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Carrié as an artist of courage—insofar as he does exactly what he wishes without regard for 
the “flavor of the month” fickleness of the moguls of the art galleries of Chelsea, New York, or 
such “mainstream” (please note the quotation marks) fairs as Art Basel (the one in Switzerland, 
not necessarily the one in Miami—but maybe that one too) or such “exclusive” biennial or 
triennial exhibitions as Documenta or the Venice Biennale.

As I have been given a platform here to comment on my own publication, I would like 
to call attention to several more mundane issues before proceeding to the real substance of 
what I wish to say. I notice that the authors of the commentaries published here refer to this 
book as a “catalogue.” It is not a catalogue. In publications on the visual arts this distinc-
tion is very important to make. Although it is true, now more than ever, that much of the 
most-cutting-edge research in art history and art criticism gets published in the format of the 
exhibition catalogue (publishers now being more and more loathe to produce monographs 
or other types of “art books” that do not have a more public life than a stand-alone study), 
catalogues always have many built-in limitations. They, by necessity, must treat a specific 
aspect of an artist’s work or a particular movement or trend in art. There is also the time 
factor. A catalogue must be produced for a specific event that happens at a specific time, 
and thus the authors must produce their text(s) in an atmosphere that does not always allow 
much time for reflection.

There have been, of course, many catalogues published about the work of Duval Carrié. 
Perhaps the most significant of these was for the show entitled “Migration of the Spirits,” an 
ambitious (and successful) exhibition of some of the largest installations that Edouard had 
done over the course of his career. It is significant to note that this show (for whose catalogue 
I wrote an essay, which provided a starting point for my much longer and more all-inclusive 
piece in Continental Shifts) was organized at the Figge Art Museum in Davenport, Iowa. 
Formerly called the Davenport Museum of Art, until a donor provided funds for a rebuilding 
campaign, the Figge is the repository of one of the most significant collections of Haitian art 
in the United States. Together with the Milwaukee Art Museum it contains prime examples 
of works by members of the so-called Haitian Renaissance, the artists who gathered at the 
Centre d’Art in Port-au-Prince in the late 1940s and ’50s and produced works whose color and 
subject matter (labeled the “École primitive” by Haitian critics and historians of the period) 
reflected both the realities and fantasies of quotidian life. Yet there are many problematic 
issues connected with any discussion of the “Haitian School,” as conventionally defined. The 
term is generally limited to one type of art. In much of the literature on Haitian painting it is 
very rarely theorized or properly problematized. These inherent difficulties of nomenclature 
form, in an abbreviated way, the core of one of my major points of discussion in the text for 
Continental Shifts.




