





Introduction: Revalorizing Black Aesthetics, Michael Kelly (University of North
Carolina at Charlotte, USA) and Monique Roelofs (University of Amsterdam, the
Netherlands)

PART I. Blackness as Aesthetic Strategy

1. Coloring History, Theory, and Painting, Meleko Mokgosi (Artist, Yale University,
USA)

2. From the new black and from semiautomatic, Evie Shockley (Poet and Theorist,
Rutgers University, USA)

3. Art and Negative Dialectics: On Soft Aesthetics, Angela Y. Davis (UC Santa Cruz,
USA)

4. Embracing Injury: Black Queer Bodies and Poetic Experimentation, GerShun Avilez
(University of Maryland, USA)

5. Afrodiasporic Aesthetics in Classical and Experimental Music After 1960, George E.
Lewis (Musician and Theorist, Columbia University, USA)

PART Il. Black Art Spaces

6. See Me Here: Defining Black Space at the Intersection of Artistic and Curatorial
Practices in Privy, Deborah Goffe (Dancer and Theorist, Trinity College, USA)

7. The Black Image Corporation: When History Isn't Enough. The Need for Corporate
Practices Within the Archive, Theaster Gates (Artist, Chicago, USA)

8. elevators, Simone White and Benjamin Krusling (Poets, University of Pennsylvania
and New York City, USA)

9. Aesthetic Form in the New Thing: Aesthetic Sociality of Musique Informelle, Fumi
Okiji (Musician and Theorist, University of California, Berkeley, USA)

10. White by Design, Mabel O. Wilson (Architect and Theorist, Columbia University,
USA)

PART Ill. History Making
11. S wampy Land by the River Don, Nell Painter (Artist and Historian, Princeton
University, USA)



12. Addressing the World? Aesthetics of Resistance, Difference, and Relationality in
Aimé Césaire's Plays, Mickaella Perina (University of Massachusetts at Boston, USA)
13. Making Histories: Wangechi Mutu in Conversation with Isaac Julien and Claudia
Schmuckli, Wangechi Mutu (Artist, New York City, USA); Isaac Julien (Filmmaker,
London and UC Santa Cruz, USA); and Claudia Schmuckli (Curator, Fine Arts
Museums of San Francisco, USA)

14. Aliveness and Aesthetics, Kevin Quashie (Brown University, USA)

15. Two Images: Fons Americanum and The Right Side, Kara Walker (Artist, New York
City, USA)

PART IV. Groundings, Transpositions, Breaks

16. From the black maria and from Kingdom Animalia, Aracelis Girmay (Poet,
Stanford University, USA)

17. Groundwork: Race and Aesthetics in the Era of Stand Your Ground Law, Sarah
Elizabeth Lewis (Harvard University, USA)

18. “Survival is not a theory”: Afro-Pessimism Transposed, Paul C. Taylor (University
of California, Los Angeles, USA)

19. Imitation of Life/A Box Full of Darkness, James B. Haile, Ill (University of Rhode
Island, USA)

PART V. Callings

20. Tracy K. Smith's Ordinary Life: Enfleshing a Theory of Post-Soul, Daphne Lamothe
(Smith College, USA)

21. From Citizen and from Don't Let Me Be Lonely, Claudia Rankine (Poet, New York
University, USA)

22. Dance On, Thomas F. DeFrantz (Dancer and Theorist, Northwestern University,
USA)

23. 'One-eyed' Immersive Particularities, Jeremy Matthew Glick (Hunter College, USA)
24. On Black Speculative Musicalities, Vijay lyer (Musician and Theorist, Harvard
University, USA)
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DANCE ON

Thomas F. DeFrantz

“Pick It Up. . .”

If you can hold the beat. Or at least, if you can only work with and through the
beat. If you can ride it, or enhance it; if only you could respond to it and predict it,
move along with it and vary it. If only.

The beat lives beyond our imagination, in a place where we already know its contours
and complexities. Many of us figure out how to wrangle its possibilities, and we dance. A
lot. We enjoy the maneuvering with the beat; adjusting rhythm within ourselves according
to what's needed where.

The beat might be an imaginary inevitability; a formation that gathers the complexity of
world-making as time, or storytelling as practice. It's entirely real and not there at once; an
indication of gesture made manifest as a relationship-in-motion. A contending with
intuitions born in the body and borne out by creative response to social lives. We meet
each other in relation to the beat, as we dance, and as we move towards a social destiny
of some sort. The beat offers standards and guideposts towards what can happen, and
we choose how to respond to its call.

We might understand that Black aesthetics are organized around rhythm, which is
possibly another way to narrate “the beat.” We Black artists admire and respect the beat
and its manifestations as rhythm (although it could be the other way around, with rhythm
making way for the beat). We structure our embodied creative time around the beat and
its insistence; we develop complex modes to elaborate its capacities and test our abilities
in relation to it. We write poems, construct sounds, and practice dances that stretch the
beat towards its unexpected possibilities.

This is, then, an aesthetics of rhythm as foundational to Black creativity.

Rhythm remains exceedingly difficult to write about. This challenge arrives at the heart of
theorizing through, at least, popular music and Black social dance. The particularities of
shifting time while moving are hard to catch and nearly impossible to predict or remember.
Witnessing rhythm might be like watching time, but rhythm is both a proposition and an
activity; an affordance to have and to hold as well as something far beyond language.

Rhythm, engaged, is surely more than pattern and variation, accuracy or predictability.
That would be the basic definition offered up in most accounts: rhythm as pattern and
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