard” to borrow Gerard Houghton’s label (1998). Affirming a true vanguard 
of artists (that readily include EL Anatsui, Yousef Limoud, Victor Ekpuk and a host of 
others) that force a disengagement from the limiting concourse of their particular cultures; 
these giants with paws firm on the ground but “a nose in the air” bestraddle the cultures to 
operate a futuristic system of signs that register the manifestation of the cosmopolitan 
world. Transcending all cultural specificities, but assuming global visionaries, the trans-
vangard artists direct their message to a global world. Lodestars of the new avant-garde, this 
generation of artists thrust up new forms of visual expressions on the concourse of 
cultures. Trans-vanguard, is a shorthand term that snuggly fits the peculiar breed of artists, 
who in spite of being heeled in their individual cultures are able to use that grounding as 
standard for the creation of artworks that address concerns and matters that affect both the 
local community and the world as a Cosmo polis, tout le monde!  
 
The intelligent spectatorship is left with the burden of reading the fleeting memorials that 
make the spectacles! Reflecting the global ethos of international citizenship, the trans-
vangard artists in post colonialist stances deride cultural specifications that may tag them 
as “Cameroonian/ Ghanaian artist, Nigerian artist”, etcetera. Trans-vanguards by dint of their 
“hyper-hybridity” collectively in varied voices speak a language that ascertains the colour 
and image laden metaphors of everyday speech taken from the places and spaces of Africa 
and the world (Anatsui: 1991). Hence, in hype-graphically articulated visual language, 
these oral metaphors are translated to rehearsed and caroused imageries that meet the 
gaze. Ben Shan (1964: 53) informs that the emergent artistry in its spectacles of lines, signs 
and symbologies; colour and even stark modernistic media makes visible the forms and 
shapes of mans’ growth in artistry and aesthetic sophistication. Djakou’s artworks’ 
sophistication reflect legendary artistry in larger-than-life sculptural, graphic and 
monumental works (Fig. 4 & 5), all in clay. NKD points to a new aesthetic, she intoned:  
 
“I use clay as a painter uses his canvas.   I express myself without limiting my work. I want people 
to see my clay work beyond the utilitarian. Partly, because people put in their mind that pottery 
should be utilitarian. Most of my work is sculptural with pottery shapes. Don’t put flowers in it, 
put your eyes and enjoy!  (Interview: 2020) 
 
Preceding the details of this essay, it is imperative to situate the artist’s biography. George 
Kubler (1962:6-9) notes that artists’ lives  knit together the fleeting mementos of traditional 
and progressive art practices, while forcing them together as the framework of a  symbol.  
Indeed, the biography of this master, offers a provisional garnering of her artistic 
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substance. Kassi is a qualified individual straddling the hypothesised new tracks of 
development emanating from the extrications of the natural synthesis canon inspired by 
Reve Noire & Nka  (henceforth, RN & NK)   hemmed on the tapestry of principal European 
sponsored exhibitions of the time, for example, the Seven Stories about Africa Exhibition 
(1996).  
 
NKD provides an insight into the value of novelty or wonder in the growth and 
development of the history of art as a discipline. It is the notion of newness, hence an 
insightful illumination on it that Djakou’s art provides in novel works. It is, therefore, the 
burden of this paper to open up the value of the attribute of novelty/newness and its 
temporality in contemporary African art, while extending the development of African 
sculpture and its forms. This master is a qualified individual straddling the hypothesised 
new tracks of development emanating from the disentanglements f the natural synthesis 
canon inspired by R N and NK on the groundings of principal European sponsored 
exhibitions. Imploding the notion of newness and an insightful illumination on the 
veracity of arts new visual language that Djakou’s art provides in her works.  
 
Biography 
NKD, a Cameroonian, leads the women’s critical fabrications of Africa’s expressions in the 
critical turns in both form and material in modernist art‘s intellection and creativity. 
Nathalie stands tall in a class of her own. She got her first exposure from her father, a keen 
potter. However, in the Italian NGO art school, Mbalmayo, reminiscent of the Pierre Lods 
Poto-Poto Experiments in 1950s Belgium Congo, she received formal art training. That 
premiere art school in Cameroun, Central Africa, at the time, offered foundations in Art 
History and the crafts of the Pottery trade. She majored in Ceramics under the tutelage of 
Italian and Congolese art masters. The Congolese emphasised sculpture using traditional 
“coil method” culled from traditional pottery. Art was only recognised in the university in 
2000. In reflection, she affirmed, “My teachers, especially the Congolese affect my present works, 
they were my great inspiration. Traces of their styles can be seen in my present work. I also borrowed 
from African sculpture traditions” (Interview, 2020) 
 
NKD started studio practice very early after university studies in 1998. As an instructor in 
NGO Mbalmayo, she introduced a "Material Technology" course. In 2004 she was employed 
in Centre d’Art Appliqué, Mbalmayo, as ceramist and Manager. In 2011she became vice 
president of the craft Association of her local government for three years. Nathalie 
cooperated with other better known artists in their studios, won awards and prizes in 
Cameroon and Africa, for example, First African prize International Salon of Art & Craft, 
Ouagadougou, Burkina Faso 2012. She created DECERAM, earned special commissions and 
prize in 1995 as the youngest talent in a national art competition in Cameroon.  
 
Nathalie established a successful practice in Nigeria since 2015 with varied Exhibitions: 
Two man shows with Ato Arinze, "BEYOND FUNCTIONS I" in 2016 and "BEYOND 
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FUNCTION 2", Quintessence gallery, 2018. Many collective Exhibitions SNA Rivers 2015 
and 2016; OCTOBER RAIN 2018, Presidential Hotel, Port Harcourt; the OREZE V 
Exhibition, Onitsha, 2017, PROVENANCE, Thought Pyramid Art Centre, Lagos; First Ibadan 
Affordable Art Fair, 2018, Ibadan; member 100 winners of UNION BANK 100th year Art 
Competition; Collective exhibition Women’s International Day, 2018; Group show at Alexis 
galleries, Lagos,  June 2019 titled "Contemporaries”; Group show in Abuja “Faces and Forms", 
2019; Artist of the month at Thought Pyramid Art Center Lagos for “Mentoring Moments"; 
9th China Changchun International Ceramic Symposium, 2020, and showing:  Davies Street, 
Mayfair, London , 2020……. 
 
Gleaniing the Artistic Substance 
 
                       “The past remains the same, because the past is a former future  
                         and the future is even a past to come; that is because each dimension 
                         of time is treated or viewed as something other than itself; that is , 
                         ultimately, because in the heart of time there is a gaze”. 
                         The Past in the Living Present (E.J. Alagoa, 1997)  

Alagoa’s picturesque caution and popular allegory Anya Diali Bu Anya Ekee, The keen 
observer’s talent resides in the capacity to patiently observe and read (E.J. Alagoa, 1991) frames 
the discourse of this paper. However, the proverb  Nku Di na Mba na eghelu  Mba nni,  A 
people’s wood is their  source of cooking fire; made famous by Uche Okeke’s book with the 
same title (2003)   encodes the wonder and fascination of the “transcedentalisation of the 
familiar” (Arthur Danto, 1963) that the artworks enact.  Hence, with words, metaphors and 
folklore; legends and tradition in re-imaginations, NKD engaging these simple tenets of 
language as aide de memoires frisks the world with artistic spectacles inspired by history, 
culture and myth, while revealing the role of the artist as poet in society who yields an 
insight into the reality of imagination in picture making. The stylistic features of Nathalie’s 
art debunks the Canonic takes, however pliant their frames. Indeed, reflecting Jean-Hubert 
Martins’ view (1989) that the charge is on the new creator to play the role of a social agent 
who works against her own contexts (as a college trained artist) in order to foist other 
options; and to narrate differently the link between the artist and society. Hence, playing 
the role of “central node of the confrontation” (Bruce, 1989), the artist ingeniously reconstructs 
identity, culture and history. 

I hope to show that the engagement with literary paradigms, specifically Texts that inflect 
black consciousness; inspire and reflect the obligations of the poetic imagination. In playful 
dream-like fashion, the artist’s decent onto herself/himself makes her/him dare like 
Sartre’s “Orpheus to claim Eurydice from Pluto” (Jean-Paul Sartre:1987) by becoming lyrical 
in thoughts and imaginative artistry, the consciousness of his/his world unfolds. Indeed, 
the simplicity of the codes of Nathalie’s art world makes visible individual ways of 
engaging lyrical poetry, myths, legends and tradition in re-imaginations. In rejection of 
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rationalist “natural synthesis”, but embracing the mythopoeic imagination the artist 
plunges deep into the nature of her/his true “remnant of self”, to borrow Ben Shahn’s 
language (1957) re-connecting to nature, ancestry and history. True to the Sankofa dicta, a 
resort to “the aesthetic principles and values of the past”, as an outpouring for understanding 
the intuitions of modern expression (Kofi Antubam, 1963; Kwame Nkrumah, 1963; Sedar 
Senghor, 1963, Achilles Mbembe, 1992). NKD employed the “collective consciousness” 
(Senghor, 2010) to recast cultural memories engaging the strategies and media of 
modernism. Thusly, enacting a personalised discursive space for the narrating of 
postcolonial visual production that shocked the world, Kassi made Africa’s contribution 
to “universal civilization” (Leopold Senghor: 2010).  

Indeed, the images reflect Cameroonian artistry as the overarching mechanism of change 
that affects a de-centering and break with the erstwhile “natural synthesis” cognomen. In 
reale politic, these position-takings framed in artistry; symbolically recast the Sartrean and 
Foucaultan metaphors of power through the opposition invisible/ visible in political 
boldness.  Inflecting Black arts contemporaneity by simply “unpacking” coloniality (Sallah 
Hassan & Ifitiker Dadi: 200); Nathalie’s artworks  frame ambitious articulations of 
consciousness recited in international global exhibitions like Magiciene de la Terre (1989) 
and Africa Remix (2007). 

Articulated in the Texts RN & NK these oeuvres inspired the collapse of the 1960s paradigm. 
Achille Mbembe (2015) intuits that in seminal dialogues of cultural identity in the African 
art world; the framing of the African body, urban sites and the subtleties between African 
aesthetics and the Western outlook, RN & NK while aiming at the widest possible 
international art audience and its media affected the “tourist gaze”. In the same vein NKD 
in simulacra’s of Kwame Nkrumah’s Sankofa ideological cultural turn (1965) with its 
idiosyncratic notions of consciousness in self-independence, project the Bamileke Identity 
to transform black art and its vestigial contents. In fact, Nathalie in extraordinary 
expressions force to the notice Simon Njami’s distinctions between Africa and Africans, 
between identity and nationality; between expression and politics (2016). 

Artworks 

“The Moment” (Fig. 1) 

With a Neolithic Venus-like figure: oversized glutei and clutch breasts, reflecting a very 
African sculptors’ representation of woman progenitor, suggestive of atypical great 
Mother derived concept characteristic of matriarchal societies like the Bamileke of the 
Cameroun; NKD presents MOMENT. A seated figure captures a real moment in a modern 
woman’s life, reading for pleasure and enjoyment. This chubby checked maiden with left 
arm crested on left leg but right arm stretched out with stylised fingers clutching an open 
book almost easel poised expresses the gesture of  keen study. A polar head wrapped in a 
stylish hand-weave hair style; beady eyes, emerging from deep sockets but focused 
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downwards are indeed, cast in full concentration on the page. MOMENT remits the clear 
message to the women symbolized in a model preoccupation “Study and Reading keenly”. 
 A fleshy body expressive of well-being is the tableau convenient for carving on motifs as 
texturalisations on the head and torso. Nathalie has a partiality for the female subject, 
claims it has more “presence” than the male subject. This stout rotund Kimono-like figure 
exudes the symbolism of a “well fed well catered for” young woman.   

MOMENT wears only a simple double-decked Bead necklace as jewelry. With the most 
simple of craft making tools, the spatula, NKD creates the all-over pattern adornment of 
the entire torso and lower body and legs of MOMENT in a shroud of mask motifs and 
stylized tendrils, all derived from her Bamileke and Bamum roots. This is the distinctive 
signature of NKD’s artworks (Figs 1, 4, & 5). This is the crux of the matter! Her artworks 
force the eyes to “play all over” in visual perception and an exercise in how to see symbols 
and encrusted invariant lineal forms and  shapes in all-over patterned flows that create 
musical sensation and a very modern “phenomenology of perception”,  to borrow a word from 
Toyin Falola on another trans-vangard artist, Victor Ekpuk (Toyin Falola: 2018). Connecting 
to the transcendence of her antecedences in indigenous Bameleke and Bamun art worlds, 
Nathalie reconnects lines with symbols in re-imaginations, indeed reconnections with the 
mental imageries of ancient scripts and figural decorations on Bamileke and Bamun art 
worlds, the internal and the unseen. At first her sights and symbols license the visual 
senses, while in deep intellection the abstractions and the intangible through the senses are 
converted to a profound reading of culture. Kassi forces those visual series of tête-à-têtes 
on iconography, but immediately dialogue on the art of seeing and what seeing means in 
the reality of culture itself. Symbols and signs are united, Djakou’s artworks tell the 
viewers that they must be seen as one entity; one, indeed, creates beauty!   The decorative 
inlays and interweave of lacings keep the eyes in perpetual motion. In fact, moving parts 
together in combination are transformed into visions that are mysterious and conjoined in 
the exploration of culture. These signs are converted into language, visual and virtual texts, 
as well even as gestures of communication and identity. Indeed in a magical trans-
substantiation the projection and conversion of the culture of this no longer “tribal artist 
from the Cameroons” implants the artwork of the Cosmo polis, the trans-vanguard! 
Transcending the Bamileke and Bamun, reflecting another phenomenon, Nathalie’s 
artworks exude signs and symbols in immersive shrouding of architecture art forms. These 
effect Faucultian rhythms and relays of “repeats, reclamations and resurrections”. Indeed, 
these forms and shapes reflect a recalibration in modern gestures of long gone by cultural 
artifacts in a present processes of originality and innovation in a surfeit of modern ideas. 
Kassi’s signs and wonders effect dynamic intellectual meanings. The viewers are 
compelled to look and enjoy her works as living creatures that effect functions with 
emergent signs that lead the visual structures to functions beyond the utilitarian. Indeed, 
signs cohere and must fit and be adaptable, as if they must obey a law of gravity and the 
mystical laws of measurement. 
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However, MOMENT reveals the characteristic hunch-back of a keen reading woman 
forced on a rotund lower back tucked into heavy-duty axels  and well-formed lower trunk 
(Fig. 3). The obvious refraction of a beaded waist-line, sure attribute of well-being enacts 
the reality of an upper echelon personality. Indeed, take a keen  look at the face of the, 
otherwise, small and disproportionate head (Fig. 2) : the lips are rendered in typical Bamum 
parallelipidal relief under a heavy nose and incised well defined nostrils; with distinctive 
and deliberate eye-brows overhang on beady eye balls lodged out of deep eye groves (Figs. 
1&2). In one clay sculpture in-the-round, NKD captured a moment in the everyday of a 
typical woman. Nathalie engages her emblazonment with Bamileke/ Bamum paraphernalia 
of tradition derived iconography and gestural insignia as indelible signature. Her other 
sculptural pieces reflect this engagement with iconography (Figs. 3, 4, & 5) beyond the 
atypical African sculpture style with mere gestures, body markings and scarifications.  

“Serious Discussion” (Fig. 4) 
Three female figures engage in conversation, gossip and reflect on the discussion of the 
state of womanhood. NKD engages her style paraphernalia of tradition derived 
iconography and gestural insignia as a signature (above) in an all-over covering on the 
head, brassieres and trunk cover of the body of all three figures. The women, reflect on 
“women’s long suffering”, woman’s emancipation and woman in Modernity. A momentous 
review on women states the cases for the world to “see and enjoy”: On the left is a Maiden 
with arms firmly wrapped around an important container for Trinketry. The Medumba call 
it Tooh’nse/ Tooh’tcheuen (NKD: 2020). Tooh’nsel is a distinctive symbol of woman’s wealth. 
In a beaded neck-piece and open long fashionista gown with open mid-rib showing-off a 
navel; wrist-lock gear on right wrist, shows off sophistication. The accoutrements of this 
chubby cheeked maiden’s make-up suggests either a wealthy person of privilege or simply 
a woman geared to the glitter easy-virtue life style. A second Maiden with books and jotter 
is also in an open belly fashionista gown. She is the prized dream modern woman geared 
to study and a future in the professional world. Positioned in deliberate center stage is the 
Woman carrying a straddling child, seemly unites the group. With real young baby in a 
caring mother stance She is also attired in an all-over skirt shroud with a distinctive apron-
like strap linking top and trunk in symbolic encasement of the sacred woman’s body. She 
is the traditional woman settled to a life in marriage, child making and the monotony of 
domestic life. 

Reminiscent of Ufen nwet ketu mi Eka Ibang (Okagbo, V et al: 2019) DISCUSSIONS 
crystallises the discourse of womanhood in modern post-independence Africa. It is 
sculptural investigation on the reality of motherhood and aggressive feminism in modern 
Cameroon, indeed all Africa. Grounded in literature and discourses commonplace 
amongst the folks in the Cameroons, and the rest of post-independent African nations, 
SERIOUS is at the telos of the narration of the lives of real women. Engaging the medium 
of sculpture, Nathalie gives a memoriam of the discourse of the run of the mill lives of real 
women. Daring in its metaphor to insinuate a discourse of the temerity of neo-feminism in 
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a new epoch of Cameroonian every day. She further suggests the reality of looping history 
and culture as one entity. Indeed, it is one narrative that asserts the imperative of foisting 
a discourse of power. With DISCUSSIONS, Kassi implodes on the reale politics of feminism. 
In fact, her work in one word reports the real day to day lives of the ordinary woman.  A 
simulacrum of Faucaltian “capillary modes of power” narrates how sculpture’s visibility in a 
post-independence world inflects the “dialogical principle” of cross-cultural interface 
(Kobna Mercer:  ) narrating motherhood and womanhood while imploding the radical turn 
of neo-feminism. 

Conclusion  

Nathali Kessi Djakou in dynamic organizations of lines, adaptations of indigenous 
iconography and stylised forms grounded in the playfulness of art (Gadamer, 1986:123-6) 
emphasised in the textures of her art world keyed into the discursive frames of the RN & 
NK texts. Daring to create a bridge from the invisible to the visible and from the specific to 
the universal, NKD affirmed the unique contributions of the poetry of negritude to 
“universal civilisation”. In forms that defused through myths (in fact, dreams and fancies), 
a historical milieu emerged. Indeed,  in concert with the kin-folk consciousness of the 
earlier cultural policies of Senghor and Nkrumah, Nathalie employed local imageries and 
iconography taken from Bameleke/Bamun sculpture, masks and architectural design motifs; 
even direct engagement with modernist oeuvre keen on artistic agency grounded in African 
epistemeologies, culled from the “priviledge contact zone “ (James Clifford,1997 ); to create 
artworks. With Sartrean audacity, harped on the privilege of visibility and debunking 
natural synthesis absolutism , Nathalie pitched her tent on the threshold of the new World 
order. International bienniales setting the pace of a normadism with hipper-connected 
artists like El Anatsui report the transnational flux while defining new intercultural 
identities.  
  
Reflecting the effects of the R N & NK proposals, NKD’s seminal works focused on the 
imperative of an undiluted nationalistic consciousness wheeled on independence and 
freedom. Thus, breaking away from the Universalist dicta of the Negritude 1960s 
whilefoisting a new reconstructive “seeing process” with ingenuity in sync with a 
synthesis (Maurice Merleau-Ponty: 1945). In a distinctive portmanteaus, Nathalie straddles 
the tracks of development in the hibridisation of art for the purposes of a “seeing process” 
in a postmodernist paradigm. That seeing process took on a dual toll (i) a retooling process 
in the present and a resurgence of own oeuvre. Thusly, the artist dared a reconciliation 
between so called African identity and a certain idea of worldliness reflective of 
cosmopolitanism in language, form, shapes and native imaginary, as a mastery of that 
orphic descent.   
 
Moving forward, therefore, Kassi with iconography that eludes “globalisation and 
uniformisation” re-appropriates the moment of consciousness, countering education and 
training; but engaged in a production of individual vision. The intellectual feat affected 
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newness through conceptual frames that schemed ancestral authority, continuity within 
egalitarian principles and consensus building. Inflecting an epistemological shift in a 
progressive outlook that inscribed new contemporary experience with meaning, while 
keenly investing in African turf, Nathalie draws attention to the entrenchment of histories 
that have wetted the imagination, and narratives of African art worlds. Without rigidifying 
Euro-centric paradigms, but de-centering from the avowed natural-synthesis cognomen, 
her artworks make critical statements that point the way forward that underpins the 
emergence of a decentered cultural aesthetics. As Okwui Enwezor (2010) put it : the artists 
engaged in the process of disaggregating “the architecture of colonial modernity” from their contexts 
within a possible tabula rasa for a future composition” of a modernity a likely outcome. In a word, 
“sankofa” called for a re-representation of the aesthetic principles and values of the past as 
groundings for the recalibration of modern expression. NKD reinvented and continues to 
develop art forms that emphasis a new personality. In the process, Kassi has created a 
counter narrative that defrocked the scheming of outside forces.  
 
In a graphic retort to the mythical “eternal return of the same”, in palling to polytemporal 
analogy (Bruno Latour:1993) I engaged the metaphor and legend of the “Python’s all seeing 
Eye” ( Alagoa: 1997) to kernel the discourse of the new imaginary. Insisting on the 
discovery of their own way of “seeing”, Djakou gave meaning to it in her work through 
the realisation of this new gaze that Sartre (2017) alludes to. Beset, therefore, in 
deconstructing a past and daring to invent a future in a present time that is synced to 
perpetual renewals like the symbolic python movement, Nathalie makes art that 
symbolised the times fusing a new language that reflects that aspiration in a lexicon logy 
that would be readable by all, irrespective of history and milieu. Inured in a Foucaultian 
template (Michel Foucault: 1987) this visual artist dared to get out of the cosset and affect 
that new spirit of independence!  Communicating to Africa and the world the artist 
attempts to express the “puzzles” that constitute narratives in language, “one of the 
instruments that transform the frenzied world of sensations into a world of objects and 
representations” (Henri Delacroix, 2016). The work of art is an ample exegesis of the 
relationship between artistic creation and creative consciousness. How artists plan their 
feats prior to execution remains silent on the art historical coastline.  
 
Beyond Pots attempts a reading of artistic narratives, typical of storytelling. Indeed, NKD 
expresses visions in metaphors and idioms that acclaim personal content and styles that 
are readable to the elan vital and persons with an education undergirded in a 
concienziiciento (Paulo Friere:1964). Declaiming the 1960s natural synthesis Nathalie presents 
expressive images of renascent African philosophy emphasising embodied essences that 
encapsulate notions of “at-homeness” rather than the avowed abstraction of a world 
expressed as an equation. Debunking the template of the Negritude tradition, NKD, thusly, 
achieved a “seeing power” (Maurice Merleau-Ponty:  1984) demystified in a new spiritual 
consciousness,  
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Deconstructing perceptions and assumptions of universalisations; but imploding ideas of 
identity, revision, nomadism, cross-culturalism became the subject in an endogenous 
definition of self (Njami: 2012). With the revolutionary literature of the 90’s, principally 
RN, as instrumentality of growth, development and change Kassi made momentous the 
experiences of that time concretised “by forcing what was ever fleeting into the calm framework 
of a symbol” (Beat Wyss: 1988)  
 
Grounded on the word “gaze”, in terms reminiscent of Alagoa’s The Pythons Eye (1981) but 
asserting the Faucaultian myth that nothing is new; only an “eternal return of the same”. 
The Python’s Eye validates the view that once the artist captures her histories as pits of real 
inspiration in present imagery, it becomes automatically frozen in time. The future, 
therefore, reflects an extrapolation of the lived instant, a projection that holds only through 
the strength of the artists’ personal vision, in the light shed by the gaze. This is the real 
essence of the artistic works. Little wonder, that Nathalie delves into the domain of 
metaphor and legend. 
 
Henry Focillon (1995) intuits that a work of art awaits reactivation. The artist dared to 
activate that tensed up and dynamic terrain that lives and is animated from within. 
Gaining mastery of one’s own image translates comfortably to mean introducing our 
individual version of ourselves, in accordance with our cultural codes and aesthetics; while 
re-appropriating the measure of time, The Python’s eye.  
 
Distinguished by the reality of intangibility, reincarnating a living collective memory, with 
its rituals and sacred experiences of commencements, however, NKD like all 
contemporary artists leave problematic the credibility of the reinterpretations of 
endogenous history. That is the task for future work: keeping history intact in the spate of 
reinterpretations of oral history and tradition in their continuous re-workings to suit the 
codes of artists. To give meaning to individual works, a deconstruction of the past and 
inventing a future is a hard nut to crack! However, Simon Njami (2016) draws attention to 
the ethos validated by Nietzsche, Alagoa et al, emphasising every approach as 
fragmentary, illustrating that we are simply part and parcel of the puzzle whose general 
contours escape us to the very end. Kassi in nouvelle imaginaries borrowed from both 
extant histories, even fancy imageries and vignettes of twentieth century Nigerian masters 
like Ato Arinze, whom she admired. Overwhelmingly enduring is the fascination with 
Presence, the banalities of life, and the recognition of the spiritual connectedness (Bruno 
Latour, 1993) of the very everyday methods of simple home-made pottery as the stuff of 
art, while entrancing the playfulness of art with unprompted creativity. The artist, in poetic 
“reincarnation of the same”, imaginatively recreated the mythical and mystical ethos of 
African artistry.  
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Disaggregation of the colonial ethos was initiated with the assumption of independence 
and self-rule by the former colonial territories. The intellectual leadership of the world, 
however, remained in the hands of the former masters. However, conscience and the 
collapse of the Enlightenment paradigm forced emancipation and a new revelation of 
truth: the Black contribution to the dynamism of the intellectual new world order was a 
sine qua non to the future. It is on this threshold that distinctive philosophical posture 
Negritude rebounds! I dare to allude that the engagement with literary paradigms, 
specifically Texts that inflect black resistance, such as the philosophy of Negritude, with 
inspiration from Philosophy and Poetry, particularly Jean-Paul Sartre’s ground-breaking 
preface to an Anthology of African and West Indian poetry, edited by Leopold Sedar-
Senghor Anthologie de la nouvelle poesienegre et Malagache de langue francias (1948); and Aime 
Cesaire’s Poetry and Knowledge; in their anti-Cartesian epistemologies inspired the 
significant cultural roles of the poetic imagination. In order to accomplish this I would 
briefly discuss Sartre’s aesthetic historicism and its response to the Enlightenment 
Cartesian paradigm that informed the natural synthesis1960’s. I will then bring Sartre’s 
ideas regarding the place of imagination, poetry and myth-making to bear on my 
discussion of the inflection of Cesarean poetry and Sartre’s essay Black Orpheus (1967). 
 
 Indeed, this paper lodges negritude at the heart of the fight for black consciousness; and 
points to its entrenching of poetry and myth in the creation of awareness, culture and 
community. Sartre like the anti-Platonic philosophers claimed that to understand earlier 
societies, a study of language and myth were indispensable, while emphasising the role of 
imagination and mythopoeic creation in the development of history. That vision can be 
appropriately called “aesthetic historicism”. Grant (2018) claims that such a man-made 
method of historical criticism offers another view of history that connects mind’s eye, 
metaphor and myth to the creation of the gods by the poet. Developments in Anthropology 
and psychology of the late 19th and 20th centuries pointed to the reality that the 
unconscious communicates that which is unknown by way of symbols, and some of these 
symbols purchase a social function. Living symbols compel unconscious participation and 
bestow a life-enhancing effect. It was further revealed that these so called “living symbols”, 
woven into mythic structures are the foundational influences that shape culture. Myths 
shape culture. Myths, poetry and art are the momentous means for understanding the 
spirit of a culture in a given epoch (Shahn:1965). Searching the past in an attempt to ground 
art, therefore, it is important to look at the material culture, indeed the artefacts of one’s 
ancestry. Hence, in the search for spirits that inspire the creative imagination for the visual 
artist, poetry and song; dance, masks and masking traditions; artifacts of material culture, 
textiles and architecture are the artists’ immediate resort. NKD’s art amply demonstrates 
this. 
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Fig.1.  “THE MOMENT”, Seated Figure,2020,  Nathali Kassi Djakou, Gas kiln fired Clay 
in gloss finish. 

Size 40cm x 37cm. 
© Signature Gallery, 2020. 

 
 
 

 
Fig 2.  “THE MOMENT” (detail) Side view 
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           Fig. 3.  “THE MOMENT” (detail, back view) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 5A. “SAY MY NAME,”  (2020) Nathalie Kassi Djakou,          Fig. 5B. SAY MY NAME and the artist  Nathalie,  

 
Signature African Art Gallery, London, Celebrates Black 
 Achievement, Medium: Clay in Gloss finish, 
 Size: 179cm x79cm x68cm. 
© Signature Gallery, London, 2020. 
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Fig. 4.  “SERIOUS DISCUSSIONS” (2020)  Nathali Kassi Djakou, Gas kiln fired Clay in 
gloss finish. 
Size 40cm x 37cm. © Signature Gallery, 2020. 
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