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HUMAN NATURE
The term human nature is a broad topic. It has
been discussed, debated and pondered. What is
it that makes us human or not? Is it love, logic,
consciousness or all of the above. The artists in this
section address humanity and discover surprising,
disturbing and inspiring insights into our species.

Chestnut Street, 2019
acrylic on canvas
15 x 15 inches

In her series the boys are not all right, Kerry Lessard questions the manner
in which boys are raised from an early age in the US. The normalization and
glorification of guns and violence become apparent in her paintings which
show young male children playing with weapons and fire. The images are a
dark humorous commentary on the state of affairs where in this day and age
it might not be legitimately safe to send our children to school. It also raises
questions about outdated traditions in our society. In the party a disturbing
image surfaces of a party character in full costume who seems to be fondling
a child on its lap. All of Lessard’s paintings have a slight yellowed patina
similar to an old photograph that you might see in a family album which
triggers the brain to recall memories, family and childhood. Lessard seems
to be on a quest to understand the darker themes of early development and
how these experiences manifest themselves later in life.

Monster, 2019
acrylic on canvas
10 x 12 inches
Bilk, 2020
acrylic on canvas
28 x 32 inches
Callie, 2019
acrylic on canvas
24 x 32 inches

kerrylessard

ginstone

A Remembrance, 2019
cynaotype printed cotton, reclaimed nails, shed antlers and mixed media
80 x 10 x 14 inches

For mixed-media artist Gin Stone myth and symbolism collide to create
a narrative that has its roots in Native American and Indigenous culture.
In those two spheres the animal is viewed as sacred and symbolic of the
spirits which guide humans through life. It is this need for spiritual guidance
that is unique only to the human species. Her sculptures represent animals
that are transformed into totems and idols made from reclaimed longline
fishing gear, which is hand dyed and embellished with stone, shells,
driftwood and salvaged artifacts.

Huli Jing Stargazing, 2019
hand-dyed rope and mixed media
53 x 22 x 16 inches
Chief, 2019
hand-dyed reclaimed fishing gear, antique wood lathing, shell and mixed media
32 x 28 x 24 inches
Freyja, 2018
hand-dyed rope and mixed media
24 x 24 x 24 inches

rebeccamajor

Rebecca Major looks at one of the most complex relationships humans
have; with themselves. In her One Person Couple Series her sitters pose
as both male and female. Even though it is unspoken upon looking at these
photographs we realize the characteristics of humans can be thought of as
both male and female. Aggression and assertiveness are almost always
attributed to males, while nurturing and sympathetic features are associated
with females. These photographs comment on the stereotyping that goes on
when it comes to gender and makes it more obvious that both sexes have
similar traits. These traits are found in both sexes which ultimately makes
us human. From another angle Major explores the love/hate relationship
most people have with themselves. Major sees this ongoing relationship with
ourselves in line with a romantic relationship, not far from the truth.

Anna (One Person Couple Series), 2011
archival inkjet print
9 x 12 inches

Sophie (One Person Couple Series), 2011
archival inkjet print
9 x 12 inches
Edith (One Person Couple Series), 2011
archival inkjet print
9 x 12 inches

jpannejudygiera

It has been said that you cannot separate the artist from the art. In JP Anne
Judy Giera’s work we get a glimpse into her life as a transgender woman.
Along the way we experience pain, happiness and uncertainty but ultimately
a feeling of acceptance. The work comments on what it means to be a
woman by choice and displays her sexuality literally and figuratively. An ode
to femininity that is at times poignant and painful, it becomes a visual diary
of collage, painting, and performance that seeks to affirm the notion that the
most human thing one can do is be comfortable with yourself.

Gemini/Femme-ini, 2019
acrylic paint whose pigments are derived from cosmetics (liquid
foundation, eyeshadow and blush)
24 x 30 inches
same shit, different day, 2019
mixed media collage on foamcore
11 x 14 inches

Procedure, 2019
mixed media collage on canvas board
11 x 14 inches
Say You Love Me, 2020
ballpoint pen on bristol
11 x 14 inches

In Andrew Long’s beautifully simplistic work a sense of place becomes the
defining moment. It begins with found objects that include discarded maps,
music sheets, and telephone directory pages. This jumpstarts a journey
that ends up in his hometown of Pottsville, Pennsylvania, a once thriving
town built on coal and immigration. It could be a picture of any small town,
USA, one that will always define who you are no matter where you go.
The paintings are beautifully rendered with stained-glass hues and offer a
quilt-like sensibility scattered with memories of a time that could be in the
distant or recent past. It is from the lore of familiarity where the picture is
spurned from a memory that remains fresh forever.

zniknij prosze, 2019
crayon on found paper
28 x 20.5 inches

Dark and Cold Center, 2019
crayon and paint with found paper
20.75 x 14 inches
A Sunday Morning, 2019
ink and crayon on found paper
20.5 x 14 inches
Seeing Sunspots through the Window, 2019
crayon on found map
10 x 14 inches

andrewlong

Out of body experiences seem to define Jennie Booth’s sculptures and
paintings. Her figures are recognizable yet often in compromising positions
that might not be possible in real life. They become metaphors for an inner
life that humans cannot escape. The life of the mind that can imagine
things which are only possible as metaphor. It’s an interesting trait that
humans have, the ability to conjure the impossible and perhaps one of the
things that separate us from other animals and why we are able to travel to
space or find cures for disease.

Without Doubt of Mercy, 2019
mixed media paper, wood, air dry clay, cast plaster
6 x 7 x 3 inches

Lift All Boats, 2019
acrylic and graphite on stitched tapestry-style canvas
38 x 40 inches
Turned Around and Upside Down, 2019
mixed media, air-dry clay, wood, paper
9 x 11 x 9 inches
Float, 2019
acrylic, graphite, safety pins on stitched tapestry-style canvas
41 x 39 inches

jenniebooth

Self Portrait with 12 different noses, 2019
polaroids

Self is an on-going theme in Shahar Kramer’s photographs and
performances. Her Self Portrait with 12 different noses, is a classic
example of investigative narcissism. What are the different noses,
we wear to get by? Is it a comment on the different roles artists play
or humans in general. Of course a humorous play on hats, it shows
a young artist who is conscious of the physical but also social
and psychological roles we’re asked to play in society. Kramer’s
awareness also references the trials and tribulations experienced by
women in society which is conveyed with humor and humility.

My Cortex 1, 2018
Frozen Landscape, 2018

shaharkramer

Born out of a modernist sensibility, Jerry Atkins’ bronze figurative
forms speak to the viewer in simple terms. A study in raw emotion
and how it manifests itself into physical reality, Atkins is a trained
psychoanalyst who’s not afraid to explore his own battle with
depression. Each of his figures is cast to take on a formless boxlike
persona defined by some basic action familiar to homo-sapiens or
animals. His pieces Buddha and Crucifiction both play off each other
in physical ways which juxtapose each other with exaggeration and
subtlety, whereas another, smoking man encapsulates the human
experience through anxiety and habitual behavior.

My Buddha, 2018
cast bronze
22 x 13 x 12 inches
Figure in a cage, 2005
cast bronze and steel
24 x 24 x 18

Crucifixion, 2019
cast bronze
46 x 40 x 36 inches
Smoking Man, 2019
cast bronze
26 x 25 x 13.5 inches

jerryatkins

Using everyday objects to comment on the human experience inform the work of Gary Lapointe
Jr. A circular sculpture constructed of Adidas sneakers speaks to the circle of existence, a
comment perhaps that we rarely veer off the path but repeat our journey over and over. Other
work is more ethereal, several collages made out of pages from a gay men’s magazine featuring
facial hair transforms into a minimalist art Deco series which suggest we look into a window of
the soul. Lapointe Jr’s point of view derives from a minimalist aesthetic that looks to discover
something beneath the surface while using the familiar.
(carhartt hat arch), 2019
carhartt hats and concrete
5.5 x 8 x 25 inches
(Craig, South Carolina), 2019
found and altered Gay American Bear Magazine, 1994 on paper
11 x 8.5 inches

(Adidas samba circle), 2018
six 9 1/2 Adidas samba sneakers worn by the artist
18 x 18 x 4 inches
(Jim and Marc, Tidewater, Va), 2019
found and altered Gay American Bear Magazine, 1996 on black enamel
sprayed paper
11 x 8.5 inches

garylapointejr

Mitosis V, 2019
dirt, sand, belts, handkerchief, glove, glue, and
acrylic on wood panel
36 x 36 inches
Mitosis lV, 2019
dirt, sand, plastic bags, torn dress shirt, cardboard,
glasses frame, glue, and acrylic on wood panel
36 x 36 inches

Creating portraits with residue left behind formulates the
work of young queer artist Dylan Coppola. In the artist’s
sculptural work they primarily use their own clothing
and dirt which features themes such as decomposition,
change, nostalgia and the environment. The work has
a fleeting quality which makes it intuitively human. It
triggers memories and nostalgia which come from our
power to reason. Whereas animals use their scent of
smell to identify and mark humans use their power of
sight to understand the larger universe.

Mitosis l, 2019
dirt, sand, glue, belts, torn dress shirt, plastic, and acrylic on wood panel
36 x 36 inches
Mitosis ll, 2019
dirt, sand, swimsuit, plastic bag, glue, and acrylic on wood panel
36 x 36 inches
Legacy 2, 2019
dirt, sand, belt, shorts, tie, plastic, glue, and acrylic on wood panel
36 x 48 inches

dylancoppola

Dinner, 2020
oil on canvas
30 x 40 inches
Susception, 2019
oil on canvas
36 x 48 inches
Single Being, 2019
oil on canvas
24 x 33 inches

Anna Gregor’s work looks at the conflict of being human. Unlike animals, humans
are aware of their spiritual and physical limitations. Gregor seeks to dissolve that
conflict in her painting and break down walls between herself and the viewer. She
feels the world of shadows and personal enlightenment which she brings forth in
her work is a form of social connection. By inviting someone to glimpse into her
reality is a form in her words ‘to understand the physical manifestation of another
person’s ideal world’. A way to get to know her which is free of boundaries and
preconceived notions.

Calcify, 2019
oil on canvas
60 x 36 inches

annagregor

Through the physicality of classic portraiture artist Walter John Rodriguez
examines the current political and economic climate. In his series Cold Front he
dons a nude figure with a down jacket covering its head similar to the blindfolded
lady justice. The alluding to consumerism and our over reliance on foreign goods
is brought to our attention in a contemporary setting with the trademark article
of clothing. It continues a series of portraits by the artist called The Founding
Fathers which traces our political history and emancipation from England. The
new work seems to question our original intention and current state of affairs.

Unfound, 2020
oil on canvas
30 x 30 inches

Recover, 2020
oil on canvas
30 x 30 inches

walterjohnrodriguez

alancarr
There’s no doubt that the human race is capable of wondrous things.
But it’s the everyday mundane moments which make up the majority of
our lives. Artist Alan Carr gives us a glimpse into that world. Primarily
known as an illustrator Carr transforms our everyday lives into a diary of
record. He looks to find the relationship between real and psychological
in these moments. To the viewer they recall a simpler time and offer a
sense of hope, duty and wonder. A slightly blurred out of focus picture
into the mental state of its participants.

Beyond the Lawn, 2017
acrylic on canvas
30 x 24 inches
The Weight of the Message, 2017
acrylic on canvas
22 x 28 inches

The End of the Street, 2018
acrylic on canvas
20 x 40 inches

Art Fairs: Art On Paper NYC March 5-8, 2020
Marianne Petit, Jennifer Deppe Parker, Christine Atkinson, Diana Wege

Art Fairs: Pulse Miami December 5-8, 2019
Black and White Gallery Booth featuring Savonarola Suite by Gregory Perkel

Art Fairs: Pulse Miami Dec 5-8, 2019
Vellum Projects booth featuring: Deborah Druick, Yikui Gu, and Zoia Skoropadenko and Diana Wege

Vellum Q&A: Graeme Mortimer Evelyn

May 1, 2020

Tell me where you grew up and
when did you realize you were an
artist.
I grew up on a working class
housing estate in the industrial
town of Luton, Bedfordshire,
England, about 40 miles north
of Greater London. From the
70’s till the early 90’s, everyone
I grew up with was a second
generation immigrant from either
the Caribbean, Pakistan, Kashmir,
India or Ireland and whose parents
either worked in the factories, the
big Vauxhall car plant or as local
bus drivers. Career prospects
were minimal, with substandard
70’s/80’s state education designed
to encourage the working classes
in the direction of guaranteed
employment in the factories.
‘Bleak, Boring and Inevitable’
would be an apt description of that
era. Nevertheless, I am eternally
grateful to the Luton back then, as it
persistently inspired the drive in me
to escape the ‘dull inevitability’ and
focus on following my dreams.
I realised I wanted to either be
an artist or an architect at around
the age of 7. No one in my family
still has any idea how I came to
this realization. I was very shy kid
because of a stutter, so spent most
of my time silently drawing, reading
comics or in a world of observation.

My mother, in particular, at least
initially, entertained the notion
of her shy youngest ‘washbelly’
son as an artist and thought
the idea “cute”. However, the
more resolute I became about
becoming an artist - the stricter,
more conservative and pragmatic
my Jamaican parents became.
However, they did encourage my
musical talents through Caribbean
Pentacostal Church attendance
and my older siblings love of Jazz
Funk, to practice the double and
the electric bass. They even helped
me purchase two Technic 1210
turntables and a mixing desk when
I got heavily into mid 80s HipHop
and became an aspiring teenage
DJ creating ‘cutback’ breakbeats for
local Rap MCs.
They could countenance the notion
of me being an ‘artist’ as musician,
but never a visual artist. My mother
often remarked, “Not even a silver
spooned white boy can make
a living working as an artist, so
what makes you think some Black
British Jamaican boy can?” - and
I confess, I had to agree with her.
Back then, 80’s England was not a
pleasant experience. Racism then
was the visceral, institutional kind,
in your face and often physically
violent. The case was clearly on
my parent’s side. Therefore, I
resigned to their reasoning, studied
hard, worked in the family mobile
Caribbean catering business and

Reconciliation Reredos (2011)
MDF Relief, Yacht Enamel

eventually ‘negotiated’ with my
father to become the first family
member to attend university and
study Business Marketing. An
interest in graphic advertising was
the closest they would approve
towards fulfilling my ambition to
become an ‘artist’.
During that period, I became
interested in Rastafari lifestyle
through a former breakdance
crew friend I also used to paint
old school graffiti art on various
factory walls around Luton, while
dressed like Bronx BBoys ala The
Rock Steady Crew and debated
the politics of Public Enemy and
NWA. He converted to Rastafari,
while I was studying as a business
marketing undergraduate in
London. With his encouragement I
joined the Luton Rastafari AfroDrumming group aged 19yrs.
Through this introduction I began
a lifelong exploration into PanCaribbean / African Diaspora
drums and percussion. To
Rastafari, the drum is a sacred
artefact, an historical instrument
of meditation, empowerment,
ancestral remembrance, resistance
and spiritual ceremony. Rastafari
shaped my focus as an artist in
very profound ways and I am
forever in their debt for beginning
my exploration of Caribbean oral
history maintained through the
drum and the visual tradition which
accompanied them. I moved on
from the group when I eventually
left Luton and relocated to
Cambridge to begin Art School in
the early 1990s.

How does your Caribbean roots
influence you?
Really interesting question. The
Caribbean represents the deepest
repository of historical, rhythmical
and visual influences - directly
informing my British cultural hybrid
lens. I have lost count of how
many times I’ve visited Jamaica
since I was 10yrs old. My parents
returned to live in Kingston in 1989
and following my father’s passing
in 2007, my mother relocated to
St Mary on the north coast. I am
intimately attached to Jamaica and
affectionately refer to the island as
“home”.

Call and Responses - The Odyssey of the Moor (2013)
MDF Relief, Mixed Media, Yacht Enamel, 2000cm x 2700cm
*Historical Royal Palaces copyrighted image please attribute with: © 2013 HRP-Robin Forster
Jonkunno Manga (2011)
MDF Relief, Mixed Media, Yacht Enamel ( Study work for Reconciliation Reredos ), 34.5cm x 37.5cm

Many ‘Black British Caribbean’
artists usually take what seems
to be the ‘occupational rite of
passage’ to navigate UK colonial
history, plantation slavery traumas
and its various legacies of social
injustice and weave them into ones
work, even if just as a process of
understanding how their identity
fits in the UK puzzle. I however,
only began to visually reference
the legacy of transatlantic slavery
for example in The Stations of the

Cross (see below) in 2006. Before
then, I was happily experimenting
with my ‘unique’ cultural hybridity.
What was unique? I’ve always
believed I am a minority, within
a minority, in a minority. Simply
put - Brit born Caribbean minority,
where visual artists are definitely a
minority, becomes a member of a
minority community of artists. On
top of that, when visiting Jamaica,
I’m always described as ‘English’
whilst in England, people ask,
‘Where are you from?’. So before
2006, I completely embraced
my ‘cultural schizophrenia’ and
broadened my artistic bandwidth to
include studying block printing in
India, living in Kathmandu, joining
a post punk electro acoustic band,
embracing performance poetry,
providing live music for German
Expressionist theatre productions,
studying Afro-Cuban Santeria
drums/song/folklore and joining
an international circus troupe as a
clown.
Nevertheless, no matter how far the
exploration, my early background
always managed to resurface,
whether through the use of colour,
or musical references to Jazz,
Salsa, Dub, HipHop and/or Graffiti.
I guess we are all the sum total of
intertwined western cultural hybrid
upbringing? Some roots are just
hard to shake off and at some point,
best to be embraced.

I’m very interested in hearing about
your project stations of the cross.
How did this come about and what
significance does it have for you?
The Stations of the Cross began
from a love of alternative comics
and graphic novels. Back in the late
90’s and early 00’s, I was an avid
collector of strange independent
comics and one of my favourite
titles was “Jimmy Corrigan – The
Smartest Kid on Earth” (2001). I
was so inspired by the series in
my collection that I made a large
relief sculpture titled “The Song
of The Gift” (2003), which paid
homage, not only to the colours
and graphic style used in Jimmy
Corrigan, but also the bizarre tragic
narratives. “The Song of The Gift”
is a 12 part graphic tale of life,
death, an end of tragic romance,
seasons and times of day using a
solitary tree as its central narrator.
I remember displaying this work in
my studio when I lived and worked
in Bristol, and an artist friend
remarked that it reminded him of
the Catholic “Stations of the Cross”.
He described himself as a lapsed
Irish Catholic, as an already a 5yr+
practising Nichiren Buddhist by
then, with my UK Jamaican spiritual
experience in Pentecostal Baptist,
Methodist and Rastafari, I had
no idea what the “Stations of the

Cross” were or meant, even to a
lapsed Catholic!
So I decided to do some intensive
research into the tradition and
its significance to the growth
of European Art. Developed
during the early days of medieval
Christendom, The Stations of The
Cross is essentially the first graphic
comic strip traditionally using 14
narrative stages to illustrate The
Passion of Christ during Lent,
created for an vastly illiterate
peasantry by learned monks, whom
themselves recited from handmade
Bibles written in Latin.
During this time, I was chairperson
for Jamaica St Studios, the largest,
artist-led studio group in South
West UK, and was meeting with
Arts Council England (ACE) in
my capacity to secure funding
to support the maintenance of
our building and the artists. I
remember having a conversation
with an ACE representative about
the importance of the Stations in
European culture. He suggested
contacting the Dean of Gloucester
Cathedral with a project idea,
as the 10th Century cathedral
has a long standing relationship
using contemporary art within its
sanctuary and cloisters. So, with
a quick introduction from the ACE
rep, I plucked up the courage,
‘cold called’ the Dean, who had an

Stations of The Cross, 2006
MDF, Acrylic, Ink, 15 x 70cm x 70 cm

intimidating, formal, honorary title of
“The Very Reverend” and delivered
an elevator pitch.
He began his enquiry, ‘So Graeme,
as a theologian that leads tours
of the Roman catacombs and
the early Christian Church, I am
intrigued about your interest in
exhibiting within the Cathedral. May
I ask what project proposal do you
have in mind for our consideration?
My pitch was, “ As a practicing
Buddhist, I would like to create
“The Stations of the Cross”, that
is accessible to Atheists”. After
a short silence, he replied, “
Interesting...and may I enquire how
you intend to do this?” I answered,
“I would to like to subvert, with
your consent, the ‘traditional’
depiction of the Stations to inspire
new audiences by highlighting the
historical significance of the final
journey of Christ and how it relates
to the human journey”. It spiked
his interest enough to request a
Cathedral meeting the following
week with examples of my work.
After a lengthy discussion and
historic tour of the Cathedral’s vast
medieval sanctuary, he offered
me the gig right there and then
- an exhibition of the Stations of
The Cross set within the 10th
Century cloisters for the following
years Lent! Never underestimate
the power of a thoughtful and
researched elevator pitch!

In the UK, English Cathedrals
and Churches are designated as
open public spaces, so this was
my first major temporary public art
commission. I applied for a small
amount of ACE funding, researched
and visited places of worship in
Germany, Italy, France and Spain,
watched every ‘God Film” known to
man; and after adding my very own
15th stage with The Resurrection,
the Stations of The Cross exhibited
to nationwide critical acclaim for
Lent 2006. During a Channel Four
news segment, they interviewed
a number of visitors about their
responses to the artwork, many of
whom were just casual visitors to
the cathedral and not particularly
religious. I acutely remember a
response from a young mother
interviewed who wept openly
when confronted with the station
influenced by Michelangelo’s Pieta,
but instead depicted the Mother of
Christ with an angry gaze firmly set
towards the viewer, challenging the
injustice of violently losing her only
son.
At that moment all the intense
research, site visits and ‘God
Films’ represented merely an
academic exercise. Along with
everyone else on national TV,
I witnessed the power of belief
through the application of Art. I’ve
witnessed this before many times
throughout my travels and study,

but this was a direct response to
my uncompromised objective of the
work to create value and become
a bridge builder with disparate
communities. It worked! I was
blown away! Can this objective
be repeated, using other major
institutional stories and myths?
This question, inspired by that
young mother’s response to the
Stations became a game changer
for my arts practice focus and
purpose. Following that newscast
and intrigued to discover more
reactions, I visited the Dean during
Lent to see for myself the liturgical
use of The Stations of The Cross
within the Cathedral as conduit to
faith, hope and prayer. I distinctly
remember one of the Dean’s
remarks to me during our lengthy
dialogue in the cathedral café
afterwards on the history of early
Christian art, “Remember Graeme”
he said, “The Text flies, but the
Image remains”. That remark has
certainly remained with me. The
Stations of The Cross is currently
on loan and displayed alongside
The Eternal Engine (see below)
at St Francis Church in Tottenham
London.

How is it different to create a piece
of work for a church opposed
to a typical gallery space. What
obstacles (if any) are you faced
with?

Great question. I’ll explain the
differences and similarities using
two major examples. In 2011,
I was commissioned to create
a permanent contemporary
altarpiece, the Reconciliation
Reredos for St. Stephen’s Church.
Established in the 13th century,
it is one of the oldest churches in
Bristol and historically significant as
the city harbor church that blessed
every Bristol merchant slave ship
from the 17th to 19th century,
before setting sail on their voyage
to the West African coasts. All of
the African sailors, also worked on
those ships, were baptized and/or
buried within the church grounds.
The Reconciliation Reredos was
designed to be a contemporary
artwork of universal reconciliation,
responding to the church’s past,
reflecting the voices of Bristol
today, whilst representing the
potential of the future. It remains
the only permanent public artwork
within the UK created to address
the tragedy and legacy of the British
Transatlantic Slave Trade.
The second, is the recently
completed public artwork entitled
The Eternal Engine, a Diocese of
London commission unveiled in
November 2017 for the only church
built in the capital in over 50 years,
St Francis Church in Hale Village,
Tottenham. The artwork is currently
the largest permanent, hand
carved and painted contemporary
altarpiece in Europe with the
dimensions approximating 5m x
3.5m and the installation weighing
over half a tonne. The site of the
new church is situated adjacent
to where Mark Duggan, a young
black man was fatally shot by
armed police in 2011, triggering
the London wide riots then. The
Diocese of London chose that area
to establish a missionary to be
part of London’s healing process.
Literally the project brief was, “ To
create a New Image of God without
representation, that reveals the
individual and the community’s
relationship to the Creator”. No
pressure then?

The Eternal Engine represents
the unifying wonder of our vast
Universe and the mystery of its
Creator, together with Christian
trinity theology of Creator,
Redeemer, and Sustainer (Father,
Son and Holy Spirit) It became
very important to me that the
function of this work is to engage
and involve in some way the very
diverse people who live here in the
creation of The Eternal Engine, as
they should have ownership over it
as a permanent reflection of their
community, their unique history and
their creative legacy. The inclusion
that I experienced in Hale Village
for me is what London is all about

– the fact that, as a Buddhist, I was
commissioned to complete the first
major permanent contemporary
altarpiece (Reredos) in a new
London church in over 50 years
demonstrates the commitment here
in the capital to welcome the whole
community, irrespective of culture,
ideology, race, class and diversity
of thought. Therefore, apart from
the inspiration of the mysteries
of Creator, Space, Time and The
Theology of the Trinity – the colours
of The Eternal Engine have been
directly informed by the Church’s
close proximity to colours used for
the Hale Village low income social
housing area.
The Diocese of London
subsequently expanded the original
commission for the artist to provide
the singular vision for the interior,
thus leading to includes the loan
of the Stations of the Cross to
accompany The Eternal Engine
altarpiece in the main Sanctuary
Hall, and for the Chapel - the
principal study artwork for the
commission, Voyager - Pillars
of Creation. This represents an
historic unprecedented opportunity:
that a contemporary artist has been
afforded a singular vision for all the
artwork in a modern church setting
and for the only Anglican Church
built in London for over 50 years. It
is believed that this has not been
attempted since Matisse’s Chapelle
du Rosaire de Vence, Chagall’s
stained glass for All Saints Church
in Tudeley or Rothko’s Chapel. To
complete just one altarpiece in a
modern artist’s lifetime is a very
rare occurrence indeed and these
works represent the only example
of a UK/ Caribbean heritage artist
commissioned to complete two
such major permanent public legacy
artworks of this kind in Europe.
Firstly, the main difference of
creating a work of an ecclesiastical
nature for a church as opposed
to a typical gallery space, is the
potential for permanent display.
However, as an artist contemplating
permanent display of your work
that will be used as a focal point
and inspiration to beliefs and
prayers you may not align with
takes a great deal of self-reflection,
humility, compassion, patience and
courage. It is easy to go all moral,
political and activist guns blazing
within a secular temporary gallery
exhibition. Displays and curator
texts are changed, exhibitions can
be forgotten, unless collectors
persistently covet your work or a
museum curator earmarks an artist
for future shows, biennales or a
recommendation to the collections
department. Permanency changes
everything.
In Church of England ecclesiastical
law, once an artwork is approved

for permanent residence within
a Church or Cathedral, it cannot
be removed for a minimum of 150
years. It can have the potential
to make a brand new church into
a prestigious Grade 1 Listed UK
Building, which was the case
for The Eternal Engine. So a
commission from these guys
is a decision not made likely.
This presents another obstacle.
Time. The time it takes to make
these decisions and the internal
politics involved to negotiate that
decision. Probably not a dissimilar
experience many artists encounter
within a secular gallery or museum,
but the Church of England was
established in 1534, so they have
time on their hands and they know
it. Internal politics (another not so
dissimilar secular experience) is
another perilous navigation for a
permanent artwork within a English
Church. Many theological studies
have been made in regards to
the schism ‘traditional’ and new
ideas / priorities / agendas can
create within a millennia old major
national institution – most notably
the concept re: ‘Christus Rex Vs
Christus Victor’. Working within
a “broad church” means listening
and reassuring all dissenting
views with the vision of your work
without having to compromise that
vision. The time it takes to learn
the internal political nuances of the
church and using the appropriate
diplomacy is itself an obstacle.
An artist in these circumstances
is commissioned to create images
that can resonate with visitors
understanding of the wonders
and mysteries of Creator, faith,
belief and the part it plays within
our universe for centuries to
come. You have to drop your ego
immediately at the door for these
interventions. I have created
these works for the contemplative
meditation of an individual and

of the group, the backdrop to a
joyous celebration or a sombre
memorial. I could never walk into
those situations as the “Big I AM”
expecting everyone to stand aside
to my ‘genius creative whims’. It’s a
serious commitment made to those
that chose in centuries to come,
to use these spaces as a place of
sincere worship, that you sincerely
support their right to have faith for
themselves and others, especially
if that belief does not align with
yours. It’s a legacy project. You’re
joining a long tradition of permanent
art made sacred following a long
list of renaissance heavyweights.
Therefore, lots of enquiry,
research, dialogue, introspection
and openness are involved. One
has to become embedded, like a
war correspondent and witness
battles. I agree with the objective
of St Francis Church Revd Andrew
Williams favourite quote - “A sacred
place, a sanctuary, is a place
of regeneration, creativity and
transformation” - Richard Giles. So
with that, I am reminded, I am not
attempting to make ‘Good’ Art, I
have been commissioned to make
Great Art.

Please tell me about the two coins:
meditations on trade project.
In 2006, Bristol City was preparing
itself to commemorate the UK
wide, 200th anniversary of the
Abolition of The Slave Trade Act
(1807) for the following year. The
city made its vast wealth upon the
Transatlantic Slave Trade, behind
Liverpool and London, during the
trade’s 16th to 19th century global
dominance. Within a carefully
worded city council statement, a
small ‘legalese’ loophole allowed
The City of Bristol to not formally
‘apologise’ for its involvement
unlike the City of Liverpool. Instead,
it issued a statement of ‘regret’,
for the part it played in this ‘tragic
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history’. Nonetheless, events were
encouraged to be planned and
delivered for the following year
(2007) throughout the city.
Bristol has its beginnings as a
medieval merchants’ coastal town
and one of the famous fathers
of its trade and wealth was
Edward Colston, a 17th century
businessman and generous
philanthropist to the city’s poor,
but who also heavily invested in
the slave trade and was infamous
for breaking the City of London’s
monopoly on this lucrative
commerce, which opened it up the
trades profits to be shared with
coastal towns and cities throughout
the Kingdom. Within the city,
Colston has a large international
concert hall, three schools, a
number of streets and an observed
remembrance day named after
him. He also has a very large and
contemplative commemorative
statue erected in the middle of the
city, right across the harbor church
of St Stephens Church, where I
commissioned years later.
As one can imagine, emotions
were at a fever pitch in a city
known for its cultural rebellious
nature. Heated discussions erupted
throughout the local media for and
against these events. What took my
interest was the ‘against’ argument
generally made by the ‘ poor,
white, working class’ of Bristol.
They generally speaking, believed
as ‘white people’ they need not
‘apologise’ for past evils conducted
by Bristol’s forefathers. ‘Regret’
was sufficient. I agreed with them
– Why? I believe, if Britain’s poor,
white, working class were exposed
to the truth of the trade, then
perhaps they might understand why
they were ‘poor white working class’
then and continue to be ‘poor white
working class’ now. Therefore, this
realisation inspired me to create
an artwork about the Transatlantic
Slave Trade and objectively focus
on the actual “Trade” and all its
historical complexities and legacies,
and that my primary target audience
was for those who supported the far
right National Front and the British
National Party.
Then the idea struck – there
are monuments everywhere
commemorating champions of
colonial industry, and instead of
destroying or replacing them, then
as part of a multimedia temporary
sculpture and moving image
installation, carefully surround
monuments erected in memory
of celebrated 18th Century slave
traders, in which a silent film
can be projected, and present
an alternative history that could
change the monuments historical
association and in turn engage

with all factions of the argument
to dispel myths from all sides.
The objective of The Two Coins:
Meditations on Trade (2007).
video essay was to present an
unprejudiced historical legacy
while highlighting collective
responsibility to prevent negative
forms of 21st century trade, which
create new forms of modern
slavery. Unfortunately, during the
latter stage of the production,
Bristol City Council decided to
pull the funding on the temporary
surrounding structure that would
have encased the statue, although
the video essay has been screened
in cinema presentations and panel
discussions throughout 2007.
I undertook detailed in-depth
subject research that created
the framework and gave context
to the selection of appropriate
narratives that resulted in the
55min silent video essay The
Two Coins: Meditations on
Trade. This poignant, factual and
objective work was filmed staging
imagined historical reenactments
with costumed performers within
UNESCO World Heritage sites
Elmina and Cape Coast Castle
slave dungeons in Ghana and
Bristol Museums, as well as
footage shot in cultural festivities
in Mali and the modern commercial
sugarcane fields in Malawi. All
were intertwined with our consumer
lifestyle, to document the complex
dormant history of the Transatlantic
Slave Trade as a silent meditation.
The historical facts are portrayed
throughout as newsreel without
myth or prejudice from historians
such as Hugh Thomas, Marcus
Rediker and Madge Dresser with
other contemporary sources. One
of the very few artist video essay/
moving image works that has been
used as direct resource material for
university history lectures.

of enslavement. The politics
behind portraying slave trade with
institutions can be really messy, cut
throat and mentally exhausting.
Then, I was approached by the
director of Royal Collection Trust
(who are tasked to oversee
the British Monarchy’s vast art
collection) to take a look at one
of the Crowns top 100 sculptures
in their possession and the oldest
recorded object within Kensington
Palace established in 1688 – John
van Nost’s Bust of the Moor.
This astonishingly beautiful and
lavishly expensive polychromatic
sculpture was commissioned by
King William III in 1688/1689 when
he successfully invaded Britain
and claimed the English Crown.
The bust depicts a black servant
dressed in ‘Oriental’ fashion,
sculptured from coloured marbles
and semi-precious stones, but
with an unmistakable slave collar.
William of Orange had as a matter
of historical record, a personal
bodyguard of 200 Black Soldiers
when he invaded England. The
historical descriptions of these 200
unknown soldiers and ‘Pretorian’
guard to the invading monarch are
very similar to that depicted in Van
Nost’s commissioned bust. So you
can probably understand my initial
reluctance to collaborate, due to the
recent similar commissions.
The UK establishment can be
described as ‘Queen and Church’.
So based on the huge success
of the Reconciliation Reredos as
the only recognised permanent
public memorial to the UK
Transatlantic Slave Trade, possibly
in the UK, but most certainly
within Bristol, coupled with the
Church’s connections established
with Crown, The Royal Collection
Trust became interested to meet
me. The same internal question

You also exhibited at Kensington
palace how did that come about?
What was odyssey of the moor
about?
Musicians often say “one good gig,
leads to another”. That was the
case for Call and Responses: The
Odyssey of The Moor and I nearly
didn’t do it. I had just completed
the Reconciliation Reredos at St
Stephen’s Church and The Two
Coins: Meditations on Trade. Both
of these projects had historical links
to transatlantic slave trade history
and by that time, I clearly did not
want to be a typecast as ‘oh, here’s
a ‘black artist’ hey, let’s commission
him to comment on our institutions
contested historical artifacts about
slavery’. I could see it coming
and I wanted to be that “cultural
schizophrenic hybrid” again and
have a clean break from all matters
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popped up when an opportunity
like this is presented...”You know
G, you could let it go and pass on
this opportunity to some wellmeaning white middle class artist to
potentially make a mess of it?” So
with that ‘no brainer’, I concluded
it seemed like an ideal chance
within another major UK institution
to positively control a narrative
and create some more subversive
value.
So after a lengthy courting period of
high level meetings and viewings at
Windsor Castle, St James Palace
and Kensington Palace, I pitched
a crazy idea that I knew Historic
Royal Palaces and the Royal
Collection Trust would least expect
and in the history of the crown
collaborating with contemporary
artists, had never been attempted.
That idea being: Instead of creating
a separate sculptural work as a
response alongside the Nost bust,
a proposal to place the Moor within
a gilded, man-sized birdcage in
the Queen’s State Apartments at
Kensington Palace, with its doors
flung open to capture the view
over Kensington Gardens. I then
would intricately hand carve and
paint a re-imagined 32 staged lost
narrative that may have led to the
commissioning of this exquisite and
mysterious art work to resemble
Dutch delft pottery that the Kings
Royal Court had a penchant for
collecting during that period. This
narrative would encircle the bust
to create for the Moor a dream of
self-determination, trauma, freedom
lost and finally regained. The
Odyssey of the Moor essentially
became an enquiry into structures
of physical space, social strata
and philosophical ideas on human
nature and individual survival rather
than enslavement of a diaspora. It
succeeded to control the narrative
and for the installation to be an

engaging work that opens up untold
stories and access to a national
historic site for diverse audiences.

How do you come up with ideas for
projects?
I have developed a reputation
for creating work that is situated
in municipal buildings, sites of
memory and places of worship
that subvert these settings and
philosophies, so my art acts as a
catalyst to attract new audiences,
seek alternative dialogues and
challenging questions and to enable
the democracy of public space.
The subversion of the institution
does not stop there, as the works
often reflect that ‘institution” can
denote systems, memorial, edifice,
myth, belief and popular opinion.
So far in my arts practice, many
of the commissioned project work
engages with contested histories
and heritage, which has often
required very detailed archival
research and an acute sensitivity to
collective social issues and ideas.
This process is challenging and
thought provoking for both artist
and audience, causing to question
the essence of what brings people
into a conversation with a work of
contemporary art.
I often get asked (as artists always
do) “what is your medium?” My
first response is - research. I am
inspired by researching and recreating alternative histories and
mythologies. From the research,
I determine what would be the
most appropriate physical medium
to exhibit these researched
‘discoveries’ to an audience that
is diametrically opposed to my
belief system, in order to create a
work that could potentially attract
different audiences to a contested
place. I am consistently enquiring,
how can this particular project be
a bridge builder across disparate
communities. I have to be very wary
of my creative comfort zones. One
size does not fit all in this method.
If I were to boil down a sometimes
lengthy and arduous process
– it would be to look for the
quintessential ‘elephant in the room’
in the contested history and focus
study on that ‘elephant’. Find the
point everybody can agree on and
refine the ‘discovery’ to an ‘elevator
pitch’ then design a project with a
win-win objective for all involved
with realistic and respectful
budgets. It almost never works out
that smoothly, but then, what would
be the fun in that?!

You list yourself as an artist/
musician/curator please tell me how
one informs the other.
From a very early age I’ve lived with

the condition of synesthesia , thus.
responding to sound and audio
with visualising shape and colour.
So throughout with all the years of
consistent gigging, practicing and
studying various genres of music,
being both an artist and musician
has always felt like a single entity.
There is not one project that I
have outlined in this interview that
doesn’t have its own audio/music
research playlist from which I have
directly drawn images or derived
inspiration for colours, shapes, titles
or hue. As I write this, I’m listening
to a 4hr plus London Liquid Drum
& Bass soundtrack. It’s really
helped to keep the momentum up to
answer these great questions!
Some quick examples, amongst
many, of how one informs the
other is the CoLab2015 Festival
Artist in Residence at Trinity Laban
Conservatoire for Music & Dance,
where I directed an improvisational
fusion of automatic drawing with
the conservatoires contemporary
dance and jazz / classical music
students. I responded to the improv
music with drawing, then directed
the musicians to interpret the
drawings for the improv dancers to
react. The Eternal Engine (2017)
altarpiece was also inspired as a
direct result on shapes visualised
while listening to a particular song
from its project research playlist.
As a synesthete, up until to very
recently, I had completely taken
the condition for granted. Currently,
my latest body of work directly
explores automatic experimental
drawing and sculpture informed by
my sensations to sound, music and
audio, and how these responses
can relate and can be interpreted
into contemporary religious and
secular belief structures.
I have often stated that my body
of work comments on cultural
and social identity, politics and
language. These narratives
form when fragments of relation,
memory, society, identity and
modernity, which seem disparate at
first, come together to form a whole.
I came into the role of a curator
much later in my arts practice and
I often feel this statement ascribes
to my experience of it. It became
an integral part of understanding
my role as a visual artist far more
clearly and I have a lot of respect
for the dedicated curator after
my experiences! The curatorial
approach is primarily informed by
my multi-media artist experience
and not from a rigorous academic
critical theory framing or use of
philosophical texts. So rather
than create a thematic and find
the artists to fulfill an ‘agenda’
– my methodology is akin to the
artist to artist studio dialogue.
Understanding the work from its

primary reference points, methods
and choice of craft, crystalizing
the artists’ focus and purpose,
then thread a discovered thematic
with other artists on a similar
wavelength. I’m a visual artist first
and foremost and I really love
conversations with others about
their processes, meaning, craft,
focus, philosophy and survival. It’s
a tough business and in my view
we need to look out for and learn
from each other.
This was my primary focus
during my years as chairperson
for the Jamaica St Artists studio
group when I led and curated
exhibitions. Also as guest curator
of contemporary Jamaican film
for Afrika Eye 2012 International
Film Festival, as co – curator for
the major landmark, UK 2016
exhibition, Jamaican Pulse – Art
and Politics from Jamaica and
the Diaspora, commissioned
by The Royal West of England
Academy and when contributing
to the International Curators
Forum discussions on Caribbean
Curatorship and National Identity
conference in Bridgetown,
Barbados and the Asia Culture
Centre symposium Curating
the International Diaspora 2016
Gwangju Biennale, South Korea.
In the past, I have often remarked
that curators are like DJs and the
turntable needle is their intellect
that, in order to feel the groove
and really bring out the music,
needs to be kept sharp through
consistent research so as to drag
the right questions out from the
artists recording. Through a lot
of hard work, I’ve realized that
pragmatically, there’s a great deal
more to the profession and it really
hones your writing and public
speaking skills. I am excited for my
continued exploration into curating
and collections in the belief that
there still exists a great deal of
potential for some very radical and
engaging exhibitions in the future.

opinions again while there?”
There are so many ways an
audience can engage with art now.
So I believe during this day and
age, maybe we should listen to the
audience more, and by doing so,
expand it.

What do you feel the role of the
artist is in this day and age?
In this age? 2020? Post-COVID19?
In my view, that could well depend
on the individual, their chosen
focus and/or purpose of their arts
practice. Freedom of Expression is
a very important concept and basic
human right for me, so I wouldn’t
want to prescribe a role per se.
Nonetheless, this is a major cultural
paradigm shift, a black hole, event
horizon situation. We haven’t even
begun to establish the ’new normal’.
However, broadly speaking I may
suggest that part of the role of the
artist now, would be to maintain
cultural relevancy, to widen and
diversify audiences.

Tell me about the conversation
you wish to have with people who
wouldn’t normally go to a gallery or
museum.

What I mean by ‘diversity’, is
arguably the only one that really
matters post CV19: the diversity
of thought and belief. Identity is
irrelevant in a society under selfimposed quarantine. To help save
people one will never meet or get
to know or even feel their identity
under these circumstances, is itself
relevant. Therefore, it would seem
prudent at this time to step out of
our artworld comfort zones and
potentially reduce the often used
moral cultural prescriptive thematic
that we have become used to, in
many curatorial projects in the
recent past – be it gallery, museum,
art fair or even cinema. This, in my
humble opinion if continued, will not
inspire wider audience participation
or development but instead, cause
an ever more decreasing audience
and create a vulnerable ‘preaching
to the choir’ elitist clique. When
any elitist clique is threatened, then
the first concept at risk from elitist
power, is Freedom of Expression.
That’s not going to be great for
artists or for great art in the long
term.

Assuming the objective is to
encourage people who wouldn’t
normally visit an art gallery or
museum to do so, I would most
likely ask the following questions
and in this order.
“Do you remember your first
experience with a work of art?”
“How did the experience make you
feel?”
“What did you like/dislike?”
“What kind of art would you like to
see more of, and where?”
“Can we visit a gallery and/or
museum together and hang out,
as I would like to listen to your

There’s a big audience out
there, especially in regards to
faith, universal mental health,
mindfulness, unity, togetherness,
wellbeing and meditation. For some
artists, not everyone out there is
as angry as you, but they could
well share your current western
societal confusions. Why should we
continue to negate the true power
of art to inspire new potential,
unseen and ignored audiences,
just because they choose to think
and believe differently to you? That
attitude, is just not sustainable
anymore, especially to the working

artist...and in this industry, the
Artist is always the most important
commodity.

How do you go about showing your
work on a global stage and why do
you think it’s important?
I am very keen to see how my arts
practice can be translated into other
major institutions globally especially
in the US. But I only think showing
work on a global stage is important
in regards to the question, “Where
can one go to do the best good?” To
be fair, my arts practice focus is on
permanent legacy works/exhibitions
within British establishment
institutions and sales to private
collectors / collections rather than,
chasing validation and fame, getting
invited to every art fair and biennale
and for all my study works to be
sold at blue chip auctions.
However, in my opinion, one should
definitely respect the bottom line for
everyone involved in this industry.
We’ve all got rents and bills to pay
and I’m 100% behind sustainability

of artist practice, collectors feeling
happy to continue to collect and
artists supported to develop more
thought provoking projects. If a
focus about showing on the global
stage can help fiscally sustain your
practice, then go for it. If not, still
go for it and make sure you have a
day job. Pragmatism shouldn’t stop
an artist from making great and
engaging art. Quite the contrary.
The Results of Great Health and
Happiness for Yourself and Others
- has always been my gig. That
ideal may not be fashionable or on
trend right now, but hey, that’s my
line on ‘Artist Activist’ and/or “Artist
Entrepreneur’ and that’s where
I believe, the real change lies locally and globally.

What do you think the responsibility
of the artist (if any) should be?
To be happy.
Create value.
Inspire human potential. Never,
ever, give up. Be aware of your
‘comfort zones’. Search for big

universal answers and allow your
audience to be inspired from your
work to ask big universal questions.
Not to be morally prescriptive.
ou’re in no position to lecture,
but you’re in a position to inspire.
Have fun. Always be polite and
personable. Question. Continue to
be Refined and Undefined.
Make Great Art
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