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VOLUME ONE 



CHAPTERI 

INTRODUCTION 

Background 

Taking liberties with noted scholar Robert Penn Warren's quote, "a fish doesn't 

think much about water" (Ferris 1982, ix) reflects my eariy experience documenting the 

art and oral history of a contemporary African-American folk artist. Like a fish who just 

swims, I gathered data totally focused on the artist's voice and art images as I established 

a ten-year relationship with the artist which continued as his "protector" until his death in 

1993atage 104. 

Armed only with a sense of historical preservation, a background in the fine arts, 

no knowledge of folk art literature, and no trainng in qualitative research techniques or 

methodologies, I set out on a grand adventure to document and preserve an artist's art 

and life before it was lost for all time. Subsequently, an intensive study of folk art, 

qualitative research methodology (case study in particular), combined with an analysis of 

the data (intuitively collected) has culminated in this thesis with the intention of 

presenting to the reader a unique individual of Texas-Ezekiel Gibbs. 

Statement of the Problem 

"The life and work of a folk artist must be considered together because each 

deepens the understanding of the other" (Ferris, 1982, p. xix). Knowledge that art 

educators, art historians, and members of the artworld may disconnect the artist from his 



or her art and life is critical to the study of folk artists because that disconnection may 

result in misrepresentation, recontextualization, and denial of the artist's socio-cultural 

context. "This practice results in a need for artistic theories and interpretations to be 

reconnected to the art and life of the artisf' (Krug, 1993, p. 24). 

This qualitative study focuses on an intrinsic case study approach viewed through 

a constmctivist lens utilizing farm-related metaphors and analysis of data in an effort to 

generate understanding and create meaning as it relates to the connection of the art and 

life of Ezekiel Gibbs. Constmctivism, as it relates to case study, is "belief that 

knowledge is made up largely of social interpretations rather than awareness of an 

external reality" (Stake, 1995, p. 170). My theoretical frame is based on the research of 

noted folk art scholar William Ferris and the case study research of Robert Stake. 

The presentation of Ezekiel Gibbs's art and oral history through in-depth analysis 

of observations, interviews, and recorded data will provide a unique example of the 

importance of "reconnection" of art and life for education research. Finally, a study of 

the life and art of Ezekiel Gibbs does not exist and should be presented. An extension of 

fmdings may lead to subsequent research. 

Research Question 

Arriving at a research question involved the experience of my documentation of 

the art and life of Ezekiel Gibbs, African-American, Texas folk artist, from 1977 to 1987. 

I continually experienced what I called a "moment," a synaptic response between the art 

and voice, as I looked at the drawings and simultaneously heard the words of the artist 



relating each drawing's story. This aural and visual way of "seeing" increased over the 

ten-year period. I also experienced "communitas"- "a state in which the social 

interactions [of the interview] were so special that they reached a stage of sacramental 

sharing, involvement and creativity" (Stockrocki, 1977, p. 44). The interviews took on a 

life of their own. The question arose as to how I could share the importance of this 

"moment" with others. Using my documentation of Ezekiel Gibbs's life and art as a basis 

for exploration as a thesis topic, I tumed to research methodology and a study of folk art. 

How do you determine the connective link between art and oral history? Where does 

discovery lie? In my interdisciplinary research, I sought answers in various fields of 

study. 

In researching art education, Australian Graeme Sullivan (1993), in his article 

"Art-Based Art Education" (pp. 5-21) attempts to defme a rationale for art education. He 

states in summation "the implication is that art and life are closely connected and this 

reinforces the intellectual legitimacy of the art classroom as a site for substantive 

learning" (Dissanayake cited in Sullivan, 1993, p.l9). Embedded in the theory and 

practice of contemporary art, Sullivan discusses four features that characterize our present 

age: "a sense of meaning, a sense of connection, a sense of doubt, and a sense of 

perspective." He concludes "If art education is to be reconnected to art and life it has to 

be meaningful to the student, grounded in authentic practice, foster a critical and 

reflective attitude, and pursue a pluralist perspective" (p. 19). 

Lucy Lippard (1990) states that "artists working on the multicultural fringe [folk 

or outsider art] where intercultural influences are refracted in ways that inform 



perspectives are particularly instmctive in this regard" (in Sullivan, 1993, p. 18). For 

Lippard, discovery appears to lie in the connections where "new meanings germinate and 

where common experiences in different contexts can provoke new bonds" (Lippard, 1990 

and in Sullivan, 1993, p. 18). 

Robert Penn Warren in Ferris's folk art text, Local Color, sums up the relationship 

between art and life as "the sense of 'making' as a natural and essential part of life" and 

references the connection between the two as "the richness of life and the necessity of art 

in that richness" (Ferris, 1982, p. xi). 

In the fîeld of psychology, the realignment of notions of intelligence from logic 

and rationality to thoughts and actions has shifted psychology studies toward a socio-

cultural approach. Cole (1990) identifies three characteristics that underlie this shift 

toward a new contextualism: (1) the notion that "human beings live in an environment 

transformed by artifacts of prior generations." (2) "These psychological functions are not 

only culture bound, but are historically grounded." (3) "Cole cites the importance of the 

way everyday practical activity is used as a starting point for the study of psychological 

processes" (Sullivan, 1993, p. 6). 

The question arose as to the methodology necessary for this study. As the 

documentation was completed over ten years ago, I chose to fit the study retrospectively 

into a qualitative intrinsic case study methodologic framework. 

Clarification of inaccurate past and current references on Ezekiel Gibbs became 

critical as they disconnected him from his art and life by misrepresentation, 

recontextualization, and denial of the artist's socio-cultural background. 



Intrinsic Case Studv 

Intrinsic case study is an individualistic approach to Ezekiel Gibbs's art and life, 

rather than a cultural approach. The intrinsic case study was longitudinal spanning 10 

years. 

The purpose of the case study was to understand the life cycle of Mr. Gibbs and to 

analyze interactions that influenced growth and change. The strength in this type of case 

study lies in the observation of the artist in a real-life setting. 

"Qualitative advocates such as Guba and Lincoln (1982), Elliot Eisner (1999), and 

Alan Peshkin (1990) place high priority on direct interpretation of events, lower priority 

on the interpretation of measurement data" (Stake, 1995, p. 40). 

Significance of the Study 

It is my understanding that qualitative research concepts are still developing 

(Smith, 1992). Perhaps this thesis will enhance understanding and formulate new 

concepts as they relate to the case dynamic and the place and time of Ezekiel Gibbs in 

relation to the genre of Folk Art. 

The thesis may significantly develop procedures and methodology for researchers 

in the area of Folk Art. Validity and error in the study will suggest more appropriate 

forms of documentation. This study may contribute to theoretical and conceptual 

development in art education research. Such a study may advance strategies in the study 

of cultural anthropology and may create and promote methodologies for investigation into 



intrinsic case studies of individual folk artists, their art, and their lives. Finally, a study of 

the life and art of Ezekiel Gibbs does not exist and most certainly should be published. 

Folk Art 

Folk art is a visual language in which the folk artist is a member of a tradition 

(Ayers, 1996). Bill Ferris's book Local Color gave me first insight into the scholarly 

research of folk art (Ferris, 1982). Questions of the classification of Ezekiel Gibbs within 

the folk art or naive art genre began to surface. Later, the classification of Gibbs as an 

"outsider" came under question. 

In this thesis, I provide an in-depth discussion of Ezekiel Gibbs's creativity and 

emerging style as it relates to folk art. Jane Livingston in Black Folk Art in America: 

1930-1980 (p. 11) states that "half of the truly great artists in the recent American folk 

genre, from the early 1920's to the present (1980), are black and predominately Southem 

Blacks." She goes on to reveal "some artists in this genre, whether black or white or 

Hispanic tended to have begun making art at a relatively mature stage in their lives." 

Ezekiel Gibbs began to make art at age 86. They appear to have been "commanded by an 

inner voice or by God to make art . . . as a testament to personal revelation . . . , following 

some loss or personal calamity [or] . . . motivated by visions" (Livingston & Beardsley, 

1982, p. 11). Ezekiel Gibbs discovered art foUowing the death of his wife. 

Beardsley remarked about folk artist Bill Traylor, "It is as if, in his age and his 

solitude, he felt overwhelmed by his memories and sought to exorcise them by giving 

them visible form" (Beardsley in Livingston and Beardsley, 1982, p. 49). This would 



certainly account for Ezekiel Gibbs's production of over 500-1,000 drawings from age 86 

to 103. Toward the end of his life, he drew directly on the walls of his home. 

Beardsley also points to the fact that spiritual and dream images reflect a close 

association with the black gospel tradition. Ezekiel Gibbs was a deacon in the Baptist 

church for over 60 years. Beardsley believes that "as educational opportunities are 

equalized and society becomes more mobile and homogeneous, the visions of folk artists 

may disappear" (Beardsley in Livington and Beardsley, 1982, p. 50). It was therefore of 

critical importance that the interconnection between the art and the memory of the folk 

artist, Ezekiel Gibbs, be documented and preserved. I include, in my thesis, a short 

discussion of the continuing debate over a defmition for Folk Art (Appendix A). 

Oral History 

For the thesis, I investigated the life history method and "its practical values, 

pitfalls, and difficulties" (Stake, 1995, p. 171) as it relates to the oral history of Ezekiel 

Gibbs. Paul Armstrong (1987) was a primary resource in this area of research. 

Interviews 

"The interview is the main road to multiple realities" (Stake, 1995, p. 64). Unlike 

some qualitative studies, questions were not predetermined prior to the intrinsic case 

study. The choice of wording questions, as the researcher, may have been open-ended or 

closed-ended. AIl interviews have been completed. An analysis of the collected data 



will reveal the effectiveness of the interview process (see Chapter III, Analysis of 

Interview Techniques). 

Pumoseful Sampling and Entrv into the Field 

I met Ezekiel Gibbs in 1977 while teaching art for the Older Adults Fine Arts 

Program, The Museum of Fine Arts, Houston. A farmer, he joined our art classes at age 

86 following the death of his wife and continued to create (both in classes and on his 

own) drawings and paintings until his death. Born into a black oral tradition in 1889, at a 

young age, he lost his parents. Raised by "Aunt Emily" and "Uncle Jim" (who told 

stories of "old time slavery people") until the age of six, he was given to a white family 

who raised him until he was fourteen. This early cross-cultural experience in both the 

westem culture and the African-American oral tradition influenced all of his 

interrelationships in the black community and in a dominant white culture. He stated that 

certain white people always looked out for him and he referred to them as "protectors." 

My initial intention was to film the artist, to rescue damaged drawings, to 

document, to preserve, and to protect his entire body of work as well as to educate the 

artist and his family to the pros and cons of the artworld. To protect both the observer 

and the participant, in 1980,1 entered into a contract with Mr. Gibbs giving me 

permission to document his art and oral history. Due to his age, I preferred that the 

contract was agreed upon and signed by Mr. Gibbs and all of his surviving children as 

well as myself (Appendix C). Documentation of the drawings continued through 1987. 

As I recorded his oral history and photographed his artwork, I began to notice the 



connection between his drawings and the stories he told relating to each work of art. I 

also began to notice a developing style. Patterns and themes began to emerge during 

documentation and data analysis (Appendix D: Rough Outline: Life History). 

As Mr. Gibbs's popularity increased, people continually knocked on his door 

wanting to purchase ten drawings for twenty dollars. Mr. Gibbs called me on the 

telephone stating that he felt "all balled up" and "didn't know what to tell people." As 

trust had been established, Ezekiel Gibbs asked me to become his "protector" (as other 

white people had been) and I entered into a second contractual agreement in 1982 to 

represent him as his exclusive agent (Appendix C). A designated family member signed 

the contract as a witness. My role of documentor changed to that of exclusive agent. 

In 1983,1 reintroduced the artist to the artworld by organizing and curating his 

first single-artist exhibition of 14 paintings at The Museum of Fine Arts, Houston 

(Appendix E). Prior to that time, he had been included in several group exhibitions. Mr. 

Gibbs became the second Black artist to have a one-man exhibition at the museum. 

Concurrently, I introduced him to the work of other Black folk artists by taking him to the 

landmark traveling Corcoran Gallery exhibition Black Folk Art in America: 1930-1980 

at the Institute for the Arts, Rice University, Houston, Texas (Appendix F). I also curated 

an exhibition of one hundred of his drawings at a Houston gallery during that time 

(Appendix G). Almost all current references to the artist are inaccurate and misrepresent 

the artist's style (Appendix H: Ezekiel Gibbs: Current References and Appendix I: 

Resume). 



Research Experience 

As documentation was completed prior to research, I believe it is important to 

include in this thesis the events that led to the research question. In essence, personal 

research and experience were the preliminary planning phase of documentation. 

As a teacher, an artist, a researcher, and a documantarian, I am uniquely qualified 

to present this thesis from the "inside." I have extensive research experience (almost 20 

years) regarding the question of the importance of connection between the life of the artist 

and the artwork. In 1979, at the University of St. Thomas, Houston, I completed a thesis-

equivalent paper on the traditional African artist and the interconnection between art, 

ritual, and religion (Bums, 1979). This research impressed upon me the importance of art 

being connected to the traditions and culture of the artist. The three elements (art, ritual, 

religion) appeared to be inseparable for analysis of the artwork. Similarly, in an advanced 

English class, my arguments for the reconnection of symbolic imagery in the text of 

lonesco's Rhinoceros to his disease of alcoholism were well received by the faculty as 

original and innovative. 

An intemship through Rice University, at The Museum of Fine Arts, Houston, 

forced me to focus on the importance of documentation of artworks and the tragedy of 

loss of provenance regarding artists and artworks (Burns, 1985). This loss in a sense 

parallels the loss of a culture to indigenous peoples. The experience resulted in a research 

paper of my experiences (Burns, 1985). 

At Rice University, I wrote an in-depth research paper in a graduate level art 

history class showing the importance of the parallel between painted images in 
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Kandinsky's Compositionl II and the artist's words in his book Uber das Geistige in der 

Kunst (Concerning the Spiritual in Art). The connection of words and images in the 

artist's life marked a pivotal transition in Kandinsky's style of painting. Scholars, at that 

time, tended to disconnect Kandinsky's art from his words. I was able to reconnect the 

artist's words and experiences to the artwork (Bums, 1985). 

In 1988, the Texas Folklore Society invited me to lecture on Ezekiel Gibbs. I 

gave a slide presentation of his artworks juxtaposed with stories from his transcribed oral 

tradition demonstrating the importance of the reconnection of art and life to establish 

meaning, understanding, and interpretation in Gibbs's art. I have continued to represent 

him since his death. 

In 1989, at the Texas Tech University Theatre Arts Department, my graduate 

research revolved around the reconnection of the playwright Sam Shepard to his verbal 

imagery and his life experience. Unlike theatre critics and theatre historians who at that 

time tended to disconnect Shepard's life from his plays, I was able to establish a 

reconnection (Burns, 1989). I will submit all of the aforementioned copywritten research 

papers for publication in the future. 

Process 

In this thesis, I document, explore, analyze, and describe the artist's contexts. I 

narrate the subject's meanings of situations and events including feelings, beliefs, ideals, 

and actions as they interconnect between the life and art of the artist. These goals were 

attained through observation, interview, and recorded data. An analysis of subjective 
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biases, associated effects, cause and effects, and sensitivity to dipost hoc ergo propter hoc 

fallacy will be discussed. 

I discuss how the aforementioned problems of misrepresentation, 

recontextualization, and denial of the artist's socio-cultural context may or may not have 

affected Ezekiel Gibbs. I review impressions of and reactions by the artist to art world 

events and to art education experiences. I demonstrate how Gibbs's oral life narrative, 

expressive cultural practices, and art interconnect. 

The Literature Review in Chapter II reveals the breadth and depth of investigative 

research. Major areas of focus were case study methodology, folk art, and contemporary 

black folk art. Chapter III focuses on methodologic research and methods of applications. 

In Chapter IV, I chose several drawings (color reproductions) and juxtaposed them with 

direct quotes by the artist regarding each drawing that demonstrate a reconnection of his 

art to his oral and socio-cultural history. In Chapter V, I weave an in depth analysis of the 

content of the interview-transcriptions with an analysis of Gibbs's art. I discuss the 

inventory of his artwork. In Chapter V, I also present my interpretation of collected data, 

triangulation (corroboration), emergent categories, questions of reliability, compatibility, 

translatability, and emergent pattems to establish validity. I include a visual analysis of 

the artwork and a verbal analysis of the oral history. In Chapter VI, I conclude the study 

with a short summary and implications for further study. 
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Limitations 

"Limitations are those conditions beyond the control of the researcher that may 

place restrictions on the conclusions of the study and their application to other situations" 

(Best & Kahn, 1989, p. 38). Limitations of dealing with a human subject, the complexity 

of research problems, methodological diffícuhies, and imperfect induction based on 

incomplete observation are addressed as the collected data is analyzed. "Inductive and 

deductive reasoning were used in a constant cycle"; therefore, I analyzed these changes in 

the reasoning process and attempted to address how and when they took place (McMiIIan 

& Schumacher, 1997, p.l3) as I reconnected the art and life of Ezekiel Gibbs. There is a 

question of the interpretation of the words that we "see" and "hear" ( McMilIan & 

Schumacher, 1997, p. 13). Questions of objectivity, precision, verifícation, summary 

generalizations, sources, evidence, and synthesized interpretations will need to be 

addressed. I thoroughly researched those sources referenced. 

Questions of personal style arose as no two documentors interpret and analyze the 

same. My style of data collection, I believed, was thorough and consistent. Data was 

collected prior to qualitative research training; thus there will be more focus on the 

analysis of data collected than on preplanning. Data collection processes evolved on a 

daily basis during the research time in the fíeld. 

Because documentation ended over ten years ago (1977-1987), memory was 

critical in data analysis and was supported by the coUected data. As a researcher, trained 

artist and teacher, I have excellent visual memory and recall regarding Mr. Gibbs. I 

continued to document, curate exhibitions, give presentations on Gibbs and preserve the 
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"Early Collection" (1987-1997). 1 have been in constant contact with the data for twenty 

years. 

There are questions of the changing roles of the researcher and the participant 

over the ten-year period of documentation which need to be addressed in future studies. 

With regard to limitations of the study, there is a question of paradox. A future 

discussion is necessary as to the paradox that exists between Folk Art, folk artists like Mr. 

Gibbs, and the gallery system. Does exhibition and commercialism change the artist? 

There is the question of a paradox also existing between the artist working in isolation, 

the artist in art academia, the artist in the mainstream artworld, and how such influences 

affected Mr. Gibbs. These questions will need to be addressed in future publications. 

Delimitations 

"Delimitations are the boundaries of the study" (Best & Kahn, 1989, p. 38). In 

the thesis I weave theoretical and historical research, naturalistic interviews, and Mr. 

Gibbs's oral history, and visual history. I culled only that information necessary to the 

case, chose certain interview sessions or exemplars of Mr. Gibbs's oral history and chose 

those drawings that accompany the oral history. AIl choices were made in an effort to 

show the connection between Mr. Gibbs's life and his art. As the researcher, I chose to 

end the longitudinal study at ten years. 

14 



CHAPTERII 

LITERATURE REVIEW 

Best and Kahn (1989) advise, "h is important to observe and interpret as an 

outside observer but also to observe and interpret in terms of the subjects-how they view 

the situation, how they interpret their own thoughts, words, and activities as well as those 

of others. . ." (p. 96). Therefore, "it is important that the researcher get inside the mind of 

the subject, while at the same time interpreting the behavior from his or her own 

perspective." A position of neutrality and awareness of one's subjectivity are critical to 

an effective case study. The chosen literature, reflecting the experience of trained 

researchers and observers, I believe, aided in analysis of the interactive research processes 

that occur in overlapping cycles and supported presentation of the collected data. The 

literature review was exhaustive. 

Qualitative research methodology was researched through the work of McMillan 

and Schumacher (1997), Best and Kahn (1989, 1997). Weller (1988), John Gubrium 

(1997), Wolcott (1990b), Bogdan and Biklen (1992), Denzin and Lincoln (1994), Denzin 

(1997), Glaser and Strauss (1967), Glaser (1992) Eisner (1991), Giesne and Peshkin 

(1992), LeCompteand Preissle( 1993) andVanMaanen (1988, 1990). Kirk and Miller 

(1986) were consulted regarding reliability and validity in qualitative research. 

The classic work of Piaget's qualitative approach (genetic epistemology) 

suggested a nonquantitative method of observing behavior and the nature of human 

growth and development. His logic was buih upon observation of children of various 
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ages who when confronted with tasks were required to use reasoning for their solutions 

(Piaget, 1970). The classic research of Dewey (1934) and Margaret Mead's cultural 

studies (1928, 1931) were reviewed as they relate to observations and case studies. 

"Inquiry in art education as it relates to case studies and the divisions between 

practices, theory, and culture as well as the need for reconnection with the culture of 

those studied and not imposed upon the individual from the outside" was researched 

through the writings of Krug (1993, p. 44). This approach is also supported by Blandy 

and Congdon (1988) and Wolff (1981, 1983). Further art education research for future 

study will depend upon the work of Beittel (1972, 1973, 1982), Chalmers (1981), and 

Ettinger (1987, 1983) as they relate to the case study. 

Ethnographic researchers such as Agar (1996), Wolcott (1985, 1990a, 1990c, 

1994), Chilcott (1987), Rayala (1984), Rose (1989), Clough (1945, 1987), and Clifford 

(1945; 1988) were consulted with regard to case study methodology. Theories of 

naturalistic inquiry were investigated through the research of Lincoln and Guba (1985). 

For the study of data analysis and data collection strategies, I relied on the 

research of McMilIan and Schumacher (1997), Best and Kahn (1989, 1997), Fielding and 

Fielding's (1986) Linking Data, Ferris (1982), Glaser and Strauss (1967), and Wolcott's 

(1994) Transforming Qualitative Data. Concerns of researcher objectivity and 

subjectivity were addressed through a review of Scriven (1972). 

Research on Folk Art relied heavily on WiIIiam Ferris (1974, 1982), but was 

supported by W. E. B. DuBois (1969), Mary C. Black (1987), Kenneth L. Ames (1992), 

RobertBishop(1983, 1984), Vlach(1991, 1996), Jean Lipman (1974, 1976, 1980, 1986), 
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Carrahar (1970), Glassie (1972, 1989), Hemphill and Weissman (1974), Vidaurri (1992), 

Rosenak and Rosenak's (1966) guide, and the research of Sellen and Johnson (1993). I 

included, in my thesis, a short discussion of the continuing debate over a defínition for 

Folk Art. 

On the subject of Outsider Art, I looked to John Maizels' text Raw Creation 

(1996) and research by Roger Cardinal (1972). Johnson's (1993, June) article "Signifícant 

Others" in Art in America (pp. 84-91) was informative with regard to the role of 

"experts" in Outsider Art. In Maizels' (1996) concentric circles of creativity theory, the 

concept of Outsider Art evolved from L'Art brut, which in tum overiaps with Folk Art 

and self-taught art radiating out into the world of professional art (see Appendix B). A 

study of the defmition of Naive Art as it relates to Mr. Gibbs was strengthened through 

the research of Bihalji-Merin and Tomasevic (1984). L'Art brut research utilized the 

work of Cardinal (1996), Messer and Licht (1986), and Maizels (1996) to aid in the 

classifícation of Mr. Gibbs in the Folk Art genre. In my research on Folk Art, Self-

Taught Art, and Outsider Art I used Sellen and Johnson (1993) as a reference for the 

study of 20th Century American Folk Art. The question of race was addressed through the 

research of Claude Levi-Strauss (1996) Race, Historv, and Culture and hooks (1990, 

1992) as it pertained to Mr. Gibbs. 

Interview research centered on Holstein (1995). Interviewing strategies were 

referenced by Spradley (1979), Gordon (1987), and Rowell (1993), and others. As 

referenced earlier, evaluation of naturalistic inquiry as it relates to the case study will rely 
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on the research of Guba and Lincoln (1981). Guides to good interviewing strategy 

include: Dexler (1970), Patton (1980), Payne (1951), and Stake (1995). 

Life history methodology explains the life history method and points out its 

practical values, pitfalls, and diffículties. Paul Armstrong's Qualitative Strategies in 

Social and Educational Research: The Life History Method in Theory and Practice 

(1987) was a primary resource in this area of research. Oral history research began 

through the work of Hoopes' (1979) introduction. Cutler (1971), Jensen (1981), and 

Lance (1980) will lend future supportive information. In the area of oral history and 

storytelling, I looked to Georges (1969). African-American oral narrative was 

investigated through works of Peterson (1990) and Dobkins (1995). Personal experience 

narrative and investigation was the focus of study through Adler (1994), Funda (1994), 

and Wischner (1991). LeCompte (1987) was my main reference regarding bias in 

biography. Investigation of cultural studies focused on Geertz's (1973) The Interpretation 

of Cultures. 

In an effort to strengthen the study of the dynamics of role relationships, I 

investigated Schumacher's (1994) research in the area of caring role relationships as it 

relates to the researcher and the artist. For further investigtion, in an effort to understand 

the nature of creativity, I will review the psychological research of Edgar Schein (1965) 

and the creafívity research of Pariser (1993). 

Studies on African-American art were supported by the research of Harris's 

(1994) "double conscious, double vision," Hartigan's (1994) "challenges of study," 

Livingston and Beardsley's 1982 study, and the research by hooks (1992). Marty 
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Shuter's (1996) study on African-American art of the South was an excellent resource. 

Texas Folk Art was referenced by Steinfeldt (1981). Blasdel's (1968) The Grass-Roots 

Artist also provided direction in that area as it relates to Gibbs's development as an 

African-American artist. In the area of contemporary black folk art, Regina Perry's 1992 

and 1993 article "Contemporary African Folk Art: An Overview" in the Intemational 

Review of African-Amerian Art was helpful in classifying Ezekiel Gibbs as a 

contemporary African-American folk artist. 

With regard to the question of inside and outside influences, I will refer to the 

work of Hall (1991), The Mythic Outsider, Maclegen (1991) in "Outsiders or Insiders," 

and Manley (1991) in "Separating Folk from Their Art." I also utilized Ferris' text, 

Local Color (1982). AII current references located on the subject, Ezekiel Gibbs, are 

listed in Appendix H (Ezekiel Gibbs: Current References). 
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CHAPTERIII 

METHODOLOGY 

Introduction 

The chosen methodology for this study is based upon qualitative research, "a 

naturalistic-phenomenological philosophy that views reality as multilayered, interactive, 

and a shared social experience interpreted by individuals" (McMiIlan & Schumacher, 

1997, pp. 391-397). The qualitative research plan "is an emergent design in which each 

incremental research decision depends on prior information" (McMiUan & Schumacher, 

1997, p. 393). This emergent design involves multilevel multimethod strategies: 

observations, in-depth interviews, and artifact collection. The goal of the design is to 

document, explore, analyze, and describe in-depth the connection between the art and life 

of Ezekiel Gibbs. The intrinsic case study design was chosen for its flexibility and 

adaptability allowing focus on one artist in-depth to create greater understanding and 

meaning. "Qualitative inquiry, as interactive fíeld research, is derived from subfíelds of 

the disciplines of anthropology, sociology, and psychology" (McMiIIan & Schumacher, 

1997, p. 408). 

Context 

It is my understanding that context for observation study includes the site, selected 

settings, social scenes, participants, and the time period for data collection (McMiIlan & 

Schumacher, 1997). The sites selected for the study varied. Ninety percent of the 
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interviews and recorded oral history took place in the living room of the artist's house. 

Ten percent of the site documentation included the artist at exhibitions (photographic 

documentation and interview), and the artist interacting with other artists (photographic 

documentation, interview, and 8mm film). 

The context for the interview was the shared experience of the participants. These 

experiences were revealed through audio-visual documentation involving tapes, 

transcriptions, color slides of the artwork, and photographs of events and exhibitions. An 

inventory of the artwork was created. Interview transcripts were typed from recorded 

sessions. AII interviews were recorded in the participant's language. In the transcripts of 

the tape recorded interviews all dialect was spelled phonetically. Personal advice in a 

letter from William Ferris (1982) suggested that for the sake of clarity in reading, all 

dialect should be removed when quoting a folk artist (see Appendix Q). In this thesis I 

present the original unedited stories accompanying each work of art. Selected paragraphs 

from transcriptions are presented with selected color photographic reproductions of the 

artwork they reference. Copies of color slides and copies of black and white photographs 

reflect events in the life of the artist (see Chapter IV). Mr. Gibbs was the participant; I 

was the observer. I deliberately did not interview family members or friends of Mr. 

Gibbs because I did not want them to influence my impressions. All interpretations of his 

art and oral history were a direct result of our one-on-one relationship. 

Regarding actual documentation, I choose not to document every event in the life 

of the artist, rather I focused on his museum exhibition, his gallery exhibitions, his trip to 
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Rice University to observe the Black Folk Art Exhibition and interviews during the ten-

year study. Coding processes, division, and classifícation of data are presented. 

Constmctivism 

The epistomology is constructivist with focus on "multiple contexts to create 

understanding" (Stake, p. 1995, p. 43). Constructivism is a body of theory (Knuth & 

Cunningham, 1993). "Constructivism starts with the view that knowledge must be 

constmcted within the cognifíve stmcture of every individual, so that it is fundamentally 

personal, while being dependent on experiences in the learning environment and on social 

interactions" (Bosfíck 1998 citing Grabinger & Dunlop, 1995). David Perkins (1999) 

references philosopher D. C. PhiIIips (1995, pp. 5-12) who identifíes three disfínct roles 

in constructivism: "active leamer," "social learner," and "creative leamer" (Perkins, 1999 

reproduced in Wilson Select, p. 1). As there were no schools for Ezekiel Gibbs as he was 

"growing to maturity," he could not read and other than his elaborate signature, write. He 

participated in all three roles through his experiences in the "school of life." 

The theoretical and philosophical basis for constructivism has a long history and 

scholars disagree as to its theoretical roots. Some scholars believe constructivist thinking 

began with Socrates (Marron, 1982), who "affírmed human potential and self-

actualization as infmately more worthy than the acquisition of facts" (Manus 1996, pp. 

312-316, reproduced in Wilson Select, p. 1). Other scholars believe the basis for current 

interest is rooted in Dewey (1916, 1934) and Piaget's early studies (1952, 1954, 1973). 
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Educationally, scholars appear to advocate a learner-centered approach, that leaming 

originates from the inside. 

The research goal is to search for "patterns and consistencies" (Stake, 1995, p. 

42), to establish chronologies, to convey reader understanding of human experience 

through "observafíon and description" (von Wright, 1971 cited in Stake, 1995, p. 39). 

Pattems assist readers in a better understanding of the case. Chronologies place the case 

in perspective. Observations and descriptions are reflective of the researcher's conscious 

awareness. 

Case Studv 

"Louis Smith, one of the first educational ethnographers, helped defíne the case as 

'a bounded system,' drawing attention to it as an object rather than a process" 

(Stake, 1995, p. 2). Robert Stake in The Art of Case Study Research states that "the 

person being evaluated is the case study." Early case study evolved from the classic 

single in-depth studies of Sigmund Freud (1918). In this thesis, Ezekiel Gibbs is the case. 

Qualitative case studies involve "multiple realities" (Stake, 1995; McMillan & 

Schumacher, 1997), "experiential understanding" (von Wright, 1971), and "thick 

description" (Geertz, 1973). "Qualitative advocates such as Eon Guba and Yvonna 

Lincoln (1982) and Eliot Eisner [n. d.], and Alan Peshkin (1985) place high priority on 

direct interpretation of events .. . (Stake, 1995, p. 40). 
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In case study designs, researcher role is described by Stake as "persons most 

responsible for interpretations are in the fíeld, making observations, exercising subjective 

judgments, analyzing and synthesizing, all the while realizing their own consciousness" 

(1995, p. 41). The researcher role is "ongoing," " interpretive," and "noninterventionisf' 

(Stake, 1995,p.43). 

It is important, in case study, to understand the signifícance of variables. "In 

quantitative studies, the research question seeks out a relationship between a small 

number of variables" (Stake, 1995, p. 41). "In qualitative studies, research questions 

typically orient to cases or phenomena, seeking patterns of unanticipated as well as 

expected relationships" (Stake, 1995, p. 41). 

"The dependent variables are experientally rather than operationally defíned" 

(Stake, 1995, p. 41). "Situational conditions are not known in advance or controlled" 

(Stake, 1995, p. 4). "Even the independent variables are expected to develop in 

unexpected ways" (Stake, 1995, p. 4). 

This disciplined intrinsic case study, wherein 

the case is dominant and of the highest importance rather than the issues 
utilizes a conceptual structure of understanding, uniqueness, complexity, and 
interaction within contexts as well as placing direct emphasis on observation, 
research, interpretation, particularization, and emergent patterns. This study 
hopes to be noninterventive and empathetic to preserve multiple realities. 
(Stake, 1995) 

For this thesis, I chose case study in an effort to focus on one artist in-depth to 

create greater understanding and meaning. The intrinsic case study design was chosen 
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because of its 

. . . flexibility and adaptability to a range of contexts, processes, people, foci and 
because it provides some of the most useful methods available in educational 
research. The intrinsic case study design was also chosen to document, explore, 
analyze and describe participant contexts, to narrate participant meanings of 
situations and events including feelings, beliefs, ideals, thoughts, and actions 

as they interconnect the life and art of Ezekiel Gibbs (McMiIlan & Schumacher, 1997, p. 

394). 

The approach of the case study was longitudinal, spanning ten years. In the 

prolonged field research, I attempted to get inside the mind of the participant and become 

immersed in his life. My purpose was to understand the life cycle of the participant, to 

analyze interactions that influenced change and growth (Best & Kahn, 1989). Bromley 

(1986) notes, "A 'case' is not only about a 'person' but also about that 'kind of person'" 

(cited in Best & Kahn, 1989, p. 92). The strength in a case study lies in the observation of 

the participant in a real-life setfíng. Issues of extemal validity emerge within the case 

study. 

Stake (1995) states, "with intrinsic case study, our primary task is to come to 

understand the case" (p. 77). In this intrinsic case study, I gathered data by a wide variety 

of methods: 1) observation, (2) interviews, and (3) recorded data. 

The intrinsic case study is a useful method of organizing research, [although 
Best and Kahn caution the researcher that] (1) the method may be deceptively 
simple, (2) the researcher must have theoretical knowledge of the field of 
inquiry, and (3) the researcher must be skillful in isolating signifícant variables 
from irrelevant variables. (Best & Kahn, 1989, p. 94) (see Foreshadowed 
Problems) 

According to Stake (1995, p. 41), "The dependent variables are experientially rather than 

operationally defíned." AIso, "Situational conditions are not known in advance or 
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controlled." And fínally, "Even the independent variables are expected to develop in 

unexpected ways." In intrinsic case study method, a thorough analysis of subjective 

biases, associated effects, cause and effects, and sensitivity to dipost hoc ergo propter hoc 

fallacy will eliminate the threat of subjective bias in objective data-gathering and analysis 

(Best&Kahn, 1989). 

"Analysis of the researcher's role, social context, data collection strategies, data 

analysis strategies, authentic narrative, typicality, altemative explanations,/705/ hoc ergo 

propter hoc criteria analysis, and critical traditions will generate extension of the 

fmdings" (McMiUan & Schumacher, 1997, pp. 411-412). 

In case study methodology, questions of ethical principles, ethical dilemmas, and 

research ethics are addressed. The importance of informed consent as a dialogue, 

confídentiality, anonymity, deception, privacy, empowerment, caring, harm, and faimess 

are critical to an effective qualitative case study. This case study will pose questions of 

the design with reference to the standards of adequacy. Modifications were made as the 

analysis of data collection progressed (McMiIIan & Schumacher, 1997, pp. 418-422). 

In an effort to understand case methodology, my primary sources were Robert E. 

Stake's, The Art of Case Study Research (1995), and Stockrocki's "Qualitative Forms of 

Research Methods" (1997). Stake advises a study of philosophical and methodological 

traditions through the research of Denzin and Lincoln's (1994) text, Handbook of 

Oualitative Research. For understanding of case study faults, I investigated the writing of 

Walker (1981) and Miles (1979) regarding the problem of analysis. I examined 

Cunningham's article wherein he lists common case study approaches and identifíes the 
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principles relating to each case (1997). Robert Stake believes that "the researcher plays 

different roles and has different options while making continuous decisions" (Stake, 

1995, pp. 91-92). In preparafíon for the interpretation of this case study, I investigated 

the six common researcher roles: teacher, advocate, evaluator, biographer, theorist, and 

interpreter (Stake, 1995) [and exclusive agent] and determined that I played each of the 

aforemenfíoned roles. 

Some contemporary qualitative researchers believe that knowledge is constmcted 

rather than discovered (Guba & Lincoln, 1982). I examined the movement of 

educational and social research toward a constmctivist view and also reviewed the 

objections toward a construcfívist's viewpoint by Phillips (1990) and Schwandt (1994) in 

an effort to determine the relevance to the intrinsic case study of Ezekiel Gibbs. I relied 

heavily on the classic research of John Van Maanen's book Tales of the Field (1988) as it 

related to the uniqueness of the case study of Ezekiel Gibbs. 

The chosen methodology for the case study is "personal interpretation" (Stake, 

1995, p. 2). In the case study, "qualitative research orientation is away from cause and 

effect explanation and toward personal interpretation" (Stake, 1995, p. 40) and 

emphasizes "holistic treatment of phenomena" (Schwandt, 1994 cited in Stake, 1995, p. 

43). Interpretation as method involves "intense interaction of the researcher" with the 

case (Ezekiel Gibbs) in the field, "constructivist orientation to knowledge," "attention to 

participant intenfíonality," "sense of self," and "researcher personal view" (Stake, 1995, 

p. 42). 
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Metaphors 

Mr. Gibbs utilized farm-related metaphors throughout the period of the study as 

they applied to his art. He equated the concept of "silo" to the storage of his artwork. He 

viewed documentation of his artworks as a "roundup." His signature on his artwork he 

viewed as "branding" his paintings as he did his animals. He viewed our recording of his 

oral history as "let the record be there." Paintings and drawings were his "crops." The 

act of selling his drawings, in his mind was equated with benefítting from the "harvest." 

Our eventual contractual agreements and my actions as his exclusive agent he referred to 

as "sharecropping." In his drawings and paintings of crops and gardens he viewed his 

images as "planted," not painted. 

Foreshadowed Problems 

Best and Kahn (1989) warn that although the case study is a useful method of 

organizing research observations, certain precautions should be considered: "(1) the 

research method may look deceptively simple, (2) the researcher must be familiar with 

existing theoretical knowledge of the field of inquiry, and (3) the researcher must be 

skillful in isolating significant variables from many that are irrelevant." They suggest that 

there is a "tendency to select variables because of their spectacular nature rather than for 

their crucial significance" (Best & Kahn, 1989, p. 94). 

Best and Kahn (1989) also warn that subjective bias is a constant threat to 

objective data-gathering and analysis. They suggest the danger of selecting variable 

relationships based upon preconceived convictions. They also wam that "apparent 
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consistency of a too limited sample of observations may lead the researcher to an 

unwarranted feeling of certainty about the validity of his or her conclusions and that 

effects may be wrongly attributed to factors that are merely associated rather than cause-

and-effect related" (Best & Kahn, 1989, p. 94). 

In an effort to eliminate these foreshadowed problems, I attempted to get inside 

the mind of my subject, Ezekiel Gibbs, and at the same time to interpret his behavior 

from his owoi perspective. I had to analyze the cultural and racial biases and differences 

involved and to attempt to maintain a position of neutrality. Objective observation began 

with an attempt to eliminate any preconceptions or hypotheses. I thoroughly researched 

case study methodology, read single case studies appropriate to this study, and looked for 

crucial significant variables. 

With regards to foreshadowed problems, certain questions needed to be 

addressed: Is it possible for the researcher to gain the participant's understanding of 

meaning, noting language variation and linguistic patterns, nonverbal cues and social 

interactions when both the participant and the observer come from different ethnic 

cultures? What about the voice of the researcher and the voice of the participant? Are 

they equally interactive? 

Questions surfaced regarding the artist, Ezekiel Gibbs. How did Gibbs relate to 

his art? How did he relate to the art community? Where does he fít, if at all, into the 

Folk Art genre? Would the artist's poinfíllistic style have emerged without teacher 

influences? Would his use of full space have evolved without teacher encouragement to 
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"fíll up all the spaces on the paper"? Would his art have evolved in the artworid without 

individuals claiming him to be a Folk artist and making him known to the artworid? 

Did the researcher's data collection methods inhibit the artist? Interviewing? 

Taping? Did the researcher's presence create expectations? How has the researcher's 

influence changed the isolation or integration of the artist from the art community? There 

is a quesfíon of trust establishment. How many years did it take to establish complete 

trust? How did the researcher protect the participant, both personally and legally? 

Remaining questions of objectivity and subjectivity will be addressed as they "emerge 

from an analysis of the data" (Scriven, 1972, p. 15). 

Suitability of Site 

The primary site for data collection was the home of the artist, Ezekiel Gibbs, in 

Houston, Texas. The living room, where the artist drew at his dining table, was a total 

environment. The walls were covered with colorful drawings by the artist (see Appendix 

R). Interspaced with the drawings were a photograph of John F. Kennedy, tom from a 

newspaper, and a photograph of Martin Luther King. A piano triangulated one corner of 

the living room, silent since the death of his wife of 63 years. A portable television set 

was supported by a moveable cart. A small gas heater shed warmth on cold, damp 

Houston momings. A zodiac image of a lion was attached by a large rusting nail. 

Although Leo was not his astrological sign, the artist referred to himself as "a lion that 

roared." Gibbs appeared comfortable in this environment. Outside, he had tiUed the soil 

in his front, side, and back yards for planting crops in his garden. The site was suitable 
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for primary interviews and documentation of the artwork because he appeared to be more 

at ease in his home. 

Researcher's Role 

It was my intention, as a researcher, to secure the trust of my participant, to 

ethically protect the confídences shared by my participant and to protect both parties 

through contractual agreements and a Human Subject Rights Approval document 

approved by Texas Tech University (see Appendix J). "An ongoing interpretive role of 

the researcher is prominent in qualitative case study" (Stake, 1995, p. 43). In naturalistic 

interpretation, qualitative researchers appear to study participant's perspectives, feelings, 

thoughts, ideals, beliefs, and actions in natural situations. 

Grounded Theory 

The grounded theory is a method of allowing theories to emerge. Glaser and 

Strauss wrote The Discoverv of Grounded Theory in 1967. For this study, I researched 

the theorefícal approach relating to grounded theory: B.G. Glaser (1992) text Emergence 

vs. Forcing: Basics of Grounded Theory Analysis. 

nductive Data Analysis 

It is my understanding that there is no set of standard procedures for data analysis 

in qualitative research. Data analysis appears to be inductive, moving between analysis of 

raw data and synthesis. I used inductive logic, building hypotheses as they were 

suggested by observafíons, and periodically reevaluated them over the ten-year period. h 
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appears that inductive analysis is contingent on the observer's intellectual persistence. 

McMiIlan and Schumacher (1997, p. 502) defíne the process of inductive analysis as 

"entailing several cyclical phases: (1) continuous discovery, (2) categorizing and 

ordering of data (see Life History: Rough Outline, Appendix D), (3) qualitative 

assessment of the trustworthiness of the data to refíne pattems, and (4) writing synthesis 

of themes and/or concepts." In practice, "inductive reasoning is usually not possible," and 

I used "imperfect induction based on incomplete observation" (McMilIan & Schumacher, 

1997, p. 13). In this case study I did not observe the artist, Ezekiel Gibbs every day 

during the ten-year study nor did I live with him in the fíeld. Coding processes, division, 

and classification of data are presented. 

Emic Categories 

Emic categories were explored. It is my understanding that emic categories 

represent insiders' views, whereas etic categories represent the outsiders' views (Pelto 

and Pelto, 1978). Stake references Erickson's (1986) attention to ethnographers' 

traditional emphasis on emic issues as "those concems and values recognized in the 

behavior and language of the people being studied." Clifford Geertz (1973) called it 

"thick descripfíon" (Stake, 1995, fn 12, p. 102). 

Data CoIIecfíon and Analvsis Strategies 

CoIIected data techniques include: observation, interview, tape recording, 

transcriptions, slides, and photographs. Data analysis strategies include: inventory 
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analysis, transcription analysis, slide analysis, and slide presentation. The analyses are 

achieved through coding and sorting, cross-referencing, and cross checking (Appendix 

K). 

"Qualitative phases of data collection and analysis are interactive research 

processes that occur in overiapping cycles of observafíon and interview." "These are not 

called procedures but data collection and analysis strategies, techniques that are flexible 

and dependent on each prior strategy and the data obtained from that strategy" (McMillan 

& Schumacher, 1997, p. 401). 

Interactive strategies were used to collect data and formulate an emergent design. 

Data collection was achieved through (1) the implementation of prolonged and persistent 

study and (2) verbatim accounts recorded in the participant's language or dialect and 

transcribed accordingly. Data was collected from 1977-1987 and managed through the 

use of (1) an inventory of the artwork, (2) tape recorded interviews, (3) transcriptions of 

recorded interviews, (4) photographs of the artwork (color slides), and (5) photographs 

and interviews of the artist interacting in the art community. 

Data collection strengthens the validity of the qualitative design. "Validity is the 

degree to which interpretations and concepts have mutual meanings between the 

participant and the researcher" (McMiIIan & Schumacher, 1997, p. 402). Questions of 

validity of qualitative designs include: "(1) internal (causal references), (2) extemal 

(generalizability), (3) issues of objectivity, and (4) issues of reliability" (McMillan & 

Schumacher, 1997, p. 401). McMillan and Schumacher (p. 404) state "Validity addresses 

these questions: (1) Do researchers actually observe what they think they observe? and 

33 



(2) Do researchers actually hear the meanings that they think they hear? The researcher 

and participant agree on the description or composition of events, especially the meanings 

of these events." 

I implemented the following strategies in this case study to enhance validity. The 

fieldwork spanned a ten-year period. Accounts were recorded and transcribed verbatim in 

the participant's language, although stories were edited from the transcriptions for clarity. 

Low interference descriptors were used (records were precise and literal). Mechanically 

recorded data was obtained through a cassette tape recorder. I was the only researcher at 

each interview session. I reviewed interview data with Gibbs on a regular basis and any 

discrepant data was corrected. I investigated Wolcott's (1990b) research on "seeking" 

and "rejecting" validity. 

Strategies to minimize bias implemented in this case study were: (1) exercising 

disciplined subjectivity (Erickson, 1986) through rigorous self-monitoring, self-

questioning, and reevaluation, (2) recognizing the importance of emotions and feelings in 

the field because of face-to-face interaction (Kleinman & Copp, 1993), and (3) studying 

biases and subjectivity in qualitative research (LeCompte, 1987). Fieldnotes, written 

notations, and observations during inventory of the artwork aided in self-awareness and in 

the development of formal data analysis. 

Pelto and Pelto (1978) wam that "failure to provide sufficient design specificity 

and failure to describe strategies to minimize researcher bias invite serious questions 

about the validity of the research" (McMillan & Schumacher, 1997, fn 6, p. 408). 

LeCompte (1987, pp. 43-52) remarked that "some researchers write out biases before they 

34 



design a study." In this case study I searched for biases in data analysis. Taped 

interviews were used to minimize researcher bias. McMilIan and Schumacher also note 

that "participant reaction, independent corroboration, and confirmation done at all stages 

of the research process probably constitute the most effective technique to identify 

observer effect or research bias" (McMilIan & Schumacher, 1997). I noted all of the 

above in the data analysis as it relates to Ezekiel Gibbs. 

In data collection, the question of objectivity is raised. "Objectivity in qualitative 

research refers to the dependability and confirmability of the researcher's interactive 

style, data recording, data analysis, and interpretation of participant meanings" (McMillan 

& Schumacher, 1997, p. 408). I addressed concems of researcher objectivity and 

subjectivity (Scriven 1972). I addressed questions of validity, bias, and objectivity in the 

analysis of data in the thesis. 

McMillan and Schumacher (p. 409) cite various researcher effects: (1) "data from 

informants is valid even though they represent a particular view or are influenced by the 

researcher" and (2) "potential researcher effect can be minimized if researchers spend 

enough time in the field, conduct several interviews, and thoroughly search for documents 

to obtain data from several perspectives and types of sources." They advise that 

"extended time in data collection allows for corroboration of data and identification of 

sources likely to produce artificial, contrived, or biased informafion" (McMiIIan & 

Schumacher, 1997, p. 409). 

Techniques used in this study were muhimethod: observing, recording, 

transcribing, and analyzing. Two hundred and ninety-six pages of transcriptions (8-1/2 x 
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14) representing 13+ interviews were reviewed and analyzed. Distinct pattems of 

repetitive themes emerged during data collection and analysis of Ezekiel Gibbs's art: 

"Clocks," "Old Home Houses," "Preacher and Deacon," "Self-Portraits," "Night 

Drawmgs," Ezekiel Gibbs with his wife and children, and religious themes, "Christ on the 

Cross, Moon, 7 Stars, and Eclipse." 

A description of the five data collection and research phases (planning, beginning 

data collecfion, basic data collection, closing data collecfion, and complefion) were 

reviewed as they relate to the artist (Fielding & Fielding, 1986). The planning phase 

includes: (1) a descripfion of the suifibility of the site and various setfings in the Houston 

community, (2) types of interviewees, (3) documents, newspaper and magazine articles 

relating to Mr. Gibbs, and (4) signed contracts giving me permission to document the life 

and art of the artist (McMillan & Schumacher, 1997) (Appendix C). 

In a study of beginning data collection, I reviewed the first days in the field in an 

effort to establish trust and confidence. I recalled the many levels of reciprocal 

relationships beginning with our mutual shared history in Ft. Bend County, Texas; our 

basic establishment of tmst and faith based upon religious convictions; our mutual 

interest in artistic creation; Mr. Gibbs's need to tell his story; and the researcher's need to 

document and preserve the connection between the artist's art and life history. 

AIso important in the beginning phase of data collection was: 

(1) orientafion to the field, (2) gaining a sense of the totality of the setfing, (3) 
the systematic interview process and the participant's initial reactions to that 
process, (4) polishing interviewing and recording procedures, (5) adjustments 
made in the interviewer's technique to establish rapport and trust, (6) the order 
and phrasing of questions and statements during interviews, (7) development of 
organizing, coding, and retrieving collected data for formal data analysis, and 
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(8) transcripts of interviews and fieldnotes. (McMiIIan & Schumacher, p. 402, 
403) ^ 

In a discussion of basic data collection, I analyzed that point where the observer 

begms to "hear," "see," and "read" what is going on rather than just listening, looking 

around, or scanning art and documents. I continued to make choices of data collection 

strategies. As the initial patterns emerged, I identified ideas and facts that needed 

corroborafion in the closing phase (McMilIan & Schumacher, p. 403). 

Closing data collecfion involved that fime when the researcher "leaves the field," 

or conducts the last interview (Ferris,1982). In the case study of Mr. Gibbs, I made a 

decision to allow the artist's actions to determine the time for closing data collection. In 

the tenth year, I ceased documentation of Mr. Gibbs's art and life as I began to observe 

his imitating and repeafing himself in his drawings and stories (Ferris 1982). At that 

fime, I tified his body of work from 1977-1987 "The Eariy Collecfion" because it was 

original and fresh. I realized that further data collection would not yield any more 

insights relevant to the research problem (McMillan & Schumacher, p. 403). During the 

closing data collection phase, I began to focus less on documentation and more on the 

richness of the collected data and the shared goals of publication. At that time attention 

to interpretations, understanding, and verification of the collected data became 

paramount. 

The fifth phase of data collection is complefion "in which formal data analysis 

takes place" (McMiIlan & Schumacher, 1997, pp. 403-404). During this phase, I asked a 

range of questions of the recorded data, sought themes and interpretafions, and analyzed 

emergent patterns (Appendixes K, L, M). I also investigated the research of Ferris (1974; 
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1982), Glaser and Strauss (1967), Fielding and Fielding's (1986) Linking Data and 

Wolcott's (1994) Transforming Oualitative Data. I completed all data collection to date 

for this intrinsic case study of Ezekiel Gibbs in 1987. I present actual data analysis in the 

thesis through a construction of facts found in the recorded data. 

Content Analysis of the Inventory 

Field Notes 

Field notes were written during each interview session. Cross-referencing the 

fieldnotes was the tape recorded oral history and the coded number of the artwork on the 

back lower right or left comer. Fieldnotes were written on 8-1/2 x 14 yellow legal pads, 

my preference for notetaking. Each set of fieldnotes ( divided by interview sessions) was 

dated in the upper left corner; a central fitle indicated the artwork covered for that day 

(NBI) (1-72 drawings). Corresponding pages of the transcriptions were noted after the 

interviews were transcribed. In the upper right corner was placed pertinent information, 

size of drawing paper (if all the same), and the medium used to draw or paint (tempera, 

oil pastel [OP], pencil [P] . . .) (Appendix N). 

Chart Format 

The same chart format was used for each session. Columns were created with 

headings divided into: Transcription (corresponding pages-see analysis of 

transcriptions), Art# (written on the back of each drawing), Title (of the artwork; titled 
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by Mr. Gibbs), Comment (to better idenfiíy the artwork and to key memory), and 

Medium (to reveal ground and medium) (see Appendix H). 

Coding Process 

Review of the coding process revealed a change between notebook coding and 

loose drawing coding. This refiected my lack of experience using a coding process. 

As Mr. Gibbs's eariiest drawings were on bound notepads of drawing paper, I 

coded each notebook using the letters NB to signify notebook, a Roman numeral denofing 

which notebook, and consecutively numbered each work in the order within the notebook 

and the order in which it was discussed during the interview. Hence the inventory reads 

NBI#l,NBI#2,etc. 

As there were six notebooks they were noted: NBI, NBII, NBIII, NBIV, NBV, 

and NBVI. Of note: NBVI was also coded "BD" for "black drawings" on black paper. 

For some reason, the letter "A" was totally omitted and I moved to code "C" for 

drawings on a Grumbacker Pad. A set of 88 drawings were called "B" drawings. There 

is also a code of "C" on 32 drawings. Each drawing in this "C" category is painted on an 

unusual ground: corrugated cardboard, lid of box, grocery sack, shirt cardboard tablet 

paper, or describes acrylic on paper, WCP/H20. The code "WD" was used for wall 

drawing; those works Mr. Gibbs had glued to the wall with his "special homemade glue." 

In a search for a new code, I noted "RD" (recent drawings) for three drawings during the 

March 8, 1981 session. 

39 



I also noted an inconsistency in coding the date in the upper left comer of the 

inventory. Most of the fime I recorded fuU dates: March 30, 1981, but occasionally only 

March 1981. I cross-referenced these inconsistencies with the actual tape recorded 

sessions as I always recorded the full month, day, and year at the beginning of each 

session. The original field notes have not been modified at this fime. 

Beginning March 30, 1981,1 began to code the last drawings documented, "LD," 

numbering them consecufively LD#1, LD#2, LD#3. Unfortunately, each session that 

followed was numbered in a similar manner. Fortunately, I can cross-check the dates and 

titles on the back of each work of art against the LD numbered drawings in the inventory. 

In 1986, there was only one drawing to be documented LD#1 (1986). When the 

coded inventory was typed into the charted format, some of the coding seemed awkward 

in its inconsistency, but clear and accurate. Close inspection of fieldnotes revealed that 

on two occasion due to time constraints, I arrived at the interviews without my legal pad. 

On one occasion, in an effort to find paper at Mr. Gibbs's house I had to cut a grocery bag 

apart to create 2 sheets of paper to use for the inventory. On another occasion, I wrote my 

fieldnotes on the backs of various colored sheets of paper he had in his home. Like 

Ezekiel Gibbs, I had to "ketch as ketch can." 

Tifies 

Mr. Gibbs's fifies direcfiy refiected the images, processes, stories, or acfions 

represented in the artwork. Tifies for the artworks were recorded in the artist's words on 

the tape recorder and spoken directly to the researcher. Titles were written on the back of 
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each drawing or painfing in the lower right or left comer. I repeated each fitle at the end 

of documentation of each artwork for confirmation of accuracy from Mr. Gibbs. He 

nodded his head in agreement or made a correction. 

Titles were written verbatim in the Title column of the fieldnotes. From time to 

time when Mr. Gibbs was at a loss to create a title from the art and story images I would 

ask, "What do you want to call this one, Mr. Gibbs?" He would then focus on a central 

figure in the painting or drawing and a title was formed. 

Titles were important to Mr. Gibbs because they reflected what was happening in 

the artwork. Sometimes a title would consist solely of all of the images in the drawing or 

painting ("Apple Orchard," "Barbecue House"). At times the title would be general 

("Sheep" or "Horse"). 

Mr. Gibbs tified his farm acfivifies in descripfive format ("The Garden," "Bale of 

Cotton/Cotton Pickers," "Melons/Cushaws," "Sweet Potato Patch," "Water Pump"). At 

times he named his paintings in relafion to a story in his memory ("Addick's Church 

House 1922," "Ole Jack the Mule I Killed," "Slaughter," "Me and Rabbits in the 

Garden," "A Deer and His Litfie Ones"). 

Titles reflected acfion-adventure ("Mule Runnen' Away with the Wagon," "The 

Flood, 1914," "The Fight," "The Accident," "Moming Spring Green Church"). Titles 

reflected abstract religious themes ("Paradise Tree," "Christ on the Cross, Moon, Seven 

Stars, Rainbow," "Preacher and the Deacon," "Adam and Eve in the Garden," "Easter 

Moming"). 
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Titles reflected family relafionships ("E.G. and Sons in the Field at Night," "Me 

and My Wife in the Garden"). Titles also reveal pleasures ("Hunting," "Fishing," "Senior 

Cifizens"). 

Personal Comment 

Personal comments were based upon observation. The Comment column was 

reserved for my personal comments or key descripfive words to identify the artworks and 

to record damaged artworks (tears, wrinkles, spots). Special notations were made if 

someone had bought a painting: 

March 22, 1985, LD#20, "Ole Boley," horse with saddle 
green muzzle/bald face horse/*Mr. Gibbs's grandson bought 
this painting for $20.00 at Christmastime. Mr. Gibbs keeping 
the painting in his house to retum to him. 

The comment column was also reserved for special comments Gibbs may have 

made or emotional responses I noted: 

LD#1/ "Las Vegas Funeral, 1985" 
"Me on the left" [sad] 

LD#2/ "Eddie Gomman's Funeral, November 1985" 
"Know'd him-gave him money to buy his marriage 
license-I married a year before he did-died Nov, 1985" 

LD#3/ "Senior Center"/ "Sisters sitting around the welcome 
table-drew their picture-me on the right, greefing" 

LD# 4/ "Boley/BIue Ducks/Turkey"/ "Me in the right hand 
corner-they call me Big Hat Man" 

I also noted in the comment column a star if I feh that the artwork was special-if it 

touched me personally for some reason. 
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The Comment column was very personal to me; therefore, when the formal 

inventory was typed I omitted my personal comments noting only if a work of art was 

damaged. Personal comments can only be found in the fieldnotes. Notations on the 

comment column marked fime span: "1982 LD (Last Drawings) After Photos Taken." 

Medium 

In the Medium column special notations were made as to paper used: 

"Black," "White," "Mounted on Cardboard," "Mickey Leeland 
Envelope" (Mr. Gibbs Black State Representafive), "green paper," 
"orange envelope," "brown paper," "Watercolor and oil pastel on 
purple paper," "white paper/oil pastel/tear around head" (3-22-85). 

Coded letters were used for media: (OP) oil pastel, (P) pencil, 
(H20C) watercolor, (T) tempera, (M) marker, (A) acrylic, (WCP) 
watercolor pencil. 

On the fieldnotes, notations were made of paper size, but measuring each drawing 

was completed after each interview session with Mr. Gibbs as it tended to slow the 

interview process. At Mr. Gibbs's request, the drawings from the early collection 

remained in my possession; therefore, I had direct access for further analysis. I did not 

want to tire Mr. Gibbs because of his age-but there were sessions in which he outlasted 

me. I was exhausted; he was strong! 

There was an interesting notation in the medium column of the fieldnotes 

regarding Mr. Gibbs's title of his drawing: 

(3-2-83) LD#23, "Folk Art Picture I Saw," my comment was 
"First fime E.G. duplicated a picture he had seen-not from 
memory or direct experience" 

43 



It is of note that as a gift I had bought a copy of Cecelia Steinfeldt's (1981) Texas 

Folk Art: One Hundred Fiftv Years of the Southwestern Tradifion for Mr. Gibbs as his 

artwork was featured in that publicafion. His Museum of Fine Arts, Houston exhibifion 

ran from March 5-May 15, 1983 and he did not see the Black Folk Arts Exhibifion at 

Rice University until after his museum exhibition began-therefore, he must have been 

influenced by the Steinfeldt book as it was the only known reference to folk art in his 

home at that time. 

Also at the top of the Medium column a notation was made if the number of 

images differed from the number of drawings , as Mr. Gibbs, from time to time, drew on 

both sides of the paper. 

Accession Record 

An accession record file card was used to document the following: Collection of, 

Accession no., Object, Artist, Dates, Nationality, Title, Edition, Signed/Location, 

Date/Location, Medium, Period/Date of Origin, Dimensions (Image/Object, 

Formed/Mounted, Base [sculpture], Descripfion, Condition on acquisition, Acquired 

from, Date, Purchase Price, and Object Insured by. At the bottom of the card was a 

section for Location (installed where? stored where? other? specify [date]). In the upper 

right-hand corner was a space for a small photo or slide to be attached. Both negative 

numbers and slide numbers spaces were included (see Appendix O). In the upper left-

hand comer I coded the Master Number of the slide of the artwork. This Accession 

Record format provided in-depth information for cross-checking references. 
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Analvsis of Interview Techniques 

Taped Recorded Interviews 

The tape recorder was used to "tell it like it is" so no one could misquote Ezekiel 

Gibbs. An Oral History Contract giving me permission to tape record was signed in 

1980 (see Appendix C). The purpose was to collect verbal recorded reference of Mr. 

Gibbs's oral history through the use of a Panasonic tape recorder. There were 13 

interview tapes recorded on Memorex MRX3 Oxide 90 tape. Each side recorded 45 

minutes. Each tape was coded appropriately: Ezekiel Gibbs NBI (1-72) (2-2-81). One 

tape code referenced "personal discussions." The tapes were stored in an 8 x 14 in. white 

cardboard box and labeled: "Ezekiel Gibbs—Tapes." A masters sheet was placed inside 

the box listing each tape: Tape #1, E.G. Notebook I (1-72) (2/2/81). 

Each tape recorded session was begun by my stating the date, naming the 

participants, and referencing the artwork to the documentation, such as "Notebook I." I 

then stated, "In this interview session we will be focusing on Notebook I." AIso, at the 

end of each recorded session I concluded with a summary of the coded works completed 

such as "Today, we completed documentafion of Notebook I, Drawings #1-72." 

Mr. Gibbs seemed nervous when we first started recording. His responses to 

interview quesfions were guarded. As time progressed he appeared to feel more 

confortable with the machine's presence. He did ask me to turn the recorder off when he 

wanted to tell me something very personal. I complied and respected his confidence by 

not taking notes or writing the confidence in the transcriptions. 
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During the taped interview each work of art was discussed by the artist in 

response to interview questions and E.G. added personal voluntary comments. Each 

drawing was verbally coded: "that was NBII, drawing 27." 

Each interview session format was similar: (1) interview quesfion, (2) 

responses, (3) voluntary personal comments by Ezekiel Gibbs, (4) conclusion and 

summary of session, (5) discussion of Gibbs's use of color, line, shape, etc, and (6) 

noted on tape if anything unusual (perspecfive, new media introduced), special note of 

changes. Simultaneously, during each completed documentafion as a cross-reference to 

the recorded sessions, I wrote fieldnotes. 

Interview Analvsis 

The chosen interview style was conversational. As the interviews were usually 

from 3:00-5:00 p.m., I began each interview (before recording) with gentle probing as to 

Mr. Gibbs's early day. This gave me the opportunity to study his mood, his energy level, 

and to be supportive in my interest in his life events. Various interview techniques were 

intuitively used as I had no formal training in interview technique at that time. 

Questions were direct: "Tell me about this drawing?" "Who is that, Mr. Gibbs?" 

in an effort to be noninterventive. Mr. Gibbs liked to tell the story associated with the 

artwork. At the end of each story, for the sake of corroboration and confirmation I 

repeated key phases so that we both had an understanding of the content of the story. If 

he neglected to confirm an image, I repeated: "Who is that, Mr. Gibbs?" 
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In NBI, reference to Father Iley, my questions were probing: "What were their 

names?" "Do you remember?" FoIIow up questions were used to expand the story: 

"How long were you there?" 

If Mr. Gibbs did not discuss an image, I used repefifion to establish corroborafion: 

Burns: Who are those two people? 
Gibbs: Well, I guess that's the deacon and preacher. 
Burns: The deacon and preacher? 
Gibbs: [Nodofhead] 

In an attempt to identify images in the drawings I probed: 

Gibbs: This here's my ole saddle hoss. 
Burns: Did you have a name for "hoss." 
Gibbs: No, I just called him "Hoss." You see I owned a right smart 

of horses. 

Sometimes I would just acknowledge what Mr. Gibbs said by: "I see" or "Uh huh." I 

discovered that too many questions in succession confused Mr. Gibbs, so it was best to 

ask one question at a time, wait for a response, probe, question, corroborate, and then 

move on to the next question. I used questions to reference geographical locations: 

"Where was this?" 

Direct questions were used to expand information and to direct Mr. Gibbs's focus: 

Bums: How long ago did you move here? Come to this area? 

Gibbs: How long? 
Burns: When did you move to this area? 
Gibbs: Well I moved to this area. . . . 

I discovered that to get Mr. Gibbs to continue a story, I had to repeat a key word to 

redirect his thoughts. 

Gibbs: 1917 Gaw'd Himself turned against me [drought, lost oldest daughter, son 
was born, tried to send him to the army] 

Burns: Was there a bad drought? 
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It is interesting to note, as evidenced in the interview transcripts, that if Mr. Gibbs 

was telling a story and I intermpted him midway with an ill-timed question that he would 

stop and respond to my question and then return to the story where he left off At times, 

it was necessary to direct his attention back to the artwork being documented. This was 

accomplished by focusing on the figures in the drawing. 

Mr. Gibbs related conversations verbatim from memory. "Mr. Feeny," I says, 

"you know, I been has all bad" [referencing his bad luck in 1917]. Direct quesfions, 

summation of images followed by a quesfion keyed his memory: "Tell me about this. 

You have the pistol and the horse and this animal down here. Tell me about this." 

Another method I used for keying his memory was questioning: "Do you remember?" 

As interviewing continued, I intuitively began to point out something I recognized 

in the drawing or painting to illicit a more in-depth response: 

Bums: What are these, Mr. Gibbs? 
Gibbs: This here's my ole John Deere tractor. 
Burns: What's this on the back? 
Gibbs: That's the seat. 
Bums: Oh [moving to another figure]. That's a plow? 
Gibbs: That's a plow: that's the seat what I hook the plow onto. See that's the 

steering wheel. 

To induce characteristics of figures or animals in the artwork and to induce further 

response I asked: 

Bums: Tell me about this Mr. Gibbs. 
Gibbs: This is one horse that I used to have. 
Burns: Pretty strong work horse? 
Gibbs: You could rope her and she'd just brace herself and a cow couldn't hardly 

get away from her. 

In a review of the transcript, I realized, at times, Mr. Gibbs was playing with me: 
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Gibbs: And there's a sow got a bunch of pigs suckin. 
Burns: Do you call those piglets? What do you call little pigs? 
Gibbs: Just litfie pigs. 
Bums: Little pigs, I see. You call the female a sow. What do you call the male? 
Gibbs: You call him a male. 

In an effort to key a story into Mr. Gibbs's memory, I asked: 

Bums: Now, tell me about this [drawing], Mr. Gibbs. 
Gibbs: This here's beef When people wanted beef around here, all they are doin' 

is seein' me. 
Bums: Were you the slaughterer? 

This last question led to a lengthy story regarding beef When a story ended or comment 

ended we moved on to the next drawing or painting. 

I attempted to use questions that were open-ended. Review of the data revealed 

occasions of close-ended questions: 

Bums: What's that? 
Gibbs: I just drawed as a tree, a Paradise Tree, I call it. I just drawed that. 
Burns: Just drawed it? 

Gibbs: Just drawed that. 

Mr. Gibbs was quick to correct any misrepresentation: 

Gibbs: This here's a mule. I think that's the ole mule I killed [laughter]. 

Burns: Which one was that? 
Gibbs: Mule by the name of Ole Jack. 
Burns: Ole Jack? 
Gibbs: Just Jack. Well that mule he was a good mule [story followed]. 
As I became more familiar with Mr, Gibbs's images, analysis of the interview 

techniques occasionally revealed the interviewer was leading the participant: 

Burns: What is this here? 
Gibbs: I don't know what that is. 
Bums: Is that a cushaw? 
Gibbs: This here's a cushaw. 
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Although it visually looked like a drawing of a large cushaw, was I leading him or just 

jogging his memory as to the name? 

When Mr. Gibbs could not remember, he dead-ended his response by parroting 

my comments: 

Bums: Who are these people? 
Gibbs: That'sjusta visitor. 
Burns: A visitor? Someone that just came to visit? 
Gibbs: Just come to visit. 

To expand a story and to create empathetic sharing: 

Gibbs: This here's grapes. 
Burns: Did you raise grapes? 
Gibbs: This here's grapes. 
Burns: Where did you raise them? 
Gibbs: I raise some of them at home. 
Burns: Make your own wine, did you? [laughter] 
Gibbs: Well, I wouldn't have very much left with grapes, . . . cause time they 

commence to bear . . . I had to move or something. 
Bums: They made mostly com liquor didn't they? Out of com? 
Gibbs: Well, I don't know much about that. 
Bums: My grandfather used to have his own still up in Tennessee. 
Gibbs: I never did mess around with liquor like that. But of course, I have hauled 

it, I found out I was haulin' it when I didn't know it, [laughter] I was 
always a'scared. They would ask me about it, 

To establish confirmation of information, I parroted Mr, Gibbs: 

Gibbs: Well, I did have a dog would see a coon and a squirrel, all the same. 
Bums: At the same fime? 
Gibbs: At the same time. 
Bums: What was his name? 
Gibbs: His name was "Bulger." We called him "Bulger." 
Burns: Bulger? 
Gibbs: Yeah. He'll come to this tree and he'd bark and when he'd bark at the 

coon, he'd bark "gross, gross." When barkin' at the squirrel he'd say 
"how, how." And you could tell the difference what he'd done treed-coon 
or squirrel, 

Burns: Just by the bark? 
Gibbs: Just by his bark you could tell what he done treed. 
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In the interview I used repetition to establish meaning: 

Gibbs: There's two ole mules that I done tumed out. 
Burns: Two old mules tumed out into the pasture, And they're really red mules, 

aren't they? 
Gibbs: Well, I can't say about they red. 
Burns: They look pretty red to me. I know that. [laughter] 

Occasionally an image was shrouded in mystery. In the case of the green mule, his use of 

color was puzzling: 

Burns: Oh, look at this! Tell me about this painting. 
Gibbs: Well, that's a mule was kinda feelen' bad and I done just drenched him 

and been doctorin' on him. See he ain't feeling good. 
Bums: Oh, that's a sick mule? 
Gibbs: That's a sick mule, 
Burns: And you'd been doctoring him. What do you do for a sick mule like that? 
Gibbs: You give him medicine. 

When Mr. Gibbs couldn't remember, I had to be careful not to try to place my 

own interpretation on his drawings, I attempted to trigger his memory but at the same 

time to be sensitive and move forward to another artwork: 

Burns: Who is that woman right there? 
Gibbs: I don't know, I just drawed her. 
Burns: It looks kind of like a father and a mother and it looks kind of like. . . 
Gibbs: [Interrupted] It just, I drawed it. 
Burns: AU right. 

Verification was critical to the interview technique as his first impressions were not 

always accurate: 

Burns: And then the next drawing? 
Gibbs: That's aturkey. 
Burns: Is that a chicken or a turkey? 
Gibbs: That's a guinea. 
Burns: It looks like a guinea. 
Gibbs: It is a guinea. 
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In an attempt to illicit an empathefic response, I paralleled religious beliefs in a 

discussion of his painting "Christ on the Cross": 

Gibbs: Yeah, this here's the orchard, 
Bums: Which is new life, 
Gibbs: Yeah, that's right, 
Burns: And Christ dying on the cross so that we could be rebom, 
Gibbs: That's right, 

Caring was expressed throughout the interview process: 

Bums: Are you tired? 
Gibbs: No 
Bums: Well, we've worked enough for today. 

The interview techniques were corroborated by the interview tapes and cross-referenced 

with the transcriptions. 

Analysis of the Interview Transcript 

Introduction 

The interview transcript consisted of 296 pages (8-1/2 x 14) double and single 

spaced. Tapes were transcribed by a legal secretary (for accuracy) who had 25 years 

experience transcribing court-related tapes verbatim. The transcript was organized into 

an interview format. The entire transcript was bound. Sample pages of the transcripts are 

included in the Appendixes, Each transcription page is indicative of a sampling which 

demonstrates the artist's life. An early analysis of the interview transcript culminated in a 

rough chronology. 
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Chronologv 

This early chronology is a rough draft culled from cross-referencing data from the 

transcription, It is presented in the original notational format. 

1. White family 1895 (age 6-7) adopted him into a family of 9 
1902(13)HaIIoweennight 

2. 1910 made first cotton crop (age 21) 
Protected from the war/children 
WWI, 1913, "Cutten Wood for Soldiers" 

3. 1914flood, Booth,Texas 

4. 1917 at age 28 he made 21 bales of cotton farming 30 acres of land 
Drought, crops failed, mules died 
Daughter (Emeola) died at age 6; son Lloyd was bom 

5. 1918 at age 29 made 52 bales of cotton 
Bought a pair of mules, another wagon, good saddle horse, and Model T Ford 
Put money in the bank; Mr. Feeney let him have a pair of mules 

6. At age 30-31 (1919-20) placed $1,700.00 in the bank 
Said: "I'm going to make 100 bales with 8 mules; rained me out; I only made one 
bale." 

7. At age 32 (1921) went on a cotton pick at Coleman, Texas and rented 100 acres to 
farm (the Bodley place) one year 

8. In 1925 (36) the "Big Freeze" hit Ft. Bend County and "my cattle froze standing 
in the fields." 

9. At age 37 farmed the Maddin place in Clodine, Texas (200-300 acres for 2 to 3 
years) 

10. At age 38 "I bought 96 acres in Addicks, Texas." 

11. In 1929, at age forty the Depression came and he gave away land for 100 dollars 

12. At age 41 (1930) "The government made me plow under my cotton on my farm." 

13. In 1936, at age 47, "the cotton worms killed my crop." 
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14. At age 50 (1938-39) Genoa Road (4 houses) farming in 4 years 

15. 1940 (51) "rained out," WWII, "Colored man couldn't get seed, but I could get all 
I want." (Privilege of white culture). 

16. 1950's (age 61) on Holmes Road, "I bought two lots and buih a house and a 
grocery store, I was robbed once and in the 1960's when I was 71 the store 
bumed down." 

17. In 1971 at age 82 "When the freeway come through, I moved to Sunnyside in 
Houston on Redbud Street." 

18, In 1972 at age 83, "My first wife died." 

19, 1973-74 St, Francis Senior Center activifies, "I planted a garden at the senior 
center." 

20. 1975 at age 86 came in contact with art classes. Alfred C. Glassell, Jr. School of 
Art, The Museum of Fine Arts, Houston 

21. 1977 at age 88, Ist group exhibifion, First Unitarian Church, Houston, Texas 

22, 1980 (age 91) (Oct) featured in the "Eyes of Texas" exhibifion at the University of 
Houston Annex 

23. 1981 drawings featured in Cecelia Steinfeldt Texas Folk Art, One Hundred Fifty 
Years of Southwest Tradition 

24, 1982 at age 93 his youngest son Boyd Gibbs died of cancer 

25, 1983 at age 94 had first single-artist exhibition at The Museum of Fine Arts, 
Houston 
and exhibition at Little Egypt Enterprises Gallery 

26, 1983 April-featured on Houston's Channel 13 video producfion "Ezekiel Gibbs" 

27, 1984 at age 95 featured in Houston Arts Calendar and Directory 1984 

(See resume [Appendix 1] and current references in Appendix H.) 
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Triangulation 

Various research techniques were used to achieve triangulation which increases 

vahdity and aids in cross-referencing: interviews, audiotapes, transcripfions, inventory, 

fieldnotes, personal notes, and good memory, Triangulation was achieved by "cross-

checking" (Wolcott 1998, p, 192; Sivigney 1978), Stockrocki (1997) caufions that 

"qualitative reseachers, therefore, must explain their evolving logic behind the selecfion 

of methods," 

Photographic Images 

Introduction 

Painfings and drawings in The Early CoIIection: 1977-1987 were photographed 

by professional photographers, Reproduction rights were secured in writing prior to 

photographic sessions. The artworks were photographed in a professional studio except 

the "wall drawings" which were attached by Mr. Gibbs's special flour-EImer's glue 

recipe. Those drawings unfortunately sometimes overlapped, making the photograping 

(the capture of one single image) difficult. 

Six hundred and forty-nine images were reproduced into color slides, A master 

slide set was created, Each slide was placed into a slide protector sleeve sheet and bound 

in a leather binder, Four duplicate sets of each slide were placed in similar binders. 
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Coding Color Slides 

A master set was created and all slides in the set were labeled with: artist's name, 

fifie of the painfing or drawing, size, medium, master slide number, collection. The slide 

read: Ezekiel Gibbs, "Syrup Mill," 18 in. x 24 in., OP/Paper (M512), CoII: C.G. Burns. 

A red dot was placed in the upper right corner, a code for loading the slide into a slide 

carousel, Duplicate slides were coded with a master number but not labeled at the time of 

data collection. 

Problems 

Photographic slide developers occasionally reversed the image in the mounfing, 

Fortunately, the artwork was available for cross-reference of the image, A reversed 

image can be continually reproduced in multiple publications with no awareness by 

scholars and art historians that is the case. For correct interpretation, the image must be 

accurate, Mr. Gibbs's majority of artworks are on paper; a large majority of early pencil 

drawings were drawn on newsprint. Color slide reproductions were light, His self 

portrait was defmitely affected, Copying color slides into photographs and then into color 

xerox copies for publication in this thesis distorted the original colors of the artwork. 

Slide Presentation 

The master slide presentation consists of 92 slides in a Kodak carousel sorted both 

chronologically and categorically, Beginning with a slide identifying the artist and earlier 
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drawings, the presentation then moves to emerging repefition of pattems and themes, 

"Old Home Houses," "Preacher and Deacon," "Christ on the Cross," household items, 

family, and is interspersed with self-portraits of E.G, from youth to old age. Color slides 

of art events are not included as the focus of the presentation is the artist and his art. 

Several oral history stories are narrated as the presentation progresses. 

AIl slides were placed in slide sleeve protectors and inserted into 3-ring leather 

binders. The master set was in one binder with all duplicate sets inserted into two 

separate binders. Duplicate slides were coded only with the corresponding master 

number (M121), (M122) but were not labeled due to time constraints. As back-up slides 

they could be labeled at any future time. 

Life Events 

Both color and black and white film were used to photograph life events. AIl 

photographs were placed in protective sleeves and bound in leather binders. 

Categories and Pattems 

As data was collected, categories and patterns emerged. I attempted "to recognize 

pattems emerging from within the data by employing the techniques of pattem-seeking: 

(1) evaluating data tmstworthiness, (2) utilizing triangulafion, (3) evaluating discrepant 

or negative evidence, (4) ordering categories, (5) sorting, and (6) constmcting integrative 

diagrams" (Vierra and Pollock, 1992, p. 262). Logical cross-anafysis was addressed. 
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Mr. Gibb's oral history was framed into a chronological outline format of categories with 

major headings such as: Childhood, Adolesence, Young Adult, Family Responsibility 

(20's/30's), Personal Adjustment, Relafion to Others and Situafions, Acfion-Adventure, 

Pleasures, Teaching Process, and Personal Philosophy (see Life History Oufiine in 

Appendix D). 

Subsections under each major heading focus on key descriptors referencing 

individual stories, Those subsections with quotafion marks referenced specific fifies of 

artwork (see Life History Outline, Appendix D), 
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CHAPTERIV 

PRESENTATION OF THE ART AND ORAL HISTORY 

The basic arrangement of this chapter follows a presentation of the story followed 

by the artwork, Excepfions to this format include: (1) a story followed by several related 

drawings, (2) a story followed by two or more drawings representing the same subject, 

and (3) several drawings grouped with the same theme, Several stories do not have 

corresponding artwork. 
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Figure 4.1. Ezekiel Gibbs (a), Photograph by Fred Bunch. 
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Figure4.1. Ezekiel Gibbs (b), "Self Portrait," 18x24, 
Pencil and Oil Pastel on Newsprint. Collecfion of the Artist. 
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SelfPortrait 

Well, you just might say I was a lost sheep and I was just wanderin' my ways 

around. Well, as I wandered my way around guess what I found? I found this ole lost 

sheep, all by himself 

Well, I just went to work and manifested the best I knowed how and as I did I just 

went to maturity. Yeah. Secured with all I had, and was safisfied with what I got. Just 

take what I got and make what I can out of it. 

See, when drawin' a picture of myself, I just went through so many different 

things unfil I couldn't hardly clarify it. Just had to take it as I find it. And, I guess that's 

just my life; that's just my life. 

My mother was a McKenzie. And my grandpaw was named Isom McKenzie. 

Well, he was I guess here in slavery fime. He was sold, you know, down in here. He 

leveled dovm on quite a bit of land. I guess his Master let him have some land or told 

him how to get it. He got that land and fenced it around there, then he give it to his 

children to homestead. 

My daddy come in there, I guess and courted my mama just like I did my wife. 

He said, "I'll just give all of some of what I got to hand on to. I'II just go and buy some 

land down in the bottom." So, he went down there and I think he got a dollar an acre on 

it. He put up an ol' house and a rail fence. After he did that he had children older than 

me. But after he did all of that, he died of the consumpfion. My mother dies one year 

later with the same complaint. 
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I was so litfie I was wearen dresses. He musta was round in his fifties or sixfies. 

Had to be around that because in that they wouldn't let a man marry unless he was 

twenty-one years old. And so, now, if he were twenty-one years old when he marries, and 

he had so many children ahead of me, he musta was fifty years old when he died. 

He bought this land and give it to my mother and paid it up and everything. He 

got the deeds and everything. See, every time when them old folks got anything, they'd 

contract it. Didn't have no better sense. It would just go from generation to generafion. 

That's just mixed all of us up when we look against the generafions. That's just the way I 

see it, That's the way I got established myself I didn't sell that land, you know, It's not 

goin' to get no better just because I sell it, cause from generation to generation, it don't 

get no better. See, if you ain't got your titles clear, you're in a trap, You know if I don't 

understand what I'm doin', I could be locked up in jail. That's what I advise my children. 

If you don't know what you're doin' well, they're saps. You see, fime finds out. I want 

my children to reap the benefit of what I done. (See Figure 4.2.) 
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Figure 4.2. Ezekiel Gibbs, "Self Portrait as a Young Boy, 
9x12, Pencil, Oil Pastel, Watercolor on Newsprint. 
Collection of Transco Energy Company. 
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Gettin' Adopted 

Here is when I was a little boy and these here white people partly raised me. See, 

they done give me a duck and a sack of clothes. I called him Father Iley and this here's 

his wife. 

That was about three miles no'th of Katy, Texas. They had about two sections of 

land and they raised everything that the heart wishes. They told me they had ducks, 

guineas, geese, peafowls, mules, cows, a big fruit orchard, and everything. You didn't 

have to go to town for nothin', you know, exceptin' for coffee and sugar. 

I must of was about 6 or 7 years old. Bound to been cause you see, I was able to 

get around and do. I could remember my father. But anyhow, from the way I figure, I 

was around thirteen or fourteen years old when I left there. 

This here is Emily and Uncle Jim and they are takin' me to them, you know. They 

was old slavery-time people and they just didn't have nothin'. Uncle Jim would go to 

Katy and Mr. Iley, he just was glad for this old man to come in there and tell him about 

slaves and everything. He'd give him a little beer, you know. Well, when you get kinda 

toxicated, well, you know, you talk more than usual, and he just went on and told him 

about me, "I got a boy at home there," he says. "You can have him, cause I can't take 

care of him. I'Il give him to you." Father Iley said, "You just bring him up here." So he 

taken me and carried me up to his house and made me welcome, 

I think I just had on a little ol' long shirt. The duck helped me from bein' so sad. 

(See Figure4.3.) 
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Figure 4.3. "Gettin' Adopted," 11x14, Pencil, Oil, Pastel, 
Tempera on White Paper. Collection of the Artist. 
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Holloween Night 

Mr. Iley kept me unfil I betrayed him. They called me "Mose," When I 

betrayed'em, well, he told his wife, says, "Mamma, as things is happenin' as they is, we 

better take Mose back to Uncle Jim." I think I was about 13. The reason why it 

happened, well, Mr. Iley he taken me just as I was one of em. They all look out and kept 

everything from botherin' me, but you see, they would only let me go a certain distance 

on account of they knowed the condifions of the situafion. 

One Halloween night, we boys was mixed up together to do whatever we's a mind 

to do, and so we had a Halloween night of acfivity. I guess there was around 10 or 12 of 

us and we spoke to a policeman about Halloween that night. He said, "Well, boys, don't 

do too much a devilment cause I'm goin' home and go to bed so I won't know nothen." 

When they got ready to go they taken me with them. They gathered up another 

bunch after they left there, and I guess there was aroung about twenty-five or maybe thirty 

of us. And so, we did so much devilment, turned over toilets, put wagons up on top of 

the roof of houses. We done a deal. One lady was looken downstairs and say there was 

a nigger in the bunch and that was me. Oh yes, I was the only Black one in there. So 

Father Iley went up to Katy and got the news they was gonna kill all them what done the 

devilment. So rather for him to let me bein' killed, they sent me back to Uncle Jim, I had 

a rough fime, but I'd go backwards and forwards once in a while, but the distance was so 

far, I went back after I married and had two children. They was so proud to see me. (See 

Figure 4,4,) 
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Figure 4.4. Ezekiel Gibbs, "Self Portrait with a Woolen Cap," 
9x12, Graphite, Oil Pastel, Watercolor on Newsprint. 
CoUection of the Artist. 

68 



Ducks Comen South 

When I was 15-16 years old the grass was kinda high on the prairie. I would 

crawl up to a pond-hide behind the grass, 

I had an ol'muzzle loader gun, Usually they measured powder by the dram-we 

just put some in the palm of our hand, So me myself I put about 2 drams of powder in 

my gun, Take in some powder and moss on top of powder, then put shot in there. Then 

more moss on top of that, You had some caps, hot caps and round caps-we put on that 

muzzle loader gun, 

I crawled up to that pond just full of ducks. I throwed the gun down on'em. 

BOOM!-gun jumped clean off the stock, hammer flew up and hit me in the forehead. 

Fve got the scar right now. The ducks flew up and I didn't get nare a one. (See Figures 

4.5and4.6.) 

69 



Figure 4.5. '*Ducks Comen' South," 11 x 14, Acrylic on 
White Paper. Collection ofthe Artist. 
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Figure 4.6. "Wild Pig/Skins of Coon/Possum/Mink," 
11x14, Pencil, Oil Pastel on White Paper. Collection 
of the Artist. 
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Me and Mv Wife 

I call my wife "Kid." Her name was Josephine Johnson Gibbs, but I called her 

Kid. She called me "Gibbs," only Gibbs, Thaf s the way it was. When we were dating I 

called her Miss Josie. 

Well, anyhow, I met her. Her Daddy was a farmer in Fort Bend County, down 

near Richmond. I was picken' up pecans. It was 19 and 07 when I was courten' her, I 

was 17 years old, I courted her about two years, We married December 2, 19 and 09, 

We met at her Father's house, I was all mixed and mangled and jangled up. 

There was so many others out there. At 17 everybody's mixed and mangled and jangled 

up. I was kinda the litfie, weezley one in the bunch. I wasn't thought of, you know, 

much. All of them other boys had Mothers and Fathers or somebody. I was just out there 

by myself I had to kinda "Swing Low Sweet Chariot," you know. I had to just catch as I 

can, what them other boys left over. 

So, I looked her over. I guess she looked me over too. They always tried to take 

her away from me and everything, but, they had a good way to go. î was just as ugly as a 

lizzard. Well, anyway, I made it. 

I didn't have nothen' to show off with. I was just me. Cause you see, I didn't 

have no home so I couldn't show off nothen' of my ambition before her Father. You see, 

her Father, he always kept his eyes on me that I was a boy what attended to my business 

and would always try to have something. He kept his eyes on me and I kept my eyes on 

his girl. Back in them fimes, the old folks was really strict. 
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I stayed with her for sixty-three years, and I would always let her know of my 

wherabouts. I was always maken' trades and everything, but whenever I would go off I 

would always tell her where I would be or where you could get in touch with me if 

anything happened while I was here at this place, If I wasn't at this place, that person that 

I told you could tell you where I went. She wouldn't worry about me. Always, she could 

keep in touch with me, You see, whenever you's got confidence in your wife or husband, 

well, I don't know whether she had all that much confidence in me, but I kept her posted. 

She always growd flowers long about Christmas time. We always raised our own 

flowers. I never did pay no 'tention. I just brought the stuff and my wife fixed it out. I 

was a person work out the doors, Never did much work in the house, cause my wife was 

always there to take care of the situation, 

She would always sit with me and tell me about the children, What was 

happenen' with each one, I miss my wife, (See Figures 4.7 and 4.8.) 

73 



« • 

1» \ t 

I 
N 

^n>. 

Figure 4.7. "Two Chairs," 9 xl2, Pencil, Oil Pastel, Tempera 
on Newsprint. CoIIection of the Artist. 
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Figure 4.8. 'Ticken' Cotton," 8-1/2 x 11, Oil Pastel on 
Black Constmction Paper. Collection of the Artist. 
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Adam and Eve in the Garden 

This is Adam and Eve in the Garden. And there's fruit. They's producin' fruit 

around there for him and her to eat. They got in trouble when they ate that fmit. That's 

what my preacher told me. (See Figure 4.9.) (See Figure 4,10, family,) 
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Figure 4.9. "Adam and Eve in the Garden," 9 x 12, Graphite, 
Oil Pastel, Tempera on Watercolor Paper. CoUecfion of the 
Artist. 
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Figure 4.10. "A Lion and His Family," 8-1/2 x 11, Pencil, Oil 
Pastel on Newsprint. CoIIection of the Artist. 
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Brush Arbor Church 

They was just organizin' a church. You see that's where they had a brush arbor. 

They didn't have no lumber. They just cut some brush and made a arbor and havin' 

church there. This here's the benches and things like that-and people comin' in and this 

here's the preacher. (See Figure 4,11.) 
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Figure 4.11. "Pageville Church in the Bmsh Arbor," 11 x 14, 
Pencil, Oil Pastel, Tempera on Recycled Drawing Paper. 
Collecfion of the Artist. 
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Red Hogs 

Here's a hog. See I done knocked him in the head. See his eyes layen' out aside 

histongue? (See Figure4.12.) 
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Figure 4.12. ' m g - I Knock Him in the Head," 11x14, PencU, 
Oil Pastel on White Paper. Collection of the Artist. 
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Plow Tools 

I planted a many a row of corn by hand when they didn't have no planters. Put a 

sack on your neck, take a bucket in your hand. You'd go along and open a little furrow, 

then come along drop the seed, then you supposed to throw that back. 

Used to have these walkin' planters. Here's a rake, sort of a little shovel. This 

here's a double shovel; that's when they first started to makin' double outfits. Then they 

went and made wooden beam plows, steel beam plows and cultivators. This here's a 

steel beam plow. (See Figure 4.13.) 

83 



Figure 4.13. 'Tlow Tools," 11 x 14, Graphite, Oil Pastel, 
Tempera on Recycled Paper. Collection of the Artist. 
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The Flood 

In 19 and 14 there was great flood. The water was everywhere. It had been rainen 

for days. My neighbor and my brother went up to Booth, Texas and came back to tell me 

the water had done crossed over the railroad tracks. 

Mr. Booth gave me a piece of land called Mt. Zion Field. I had just been moved 

there about three weeks when the flood came. The water came runnen up to my house. 

My wife was in the house and I had just killed a hog. My wife came to hoUerin' and 

cryen. 

I told them to get the mules but couldn't find them so took the saddle horses we 

rode and hooked to the wagon. 

My wife commence to hollerin' and cryen a sayen "Lord, we's all goin' to get 

drownded out." I said to the men to get some meat out the barrel and get some clothes. I 

kept a cool head. We loaded up and pulled out. 

That's my brother driven. Here's me holden my wife and the two children. We 

went to go across kinda a slough and that's the time the wagon and the horses all went out 

of sight, except their heads. The wagon bed was solid, a solid piece of wood. By haven a 

good solid bed, you see, it just floated on top just like a boat. If a wagon bed kinda been 

with the cracks in it where the water could come in there we all might have got drowned. 

I fied the wagon bed down to the runnen gear and the bed just held the wagon up. 

The horses just come on across there and when they got into waden water they 

just waded on out. We were saved. 
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We went on to Mr. Smith's house to stay, We slept on pallets on the floor, I was 

sitten out thinken with my hand on my jaw, about my lost chickens, turkeys, hogs, seven 

or eight head of cows, mules. I told brother to check the water. He came back and said, 

"Good gracious alive, the water done comen here." 

So Mr. Smith said, "Let's go to Damon Mountain. Mr. Booth's got a hay bam out 

there. We can go and get in the barn." 

When we got out there a whole lot of Crab Switch people had already got in the 

bam. We all go in together and stayed in the barn about a week. 

I commenced to worren about all my stuff and I had left back there. Mr. Smith 

got in touch with Mr. Booth and told me Mr, Booth had taken all my animals up to his 

place and seen after them, He even had a midwife for my wife. Two, three weeks later 

Annette was born. 

That's my brother driven. Here's me holden my wife in my lap and two daughters 

Emeola and Victoria. 

I want people to know I was in that flood. (See Figures 4.14 and 4.15.) 
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Figure 4.14. "The Flood of 1914," 9 x 12, Pencil, OU 
Pastel, Watercolor on Cardboard. CoUection of the Artist. 

87 



Figure 4.15. "The Flood," 9 x 1 2 , PencU, OU Pastel, 
Watercolor on Cardboard. CoUection of the Artist. 
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The Christmas Tree 

That's our Christmas tree. The family and the neighbors gathered around, At 

night, you know, we always had the Christmas tree at night, 

Those are bags on the tree. You'd have your name put on the bags and I just 

hung'em on the Christmas tree, just like you got a gift for somebody there. Mosfiy 

people put'em around the tree, but this year I put them on the tree. I put somethin' in 

each one of those bags, Someone would cut the bag off and call the name of it, 

They used to go in the piney woods and get pine trees. Some people called'em 

locust tree and they had a whole lot of red in there for decorafion. They used to get 

misfietoe and hang on the three, to beaufify the tree, you know. 

That's the way they used to do way back yonder, Now they just have those trees 

shipped in here, (See Figure 4.16,) 
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Figure 4.16. "Christmas Tree," 11x14, AcryUc on 
Watercolor Paper. CoUecfion of the Artist. 
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Bulger 

I was hunting. And see, that's where dog can see coon, possum, and a squirrel, all 

in one tree. 

"Bulger"-I did have a dog would see coon and a squirrel all at the same fime. 

His name was "Bulger," He'd come to this tree and he'd bark-and when he'd 

bark at the coon, he'd bark "gross, gross"; when he barken at the squirrel, he say "how, 

how," You could tell the difference just by his bark what he done treed-coon or squirrel. 

(See Figures 4.17 and 4.18.) 
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Figure 4.17. "Bulger," 11x14, Pencil, Oil Pastel on White 
Paper. CoUection of the Artist. 
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Figure 4.18. "KiUed Me a Jackrabbh, Got My Eye on 
Another One," 11x14, Tempera on White Paper. 
CoUection of the Artist. 
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Fishin' 

That's the alligator. That's the turtle and that's a gar and a buffalo físh. 

I never did físh there much, You see, them alligators, they would crawl out on the 

banks of the Brazos River and these big lakes, Some of them would be at least eight, . . 

about seven and eight feet long. They'd crawl out there and when it would come a 

showerofrain, you'dcatchthembellowen'. Great big alligator. His head is hard. You 

just can't hit him in the head and kill him. You got to take a shell shot and shoot'em in 

the eye or something like that. 

There's two or three kinds of turtle out there. They got hard shell turtle, soft shell 

turtle, and then they got loggerhead and a redhead turtle, Some people likes the 

loggerhead and some people likes the soft shell. Both of em tastes pretty good to me. 

Now, I don't know much about cookin'em, but I know I eat them. They tell me 

they got goose meat and they got hog meat, all of them. (See Figure 4.19.) 
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Figure 4.19. "AUigator, Turtle, Alligator Gar, Buffalo 
Fish," 9-1/4 x 13, Tempera, Oil Pastel, Watercolor on 
Computer Paper. 
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Gatherin' 

Here's a windmill and a man is waterin' his cows. That's some of the familiar, 

neighbors, See the cows drinkin' water and they done went and tumed the windmill over. 

He walkin' off Here's chicken all around, a ear of corn, punkin, cushaw. 

A punkin is yellow and a cushaw is striped. (See Figure 4.20.) 

96 



Figure 4.20. "Me Pump'en Water for My Cows," 11x14, 
Acrylic, Pencil, Oil Pastel on White Watercolor Paper. 
CoIIecfion of the Artist. 
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Blacksmithin' 

This here is blacksmithin'. There's the horseshoes and anvil and that's where 

they shoe them horses, There are some bridles and these are the animals to be shod, This 

here is a blacksmith shop. Now here's an awe, taps that you pick up your horses shoes 

and turn it over. Here's a hammer to beat the shoes. (See Figure 4,21.) 
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Figure 4.21. "Blacksmith Shop," 11 xl4, PencU, Oil Pastel, 
Tempera on White Paper. CoIIection of the Artist. 
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Birthin' 

Sometimes you have to help the calf being born, The way I did, I used my naked 

hand, But oil it with good oil, We used to use a linseed oil. You have to reach in and 

grab'em right by whatever you can get a holt of But they're mostly come head foremost. 

If they're breeched, they're coming out backwards. Somefimes you just gotta get a vet, 

you know. 

I have had cows have calves and it would be freezin', The ground was froze so 

that I couldn't hardly get to where they was at. Look like they would freeze to death. I 

picked'em up and put'em in the barn there. Next mornin' they was mnnin' and jumpin' 

and playin', (No available artwork.) 
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Mv Dogs 

I had two dogs. I mean, they couldn't hardly be beat. 

"01' Spof' was a big dog, you know, and he foUowed me everywhere I went, He 

was just a all around dog. He was a dog that would follow me in town. He'd go 

everywhere I went and which I had the truck, He wouldn't get up in the tmck, run by the 

side and dodge them cars, Of course, it wasn't like it is now. You'd try to make him go 

home, but when you'd get to town, he's there too. 

"Pointer," well he was a part buUdog, He was a fighter and he was mean. You 

would sic him on a hog or anything like that-you had to choke him off. He handled them 

bulls, too. He grab a bull in the nose-great, big bull. He'd die before he gave up, (See 

Figure 4.22,) 
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Figure 4.22. "My Dogs," 9x 12, Watercolor on Newsprint. 
CoUecfion of the Artist. 
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Slaughter 

This here's beef When people wanted beef around here, all they are doin' is 

seein' me. 

I like to have been arrested a couple of times, People seen me killin' my beef, you 

know, and had the law come down there, "What you doin' killin' beef here?" they says, 

I says, "Well, I didn't know no better." Well, they say that it is against the law for me to 

kill my own beef I want to know why but they never told me. They just say, "Hurry up 

and clean him and let me have a piece of it." (See Figure 4.23.) 
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Figure 4.23. "Slaughter," 9-1/4 x 13, PencU, OU Pastel, 
Watercolor or Tempera on Computer Paper. CoUection 
of the Artist. 
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Hard Times 

19 and 17. Looked like God himself had went against me. I lost all of my mules 

and lost everything I had. I lost my oldest daughter, my brother died, my little boy was 

born, and they tried to send me to the Army, Everything tried to happen to me right there, 

After all of that come to pass, it kinda got dry, The ground got so hard-just 

cracked open, People's horses was going across there and stepped down and break their 

legs. Just a bad drought. 

People dry planted their crops and just break those clods, They didn't get no rain 

until the 18th of May—come a good gully washer and then all their cotton come up. 

I was moved out there on the O'Brien place. He was a big rice man. He put me 

up a house and tumed over so much land to me and I went out there and broke up some 

land and fime I got it dry planted and everything. I have no more mules; they died. 

Well, anyhow, the cotton comes to opening and I didn't have nothin'. 1 went over 

to Katy, all them Katy people knows me cause I always hung around. One of the men 

what was with us when we had that Halloween night was in the bunch. Mr. Feeney was 

in the saloon. He say, "Hey, Ezekiel, where in the hell are you goin'?" I say, "Well, I 

was comin' over here to look around to see whether I could find me a pair of mules, You 

know, I been has all bad," He say, "Yes, I heard about that, I've got some goddam good 

mules," I say, "Well, Mr, Feeney, I ain't got no money." He say, "As well as I know you, 

you don't need no goddam money. Take the mules. They're just as gentle as a cat and 

you don't need no whip; all you gotta do is hold them lines. Go ahead on." 

105 



You know that year I made 21 bales of cotton-21 bales of cotton. And I went and 

paid up all of my bills and everything and got into a fight, (No drawing available,) (See 

Figure 4,24, Preacher.) 
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Figure 4.24. "Preacher in the Garden," 8-1/2 x 11, Oil 
Pastel on Black Construction Paper. Collection of the 
Artist. 
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The Fight 

When I was comin' up in 19 and 17,1 had a real hard time-and good fimes, too. 

That was the year I thought God had turned against me-lost all of my mules, you know. 

I just went ahead and made a good crop, After makin' it, they tried to send me to 

the Army, but some of em said, "No, Gibbs can't go to the Army-with all the bad luck he 

been havin' and wife sick and nobody to do nothin' but him-no," Well, anyway, they 

wanted to send me, anyhow, 

My boss man say, "Gibbs, I got a litfie place right on the side of the canal; you can 

fence that up, I'Il fumish you some wire to fence up in there so you can put your cows 

and horses in there rather 'n for them to be all over the prairie." 

I done put the fence up all except three posts, By that fime, a fella came by, Mr, 

Everett says, "What is your doin'?" I says, "I just fixin' a litfie ketch fast, they call it to 

put my stock in there, Mr, O'Brien told me a ketch fast here," Man says, "You can't put 

no fence up there," I says, "I done put it all up except about three posts," He says, "You 

heard what I told you. You can't put no fence in there." 

I had my axe stickin' up in the ground. He jumped off his horse to get my axe and 

knock me in the head, I shoved him over the axe and he broke and run. AIl of his people 

seen it. They say, "Yon Gibbs runnin' Mr. Everett." 

In about two weeks after that, I got my questionnaire to go to the Army. Mr. 

Everett had to sign them. He wrote on there, "Healthy as an alligator and loves to fight." 
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But Mr. Turner and Mr. Westendorff says, "No, Gibbs can't go. He's tryin' to 

make it here." Then they send me another letter that I was discharged. Now, I can laugh 

about it. 

You know, just come to think about it, I been through the haggles and ain't got a 

scratch so far. (No drawing available.) 
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Figure 4.25. "ArmadUIo and Rat at Night," 8-1/2 x 11, 
Oil Pastel on Black Construcfion Paper. Collecfion of the 
Artist. 



*; , 

t l * 
' • • • w 

1 

/̂f̂  
í"' .«» tjJUøv. .** 

.»• . - - i«'.««M 

1 > ^ c 1 

Figure 4.26. "The Yellow Goat," 8-1/2 x 11, Pencil, Acrylic 
on Red Construction Paper. Collection of the Artist. 
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A Dressed Hog 

This here is a dressed hog. He's just layin' out there fair to the world so you can 

just see how they cut them bones out. 

Got him hangin' up there, Just show you how he is when he is killed. Killed and 

ready for cuttin' steaks. To get the ribs out I cut the shoulder blade bone and the 

backbone out. Then cut the ribs out. 

See the hog's feet, the ribs, there's the head, a shoulder-here's the whole hog. 

This here's his lights and liver, 

Dovm here is sausage. Take the intestines on the outside, (See Figure 4.27,) 
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Figure 4.27. "A Dressed Hog," 9x12, Pencil, Oil Pastel 
on Newsprint. Collection of the Arfist. 
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Good Fresh Watermelons 

"Watermelons. I plug'em deep 'cause I know they's sweet, best watermelon on 

this here street." 

I used to holler that, you know; go down sellin' watermelons, Sellin' chickens, 

too. I had a mixed load. People all knowed I was actually from the country. 

I used to tell'em like that and holler and people would come to my wagon and 

buy, I'd plug'em you know-and they'd be red, If they didn't taste like they thought they 

ought then say, "Get another," (See Figure 4.28,) 
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Figure 4,28. "Watermelon Patch," 10-3/4 x 14, Pencil, Oil 
Pastel, Tempera on White Watercolor Paper. Collecfion of 
the Artist. 
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Maken Soap 

Used to make soap out of drip lye, Used to bum ash wood and get them ashes and 

put'em in an old barrel or a box with a lot of holes at the bottom, We would put some 

water on the ashes and catch the drip coming out of the holes. We would get one or two 

gallons. That was drip lye. Then we would get some old bones and different things, 

some grease, and put it in a big pot, You sfir and stir over the fire until it comes to be 

soap, Then you let it cool down until it gets hard and cut it out in chunks, Sometimes it 

never get hard. That means it lacken something. Today they use canned lye. I just go by 

the instructions, (See Figure 4,29) 
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Figure 4.29. "Maken' Soap in the Soap Kettle," 11x14, 
Pencil, Oil Pastel, Tempera on Newsprint. CoIIection of 
the Artist. 
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Work Tools 

Double shovel, tumin' plow, and my mules hooked up to a mowin' machine, See 

where I was cuttin' the grass? 

They done made that double shovel before they started makin' the cultivator. 

Used to didn't have nothin' but a Georgia tumin' plow. Wooden beam. Then they made 

a steel beam tumin' plow. This here's a steel beam. 

I ain't got none of them drawed right here now, but they used to have those 

wooden harrows. You just get out in the bottom and cut you a forked tree, Let it have 

kind of a little tongue to it, Just bore holes in there and stick some sticks in as the teeth. 

Hook the mule on to it and harrow your ground off (See Figure 4,30) 

118 



Figure 4.30. "Work Tools, Me, My Mules, Tuming PIow, 
Double Shovel, Mowen' Machine," 9 xl2, Pencil, Oil Pastel, 
Tempera on White Drawing Paper. CoIIection of the Artist. 
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Ninetv-Six Acres 

After this bad year I had in 1917 things got better. I made another big crop that 

year and started to buyin' some property. Bought land-ninety-six acres of land. See I 

made about fifty-two bales of cotton. It was sellen' about sixteen, seventeen cents a 

pound. I don't know. 

I was workin' that land for the fifth. They'd carry it to the ginhouse, gin it and 

give me whatever was left out. You see, I hadn't come into the knowledge of nothin'. I 

just begin to come into knowledge what's all of this about. 

There was a hundred acres in there and a graveyard. My lawyer wouldn't settle on 

that graveyard-left that part out. I never did have no trouble. 

If I'd just had any sense I'd a been on that land yet, but everything went odd with 

me. I just had to give it up, by not knowin'. 

Twas durin' the Depression in 19 and 29. Richmond bank went busted. It caught 

$1,700.00 that I had for no go money and it rained out and the cotton all went. I planted 

for to get a hundred bales of cotton. Didn't get but one. Just livin' hard. 

They was foreclosin' other people what couldn't pay. I coulda paid but the bank 

went bust on me. I just didn't know no better. I just give it up. 

If I hada went to the man or went to Mr. O'Brien and told him-but I just didn't 

know what to do. A man in the neighborhood talked me into it. Says Gibbs, they're 

foreclosin' everybody. Why don't you write a complimentary letter and maybe they will 

consider you. I just had to take the man's word. I had him to write me a letter to the 

man. 
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They come out there and says, "What do you want as a compromise?" I says, 

"Oh, I done improved it. It was nothin' but a prairie. I done put up two houses. House 

and chicken house and a well. Put a fine fence all the way around there and work it for 

five years." 

I just give it away. He give me a hundred dollars. (No artwork axailable.) 



Tater Pump 

Here's an ol' fime tater pump. That's for sweet potatoes; you see, we used to 

take'em and pile'em up and put comstalks around'em and then put some hay on top of 

them comstalks and then put dirt around it. 

This is where you open up the "kil" and get your potatoes and put'em in there. 

See, here's the potatoes and all in here. You keep them out of the weather. After you 

plow'em out, you have a big wagon load and you just put'em up in a round and lay 

comstalks up against'em and put hay around that and then put dirt around that hay. You 

just put them on top of the ground. Pile them up in the kind of shape of an eye where 

they would sfick together. You leave a little air hole down at the bottom . . . at the top. 

It'll catch air fi-om the top and then you leave air holes on the South side in order for it to 

have air to penetrate through there and your potatoes wiU keep, you see. We called it a 

tater pump but some people called'em a tater kil. A kil, you know, where you kil 

potatoes. (See Figure 4.31) 
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Figure 4.31. "Tater Pump," 9 x 12, Pencil, Oil Pastel, 
Watercolor on Newsprint. CoIIection of the Artist. 
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Picken' Cotton 

In 19 and 20 I went out on a cotton trip at Coleman, Texas. I raised cotton. This 

here's the cotton, see, thaf s where the cotton stalks are bloomin'. 

Now, when you pick cotton, you pick the bolls and then you stuff it in the sack 

until you get the sack fuU. How much cotton depends on the size of the sack. We always 

have great long sacks. Some of em will hold a hundred pounds, most specially when the 

dew is on the cotton. You see, you cheats when the dew is on there cause you'll be 

weighin' lots of water. 

I used to have cotton pickers picken' cotton for me and they would dampen their 

sack and dampen their cotton so it'll weigh heavy. Then sometimes they'll throw a rock 

in there to make weight—sometimes a clod of dirt so you won't know it tiU you empties 

the sack. If someone else is emptyin' the sack, you won't never know it till you gets to 

the gin house. When you go to the gin house you got near about as much dirt as you did 

cotton. 

You see, all them slick tricks been played on me. (See Figure 4.32.) 
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Figure 4.32. "Cotton Sack on My Shoulder," 11 x 14, 
Graphite, Oil Pastel, Tempera on Recycled Paper. Collection 
oftheArtist. ^ 



Barbecue Grill 

Seems like a barbecue grill where I've got barbecue and flowers all around there.' 

I been in all kinds of businesses. I was sellen' all the fime I was doin' all this 

other stuff. Sellen' barbecue, farmin' and cattle raisen'. 

Just kept everything a goin' and switchen' and doen' a little bit of everything that 

cometohand. (Se Figure 4.33.) 

126 



Figure 4.33. 'Barbecue Grill/Picnic," 9 x 12, Pencil, Oil 
Pastel, Watercolor on Newsprint. Collection of the Artist. 
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Movin' McGee Chapel Church 

As near as I can think, it's around 19 and 22. People started raisen' children and 

they started the children to school in the church house. McGee Chapel Church. It was a 

church first, and it's a church yet. If s still out there. 

The superintendent happen to be comin' by and he say, "Gibbs, what are you 

doin'?" I say, "I'm tryin' to move this church over so the children can go to school 

there." About that fime there was a truck load of brick comin' by there. I say, "Where's 

that fella goin' along with a load of brick?" He says, "They goin' to put up another 

schoolhouse over there at Addicks." I say, "Ain't you superintendent?" He says, "Yeah." 

I says, "Why is that you all put up another school house to you all and we ain't got 

nothin' here?" He say, "Well, you ain't got no guts. You ain't got the nerve to speak 

up." So, I went and talked to some of the others what had land and everything and when 

that news come out, they built a school house and then they put one at Fairbanks and the 

other at Barker. 

The teacher were my sister-in-Iaw. She just had come out of college. (No 

artwork available.) 
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Egg Rally 

This here is me movin' that church house over there at Addicks in ' 19 and '22. 

The mules are all hooked up. The women had an egg rally. 

Everybody pitched in to help move the church. Had to raise that church up. We 

put some poles undemeath and on top of the two wagons. Put the front in front and the 

backinback. Fourmulesmoved itjustabouttwoblocks. (See Figure 4.34.) 
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Figure 4.34. "Moven' the Schoolhouse at Addicks Church 
House," 11x14, Pencil, Tempera on White Paper. Collecfion 
of the Artist. 
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Ole' Bolev His Self 

Here's my saddle horse-Ole' Boley. A cow couldn't get away from him. I had a 

good saddle and silver mounted spurs, I gave him all, 

Always went up. Started with a slide, then a wagon, tractor, Model T, Model A, 

truck, When the Army took my boys, I sold it all back and stayed with my horse Boley. 

He was 25 years old. Got to be such a rascal he want to pitch, A man bought him for 

$100.00, 

I was kinda sick. I sure miss that horse. (See Figure 4.35 and 4.36.) 
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Figure 4.35. "Ole Boley Hisself," 11x14, Pencil Oil 
Pastel on White Paper. Collection of the Artist. 
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Figure 4.36. ' lopen' a Cow," 12 x 16-3/4, Pencil, Oil 
Pastel, Acrylic on a Grocery Sack. Collection of the 
Artist. 
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My John Deere Tractor 

This here is my John Deere tractor I got when I helped save those people at Goose 

Creek, 

See they have the big wheel, That's the middle buster to go on this here, Thaf s 

my dog like to go with me everywhere, Thaf s a spade and a hammer. 

That's my son on the tractor. Thaf s me on the ground seein' to it well done. I'm 

just tellin' him how I want it disced, He's been doen the work, Them's double discs, 

double cultivators, double planters, They all come with the tractor, I had that tractor 

until they taken my boys to the Army. 

I was the only Negro in this area to have a tractor. When people found I had a 

tractor some of them wanted to help me out and some wanted to put me out. (See Figures 

4.37 and 4.38) 
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Figure 4.37. "John Deere Tractor," 9-1/2 x 13, Pencil, Oil 
Pastel, Acrylic on a Grocery Sack. Collection of the Artist. 
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Figure 4.38. "Goose Creek Accident, 1943," 16 x 20, Pencil, 
Acrylic on Canvasette. Collection of the Artist. 
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Smoken Meat 

Here's where I done cut up the hog and started to smoken it. We used to smoke 

our bacon, This here's the hams, and this here's the middlins and this here's the back 

bones, the feet and the trimmins. Middlins is when you done kill a hog and cut the 

middlins out-then you just got middlins. If s what some people call the saddle. 

Thaf s where the ribs come down. You takes the ribs out there and just stretch it 

out and sah it down, the way I used to do and let one lay on top of the other, you know, 

and lef em stay about sixteen day in the salt and then you take it up and wash it in black 

strap molasses in a tub like clothes and scald it and hang it up and smoke it until it tums 

brown. I used to smoke mine sometime about a week, but I wouldn't just continue all the 

time. 

I used to have a smokehouse. Some of em I built myself Some of em was there. 

You build a smokehouse just like you do a house. See, you make it ten by ten or ten by 

eight. Some people put a floor in it. You build a fire in the middle or either you take a 

pot and smoke it through a pot. Take a pot and put some rotten wook like pecan or oak in 

it. You gotta get it kinda hot. . . you know, dry wood. And that makes a good taste of 

beef or hog. (See Figure 4.39,) 
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Figure4.39. "Cured Meat 1935/Hams/Shoulders/MiddIins,' 
11x14, Graphite, Oil Pastel on White Paper. Collection of 
the Artist. 
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Man Pumpin' Water for His Cows 

A man is pumpin' for his cows. See, here's the pump and here's the water trough. 

The cows are comen up,' Thaf s me pumpin' the water, 

Before we had water pumps, we had to take the cows to the water hole or spring, 

If you want to find water you get a Sycamore tree and tear a limb off of it, You 

walk along and when the stick points down that's where you dig for the water, I always 

found it that way, IX worked for me, Then you take a spade and commence to diggen, 

The well has to be big enough for a man to get down there and dig, You nail some two 

by fours and planks together to hold back the dirt. When water comes to rushen and 

gushen you get out of there. Then you make a windlass and attach a rope to a bucket and 

let it down to draw your water up, You pour the water into a tub or barrel or trough, 

whichever you made. 

Later we used the auger to dig holes and a pump to bring up the water, (See 
Figure 4,40,) 
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Figure 4.40. "Man Pumpin' Water for His Cows," 1 Ix 14, 
Pencil, Watercolor or Tempera on White Paper. Collection 
of the Artist. 
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Got a Cow Down 

That's me ridin' a mule and I got a cow down and couldn't get her up. I don't see 

me, I done walked on off somewhere, but there's my mule and I must of gone off but I 

left my mule and my cow. 

Sometimes cows gets poor and get down and can't get up. You have to lift them 

up. You catch'em by the tail and lift up and sometimes you put a sack under the stomach 

and take a block and tackle. I been taken'em up, you know. Sometimes they eat some 

kind of weed or something that makes'em sick. 

In 19 and 25, that freeze that time froze so many cattle to death, you see. People 

lost hundreds and hundreds of cattle. We found them just froze to death. A jersey can 

stand more cold than a Brahma or a hereford. I didn't have so terribly many jerseys but I 

raised Herefords, Red Poles, and Brahmas. My milk cow was a Durham. She give plenty 

good milk. A Jersey gives more richer milk, but a Durham, she gives more milk than a 

Jersey does. This looks more like a Jersey. A Red Pole, they's red, and they's pretty 

good milk cows. 

A Brahma and Hereford, they's mostly for beef cows. When the Brahma came in 

here they had the regular Texas Longhom. The Longhorn was small and they would fight 

and go around like that. They would run at nearly anybody. (See Figure 4.41.) 
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Figure 4.41. "Cow's Dovm in Her Loins," 9x12, Pencil, 
Tempera on Newsprint. Collection of the Artist. 
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Longhorn Cow Drive 

They had big tree, "twixt Katy and Brookshire called Lone Elum. Everybody used 

to go in around that Lone Elum to camp. 

Way back in 19 and 25 I used to be on a cow drive. See, we didn't have no 

pastures-everything was loose. We had these here little oie' chapparral ponies to ride. 

Everytime you'd get on, they'd pitch. They'd give you three of em to ride and by the 

time they got through pitchen, you'd have to get another one. 

Them there's a bunch of cattle. This man had 500 head of Texas Longhom come 

from East Texas-fight anything come to it. They're mean~just fight a circle saw. 

They put me in the pen there with'em. One brother would help another~but I 

didn't have no help at all. So when they come straight at me, I went to jump off and tore 

the seat of my britches. 

Mr. Bertrand McCoy say, "Ezekiel, what is you doin'?" I just laughed. He said, 

"Well, if you can't catch'em, you can cuf em." They got me another pair of britches and 

that done, I went to cutten and marken'em right there. (See Figure 4.42.) 
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Figure 4.42. "Longhom Cow Drive," 11 x 14, Pencil, 
Watercolor or Tempera on White Paper. CoUection of the 
Artist. 
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Syrup Mill 

This is a syrup mill. See the cane? I growed my own cane. 

First we grind through this mill here. You got a mule goen' around. You shove 

the sugar cane in here and here is where you catch the juice. Then you pour it in a 

vaporatin' pan. Once you put it in a pan, you have three petifions in it, you see. At first, 

when if s gettin' kinda thick, you shove it on around into one other petition and then 

when it gets a little thicker than that and ready to pull off, you put it in another pefition 

and shut that gate down, so it keeps that first from gettin' back with the second. When it 

gets to the last, well, that's ready to pull. Then you draws it on off 

Sometimes I would throw away the skimmin' and sometimes I wouldn't. Some 

peoples come there and catch that skimmin' to make just kind of a cider-beer they used to 

make way back yonder. You just get some of that there skimmin' and put some of that 

acid on there, if 11 make you dmnk. 

Here is a man comin' down to talk to me about makin' syrup. I'm carryin' him 

down to look at the vat and the pump and everything. They want me to make some syrup 

for them. You see, I made it for the whole neighborhood. I growed my own cane and 

made my own syrup and then I'd make some for my neighbors and friends. They would 

bring their cane to me and I mn it through the mill. Make it and tum it over to them. 

They paid me so much to grind it, cook it, and everything. One man wanted me to make 

a hundred gallons. 

A man had that outfit and he didn't know what to do with it and I didn't know 

what to do with it myself, but I just had a mind that I could do more with it than he was 
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doin'. So, I just got it and started to makin' symp and got customers from everywhere. 

(SeeFigure4.43.) 
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Figure 4.43. "Symp MiU," 18 x 24, Pencil, Oil Pastel on 
White Paper. CoUecfion of Cecile Greer Bums. 
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Or Jack 

This here is a stock pen. And thaf s a red mule-Ol' Jack. 

Well, that mule he was a good ole mule, about 15 or 16 years old. A good work 

mule but he would break in my neighbor's field, don't care what I done. We couldn't 

keep him out~just couldn't keep him out. I fied his head down to his feet~he'd go in 

there anyhow. I put a yoke on him—he'd go in there anyhow. There was so much work to 

do I couldn't keep him on a safe rope all the time. Wife wasn't able and I was always in 

and out. 

So my neighbor says, "Gibbs, your mule is in my field again. Come on with me 

and r i l show you." So I says, "Well, what is the charges?" He say, "Gibbs, I couldn't 

charge you." So I say, "Well, I'm gonna try to keep this mule alive. Put a rope on him 

and everything." 

Next momin' mule was in the field. I says, "Mr. Fleeney, I can't keep that mule 

out. He goes through the east side fences." I don't know how he got in there, but he was 

in there just goin' through the man's com. So I says, "Now mule," I say, "Now I do all I 

can for you. I feeds you a plenty and I do all I can and h looks like you just gonna make 

me lose friendship here with my neighbor. Thaf s you doin'. You always in there and I 

have to get you out. I'm gonna kill you." 

And I killed him. I knocked him in the head with a sledge hammer and killed 

him. I did that myself I ain't gonna let my stuff interfere with my neighbor and be bring 

contempt to me. I was right there. That's been longago. (See Figure 4.44) 
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Figure 4.44. "Ole Jack, the Mule I KiUed," 11x14, 
Pencil, Oil Pastel, Tempera on White Paper. Collection 
of the Artist. 
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The Accident 

Back in 1935,1 run over Mr. Mark's daughter at Barker, Texas. I was drivin' a 

Model T Ford, goin' down Barker Road and just as I got even with the church house (they 

was gatherin' up Easter eggs) Mr. Mark's girl stepped out ahead of me and I run over her. 

Then the man hollered, "Looky what you done." And so, I had done stopped right 

immediately. As soon as I seen I hit her, I stopped. Well, I had a man with me. I had to 

hold him from jumpin' out and runnin'. I held him back and Mr. Mark's says, "Way it 

was done, it couldn't be helped. I understand. Now back off Go on ahead." 

So I went on and everything was secure. You see, a Model T was up high and a 

whole space twixt. The bumper knocked her down and she went undemeath there. And 

didn't hurt her at all, just knocked her down. The wheels didn't hit her; she was under the 

center. I was just grateful she didn't get a scratch. After that Mr. Mark's had me to work 

for him. (See Figure 4.45.) 
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Figure 4.45. "1935, The Accident," 18 x 24, Pencil, 
Tempera on Watercolor Paper. Collecfion of the Artist. 
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Eight Dav Clock 

That's a clock made way back in '35~and fiirther back than that. We didn't 

altogether know~and they put them there eight day clocks out and everybody's tryin' to 

buy one. Just like the Chambers Range. Everybody wantedto buy one of those. 

I never did have no eight day clock, myself I just liked them. Some of the older 

people than I was buyin' 'em. (See Figure 4.46.) 
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Figure 4.46. "Clock with Three Hands (8-Day Clock)," 
9x12, Pencil, Oil Pastel, Tempera on Newsprint Paper. 
Collection of the Artist. 
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Hit and Run 

In 1939, when I lived on the Rogers place, making syrup, and raisin' cows, with 

all the six children in my Model T Ford-BAHM! a man hit me~right there in River 

Oaks. Knocked us all out-my wife held on to the youngest baby. The jack hit the tree 

and flew back and hit Boyd in the mouth. The man kept goen, A lady got on the phone 

and called the police. A milk truck come by from Stafford. The man knew me so he said 

he would take us home. (No artwork available.) 
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I Was An AII Around Man 

I've done so many different things, I don't know where to start in at. I ain't never 

left the farm. I had a little store on McAloo, then I had it on Sampson. It was like a 

vegetable stand. I was havin' to work with any little thing, you know. At that time there 

wasn't too much of nothin' cause they wasn't able to get nothin'. 

I was sellin' snap beans, Irish potatoes, tomatoes and just things like that that you 

raise in the garden, Men used to bring cigarettes and all like that-just like I sell'em and 

get my money, and then pay them when they come back. That was along in the 30's and 

40's. 

I can't tell all the things that I ain't been into. Can't tell what I wasn't doin'-

because if I wasn't doin' one thing, I was doin' another, peddlin' beef, drivin' cows, 

farmin'-ain't nothin' that jumped long about that time that I wasn't in it. 

It wasn't a plum grocery store, just a little hand out store, It wasn't no sto' like 

there is now, A little bit of handy sto', when you want eggs ten cents a dozen and all like 

that. Then I have one (eggs) when they was around sixty cents a dozen. You see, I been 

havin'em all along, when they was cheap and when they was high. 

Along about the tenth or twelfth month in '60 my sto' got burned down. It must 

have been cause I was moved here in 70, you see I sold out along about that time—I taken 

to hemmorage of the brains, then lost all of my business thoughts, you know, 

Before I was havin' a right smart of contact, farmin', raisin' and sel in' sorghum, 

sellin' cows, hogs and just helpen everybody out-I kept that tractor hot, I was an all 

around man. (No artwork available.) 
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Garden at Night 

This here's a apple and this here's com. There's a watermelon and tumip greens 

and a hat. You have to have a hat when you're planting out in the sun. There's cabbage, 

Purple Top Globe tunips, ear of com, tomatoes and different things. (See Figure 4.47.) 

156 



Figure 4.47. "The Vegetable Garden at Night," 20 x 26, 
Tempera on Black Drawing Paper. CoUection of Transco 
Energy Company. 
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Lone Star Feed and Supplies 

Thaf s where you'd get your seed and the food for your hogs. The man what's got 

that store, he's the one set out sweet potatoes for me when he was a little boy. Almeda 

Feed and Supply. 

This looks like cabbage, radishes and there's a hog. The man could be me. (See 

Figure 4.48.) 
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UPPLY 
Phone 433-1821 

13702 Aimeda Rd. - HOUSTON, TEXAS 77045 

FEED-FERTILIZER 
NACOGDOCHES - Are8Coile7l3J64-37ll - T l E X Ã Í Í 

Figure 4 48. "Feed and SuppHes" (Almeda Feed and Supply 
cSendar), 20-1/2 x 27-3/4, Watercolor on Paper. Collectton 
of the Artist. 
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Men Playing Dominos at St. Francis Center 

I been goin' to St. Francis about nine years. I got lonesome after my wife died, 

and I just was at a loss, but yet and still, I just kept on goin'. I could do pretty good by 

goin' down to the Senior Citizens and talken and goin' on with the other people down 

there. When I come home, my meals and things was fixed by my daughter who stayed 

with me, just like my wife did. Only when they taken my daughter and put her in the rest 

home, the other daughter would come and do but it wasn't like somebody already here all 

the time keepin' me company. So that kinda got me. (See Figure 4.49.) 
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Figure 4.49. "Men at St. Francis Playing Dominoes," 18 x 24, 
Pencil, Watercolor on Watercolor Paper. Collection of the 
Artist. 
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March30. 1981 

Just heard that President Reagan has been shot and take'n to the hospital. You 

know, a whole lot of times, people do things as a passion. 

They don't know anything really, but just takin' the other fella's word. If you just 

stop and think before you jump into anything - what the President is to us. Why, he is 

economical and he try to show people he is economical. He want to see everybody get 

justice. Just cause he knew some things, and don't give me nothin' at the time I think he 

oughta, well, you know, be lookin' ahead and lookin' back, He's tryin' to do the thing 

that's right by everybody, I treat you like I want you to treat me, And after I treats you 

but everybody don't see it like that, 

This here is what is wrong with the third generation - generated down to President 

Kennedy. When Kennedy was shot that was another generation right there, They went 

and killed him - but another man taken his place and kinda opened our eyes a little bit. 

As he got our eyes open - some people thought that was too cruel. We'll tum him 

off and get somebody else. He got to get in there and get hisself seated, watch before him 

and watch beside him before he can get hisself where people can kinda see just a little 

Ught of his, People, a whole lot of 'em, don't look above their nose. 

You is justified by holdin' your peace. I can just say, "Now, if s like this and 

that." So I have to be mighty particular about what I say and what I mean. I ain't a fool, 

that somebody out yonder knows exacfiy what I did and all like that. He's the one will 

ever see his visitor. 
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The mind has to keep goin' on forward, To keep on forward, I always try to 

develop my mind, I have a task all the time to try to go forward. Seems like my tasks is 

always right, See, if I got a task once, a association with every task, 

It kind of worries me 'cause I can't understand, If I can't understand it, thaf s a 

task. When I can understand I can sleep. What I can't - get a dream. 

When anything is right, if s right. Everybody don't see it like that. And thaf s 

exacfiy the way it is with our President. People don't see the Presidenf s ideas. I was 

much in favor of that President. I says, "Oh, I want to go ahead on and shake hands with 

him. They didn't carry me down here to hear his wife speak." 

I never did get to shake hands with him, but I said, "I think he's for us." And I 

believe that. After I come home, they say, "Them people is fallin' for him in Califomia. 

We're back here. He ain't considerin' us," But he had us in his mind as much as he had 

them in Califomia. He had to feel one thing at a time. First get hisself a-seated and look 

to see what he was goin' to do. When he got hisself under self-control, then he decided 

what to do. 

You see, he thought and pleased everybody. You gonna see more than a little on 

account of this is a man that's for the right. (No artwork available.) 
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Paradise Tree 

I don't know what a Paradise Tree is, I guess it's a tree that bears fruit. My eyes 

are so big-look happy, Just like to enjoy the fmit what it has. It's sweet. 

I never seen one to know it. Just hear of it, you know, you hear of a whole lot of 

things. Everybody claims there is a Paradise Tree. (See Figure 4.50.) 
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Figure 4.50. "Paradise Tree," 11 x 14, Pencil, Oil Pastel, 
Tempera on White Paper. Collection of the Artist. 
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Helpin' Each Other Out 

People don't know no better. It takes somebody that do understand humanity. 

People that read the Bible and think over how things exist and everything like that, you 

see. Our nation is all mixed and mangled and jangled and angled up until you can't tell 

what. Your nation have always coincide with me and I've always understood them and 

you all always understood us and everything like that. That just makes a difference. 

I wouldn't know how to do all of this. I take all of that to kind of multiply with 

my mind and that is a success with everything I undertake to do. Cause I take to it with a 

mind that I can do it. I got a wiUin' mind and I just be successftil. 

You just set out to come to a person for help. I always go to a man that can help 

me. He'll always hardly ever tum me down. And so, thaf s the way I am. I get along 

with anything that just aggravated me til I cried. 

I got to keep on forward. To keep on forward. (No artwork available.) 
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CHAPTER V 

ANALYSIS OF THE ARTWORK AND ORAL HISTORY 

Regina A. Perry, in her overview, "Contemporary African American Folk Art" in 

the Intemafional Review of African American Art (1993) cites seven major 

characteristics of an African American folk artist: (1) they are usually elderiy when they 

begin creating art, (2) they exhibit deep religiosity, (3) many artworks depict the 

crucifixion of Christ, (4) a representation in their artwork of bird, animal, and reptilian 

imagery, (5) an ability to convert cast-off or found objects into art, (6) they exhibit little 

regard for conventional methods and techniques of painting and construction resulting in 

deterioration of the works and necessitating early conservation and (7) a deep reflection 

of personal experiences (which Perry attributes to their elderly age at the onset of their 

careers). 

Ezekiel Gibbs's style is linear. In his early pencil drawings there is no color 

(Figure 5.1 (a)). In early pencil and oil pastel drawings, there is no background (Figures 

5.1 (b), 5.1 (c), 5.1 (d)), 5.1(e). "As he went to maturity" his spaces become filled with 

strokes of overlapping mixed colors. Joumalists and scholars in published articles refer 

to his style as "pointillistic" but this is only due to one of his teachers telling him to "fill 

up all the spaces." His animal figures peer out toward the viewer with wide-eyed 

innocence as seen in the pencil and water color drawing "My Horse Boley" (Figure 4.35) 

or the horrified and startled look in the expressive eyes of two hogs in "Slaughter" 

(Figure4.12), 
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His paintings and drawings may exhibit multiple perspectives: from above, 

profile, and frontal (Figures 4,34, 5,31). At times, his animals appear to do a double-take 

as though moving their heads from profile to frontal positions (Figure 5,32), 

Mr, Gibbs used various mediums: pencil, ballpoint pen, black marker, oil pastel, 

tempera, watercolor, colored pencil, acrylic, graphite, He drew his images first in pencil, 

covered the lines with oil pastel, then painted in tempera or watercolor. 

The artisf s images were primarily dravm on paper, A great majority of his eariy 

drawings and paintings were on delicate newsprint or on white paper, with a few 

exceptions: cardboard, box lids, envelopes, watercolor paper, corrugated cardboard, 

construcfion paper, computer paper, the backs of church bulletins, grocery sacks, shirt 

cardboard, calendars (Almeda Feed and Supply), greeting cards, drawing pad cardboard 

backing. 

As the Early CoIIecfion (1977-1987) is intact it was possible to study the artisf s 

emerging style in-depth as it relates to color. In his early pencil drawings there was no 

color (Figure 5.2). He progressed to drawings using pencil and slight color (Figure 5.3) 

and then to drawings and paintings using full color images (Figure 5.4). He appeared to 

have an emotional attachment to the colors in nature and to the colorful flowers that his 

wife grew. It is of note that Mr. Gibbs referred to the textured "pointillistic" marks of 

color in his backgrounds as the images "surrounded by a field of flowers." 

Mr, Gibbs also used color descriptively. He chose the color red for thematic 

"Slaughter" drawings and paintings (Figure 4.23). He also attributed emotional 

symbolism to colors. A mule was painted green because he was "sick" (Figure 5.5). A 

168 



horse was blue because he was "sad" (Figure 5.6). Mr. Gibbs expressive lines and 

intuitive use of color are exemplified in his painfing of "The Windmill" (Figure 5.7). 

Perry, in her article (p. 9), describes the basic ingredients (style) of folk art: 

"flatness of form [Figure 5.8], a tendency toward overall surface patteming [Figure 5.9], 

fipped-up perspective [Figure 5.10], inaccurate scale relafionships [Figure 5.11], incorrect 

anatomical proportions [Figure 5.12], drawing subjects from memory rather than 

preliminary sketches [Figure 5.13], and bold use of unmixed colors" [Figure 5.14]. 

Ezekiel Gibbs's paintings and drawings exhibit all of these basic ingredients. 

Wanting to educate his audience, Ezekiel Gibbs invites the viewer to "see" and 

understand through his eyes: farm life, objects and animals involved in that life, 

gatherings around the water trough (Figure 4.20), being in the field with his hogs and 

dogs (Figure 5.15), roping a steer (Figure 4.36), watering a cow (Figure 4.40), two red 

mules in the field, (Figure 5.16), a horse with EG2 brand (Figure 5.17), walking in the 

field with a rope in his hand looking for a horse or cow to rope (Figure 5.18). 

Gibbs also wants the viewer to understand his entrepreneurial spirit and the 

processes involved in farm life such as blacksmithing (Figure 4.21), slaughtering (Figure 

4.27), his farm tools (Figure 4.13), syrup making (Figure 4.43), and sausage making 

(Figure5.19). 

His deep sense of community and family is exemplified by paintings and drawings 

such as Gibbs and his wife on Easter moming hiding Easter eggs for the children (Figure 

5.20), he and his sons in a field (Figure 5.21), and his neighbors visiting his home (Figure 

5.22). 
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His love and respect for nature is reflected in his drawings of crops and his garden 

(Figure 5,23), in his jewel-toned drawing of the garden at night (Figure 4.47), and of 

himself in his garden at the day's end (Figure 5.24). 

Religious themes abound in the paintings of Ezekiel Gibbs. He was converted 

into the Baptist church at age eighteen. He was a deacon in his church for over 63 years, 

His paintings range from topics such as the Preacher and the Deacon (Figure 5,25), Adam 

and Eve (Figure 4.19), Christ on the Cross (Figures 5.26 (a), 5.26 (b)), and dream images 

(Figure 5.27) which he cannot explain. 

Examples of his sfill life drawings, Two Wardrobes (Figure 5.28) and Oil Lamp 

(Figure 5.29), relate to familiar items in his environment. He drew a series of clocks, 

Eight Day Clocks (Figure 4.46), pocket watches and mantel clocks, He always said, 

"They're thinking about how hard fimes is, You know I go about fimes. Times is really 

mnnen fast." 
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Figure 5.1. Style (a), 'TheFarai," 8-1/2 x 14, Pencil on 
Newsprint. CoUectionof the Artist. 
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Figure 5.1. Style (b), 'Me on the Farm," 18 x 24, Pencil, 
Oil Pastel. Collecfion ofthe Artist. 
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Figure 5.1. Style (c), 'Tarm Animals, Fences, Tmcks, Tater 
Pump, Barbecue House," 18 x 24, Pencil, Oil Pastel on 
Newsprint. Collection of the Artist. 
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Figure 5.1 Style (d), 'Telix the Mule," 11 x 14, Pencil, 
Tempera on White Paper. CoUection of the Artist. 
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Figure 5.1 Style (e), "Milk Cow with Sucking Pig," 9 x 12, 
Pencil, Tempera, Watercolor on White Paper. Collection 
ofthe Artist. 
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Figure 5.2. "The Farm," 18 x 24, Pencil onNewsprint. 
Collection of the Artist. 
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Figure 5.3. "Old Home House, Me, My Son, Garden," 18 x 24, 
Pencil, Oil Pastel on White Drawing Paper. CoUection of the 
Artist. 
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Figure 5.4. "Ole Brazos Bottom House, Me, Cow," 9 x 12, 
Pencil, Oil Pastel on White Drawing Paper. Collection of 
the Artist. 
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Figure 5.5. "A Sick Mule," 11x14, Pencil, Oil Pastel on 
White Paper. CoUection of the Artist. 
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Figure 5.6. "Big Blue Horse," 9 x 12, Pencil, Tempera on 
White Paper. Collection of the Artist. 
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Figure 5.7. 'Windmill," 9 x 12, Graphite, Oil Pastel, 
Watercolor on Newsprint. Collectíon of the Artist. 
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Figure 5.8. 'Work Tools, Me, Mules," 9 x 12, Oil Pastel, 
Watercolor on Newsprint. Collection of the Artist, 
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Figure 5.9. "Sweet Potato Patch," 11 x 14, Pencil, Oil 
Pastel on White Paper. CoIIection of the Artist. 
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Figure 5.10. "Me Ropen' a Cow—My Dog Standin' Right There 
to See To It Well Done~I Had a Dog Really Looked Out for 
Me," 12 x 16-3/4, Pencil, Acrylic Paint on Grocery Sack. 
CoUection of the Artist. 
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Figure 5.11. "Me, Cow, Dog, Hog, Chicken," 11x14, Pencil, 
Oil Pastel on White Paper. Collection of the Artist. 
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Figure 5.12. "The Adoption," Acrylic on a Cormgated 
Cardboard Circle. CoUection of the Artist. 
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Figure 5.13. "Mr. and Mrs. Winegarten Stop for Barbecue, 
9x12, Pencil, Oil Pastel on Newsprint. Collecfion of the 
Artist. 
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Figure 5.14. "Old Home House," 9x12, Tempera on 
Newsprint. CoUection of the Artist. 
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Figure 5.15. "Me, Hog, Dogs," 11 x 14, Pencil, Oil Pastel 
on White Paper. CoIIection of the Artist. 
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Figure 5.16. 'Two Red Mules," 11x14, PencU, Oil Pastel 
on White Paper. Collecfion of the Artist. 
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Figure 5.17. "A Horse with My Brand," 11x14, Pencil, Oil 
Pastel on White Paper. Collecfion of the Artist. 
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Figure 5.18. "Looken' for My Horse and Got My Rope in My 
Hands," 9-3/4 x 13, Oil Pastel, Tempera on Computer Paper. 
Collection of the Artist. 

192 



Figure 5.19. "Sausage Grinder," II x 14, Graphite, Oil 
Pastel, Tempera on Computer Paper. Collection of the 
Artist. 
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Figure 5.20. "Me and My Wife Hiding Easter Eggs on Easter 
Moming," 9 X 12, Pencil, Oil Pastel, Watercolor on 
Newsprint. Collection of the Artist. 
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Figure 5.21. "Me and My Sons in the Field at Night," 
13-1/4 X 20, Oil Pastel on White Paper. CoUection of the 
Artist. 
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Figure 5.22. "Neighbors Visiting," 11 x 14, Pencil, Tempera 
on Computer Paper. CoIIection of the Artist. 
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Figure 5.23. "My Garden," 15 x 22, Pencil, Tempera on 
Watercolor Paper. Collection of the Artist. 
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Figure 5.24. "Me Walking Around Checking the Fami,' 
8-1/2x11, Oil Pastel on Black Constmction Paper. 
CoUection of the Artist. 
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Figure 5.25. "Preacher with a Bible in His Hand, 9x12, 
Pencil, Oil Pastel on Newsprint. Collection of the Artist. 
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Figure 5.26 (a). "Christ on the Cross," 11x14, Pencil, 
Tempera or Watercolor on White Paper. CoUection of 
the Artist. 
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Figure 5.26 (b). "Christ on the Cross," 12 x 18, Oil 
Pastel, Chalk, Oil Pastel, Marking Pen on White Paper. 
CoUection of the Artist. 
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Figure 5.27. "The Dream," 11x14, Pencil, Oil Pastel, 
Tempera on White Paper. Collection of the Artist. 
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Figure 5. 28. 'Two Wardrobes," 9 x 14, Watercolor on 
White Drawing Paper. Collection of the Artist. 
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Figure 5.29. "Oil Lamp," 11x14, Pencil, Tempera on 
White Paper. CoIIection of the Artist. 
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CHAPTER VI 

SUMMARY AND CONCLUSION 

Ezekiel Gibbs's oral history and accompanying paintings and drawings are filled 

with joys and sorrows, family and friends, natural disasters (fire, an ice storm, floods, and 

droughts), man made catastrophess such as World War I and II, 1929 depression, 

govemment control of farming and urban renewal, the acquisition and loss of both 

property and valued farm animals, accidents, deeds of heroism, entrepreneurial projects, 

and the oppressive culture of his time. Gibbs shares the joys and blessings of his life with 

the viewer as best exemplified in his interview response to his exhibition at the Museum 

of Fine Arts, Houston. 

I felt good~see I had never been into nothin' like that. People were 
coming in there enjoying lookin' at me and enjoying my art. I just felt 
uplifted but I didn't know how or the why. . . . I met Dr. Marzio when 
we were lookin' at my paintings, we were talkin' and he asked me about 
each one. I told him about how I cometo think so I could tell it like 
it is--and I had to just go until I understand it. Things aren't like they 
used to be. I have made a pattern of my life so [you] show the people 
what I have done to keep down confusion and trouble. Everybody met me 
rejoicin' both colored and white-seems they was just uplifted. 
(see Appendix E and Interview: Appendix P) 

In response to a painting of his garden at the museum exhibition, when 

questioned, "Tell me about this painting, Mr. Gibbs," he responded, "I got my garden in 

the best of shape. I don't know what people have in their minds about it. I just planted 

my spring garden and made it presentable." When queried about his first exposure to and 

observation of other black folk artists at the Black Folk Art in America: 1930-1980 

exhibition, he stated: 

205 



I think it was great. The people was doin' the very best they could at 
that time. People have progress so much today they don't know what 
to do. Back then, I don't remember having shoes until I was about 19 
or 20 years old and was able to buy them for myself I came up motherless 
and fatherless-I had to ketch as ketch can. There is an old saying, 'Take 
what you got and make what you can out of it.' [like the artists]. I used to 
draw on paper sacks, cardboard, box lids-anything I could get ahold of 

In response to his thoughts on one of the sculptures in the Black Folk Art in America: 

1930-1980 exhibition, Mr. Gibbs remarked, "I couldn't think no more of it than what it 

was" (Appendix P). 

With regard to the problem of misrepresentation of Ezekiel Gibbs. one of the 

earliest research sources that I consulted, The Folk Artists Biographical Index (1987) in 

reference to Ezekiel Gibbs (p. 100): (1) misspelled his name, "Ezekial," and (2) stated 

that he flourished between 1977-1981. This lack of thorough research may give the 

reader the impression that he ceased art activity in 1981. His Museum of Fine Arts 

exhibition was in 1983 and he "flourished" until his death. Researchers for that 

publication did correctly reference his birthdate (1889) and his locale (Houston, Texas). 

They misrepresented his type of work. It should have read drawings and paintings, as 

well as mixed media, as opposed to their statement: "watercolor (painting)" (see 

Appendix W). This early research experience forewarned me of the necessity of 

protecting the artist from scholars and the artworld. 

In my attempt to gather information on Mr. Gibbs's published references, an art 

instructor presented me with a xeroxed sheet from an unknown, unnamed, undated 
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source. It is noted that, in the lower right-hand comer of Mr. Gibbs's artwork, some 

unknown person had printed his name. It is not his signature (Appendix V). 

The most offensive inaccurate reference to Mr. Gibbs came via the Intemet while 

I was researching Ezekiel Gibbs's current references. An exhibition, Whereabouts 

Unknown . . . Make-Do Art of the American Outlands (1993) (14 artists) at the Florida 

State University Gallery and Museum, curated by a professor of art, catalogue stated that 

"few of his works existed" and "he had many wives." The catalog also stated that much 

of his work was lost and there was no existing history on Mr. Gibbs. Simple research 

would have proved to the contrary (Appendix U). 

In various publications his work was mislabeled resulting in continual repetition 

of the errors by future scholars. Joumalists who discuss his style as "pointillistic" have 

little knowledge of the subject and continue to repeat what they have read in other 

publications (Appendix X). 

Photo developers continually reversed his images in the slide format. 

Transcriptionists tended to take liberties and were quickly corrected. In multiple 

publications the number of works exhibited at The Museum of Fine Arts, Houston was 

misquoted as were interpretations of his images. In one Houston Chronicle article, he is 

described as "Ezekiel Gibbs, a retired laborer, reminisces about childhood experiences 

growing up in southem Lousiana" (Appendix X). 

It is my hope that this case study of Ezekiel Gibbs will, as he liked to say, "tell it 

like it is." Further research may lead to an extension of fmdings. 
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