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Introduction
This exhibition marks the second 
year of our Leverhulme Trust-
funded project entitled Caribbean 
In/Securities: Creativity and 
Negotiation in the Caribbean 
(CARISCC). CARISCC is an 
international and interdisciplinary 
research network of seven leading 
universities in Caribbean Studies, 
namely Birmingham, Leeds, Glasgow 
and Dundee in the UK, The University 
of Amsterdam in The Netherlands, 
Brock University in Canada, 
Rutgers University, USA, and the 
University of the West Indies 
(Mona) in Jamaica, Caribbean. 
Together, CARISCC researchers are 
seeking to examine the interactions 
between two everyday topics that 
are rarely discussed together: 
the precariousness of insecure 
livelihoods and neighbourhoods, 
and the negotiation of risk through 
creativity.

The Caribbean region is a crucible 
for everyday negotiations between 
security and insecurity (hence, 
in/security), given the region’s 
many economic, social and 

environmental challenges. While 
Caribbean people deploy their 
creative energy to live with 
the everyday effects of poverty, 
inequality and violence, they also 
generate globally influential 
creativity in political, literary, 
dance, aural, visual and audio-
visual cultures.

This abundance of creativity, 
therefore, enables us to think 
about security and insecurity in 
relation to the connections between 
precariousness and creativity. 
We believe this brings a fresh 
perspective to the study of global 
security, at times of increased 
global tensions and militarised 
action.

Negotiating Caribbean In/
Securities through Creativity: A 
Research and Art Exhibition gives 
us an opportunity to explore 
and discuss these interlinkages 
vividly, by drawing on the research 
of our CARISCC researchers as well 
as the works of artists with an 
ingrained sense of connection to 
the Caribbean. 



The exhibition is being launched 
at the British Library Eccles 
Centre in June, 2017 and will tour 
four additional UK venues: The 
Lighthouse in Glasgow, Deptford 
Lounge in London, Union 105/East 
Street Arts in Leeds and Midlands 
Arts Centre (MAC) in Birmingham. 
This digital exhibition is open 
to the public and freely available 
online. 

We are of course indebted to the 
many organisations and individuals 
who have made this exhibition 
possible. Firstly, we would like to 
thank the Leverhulme Trust for their 
financial support since January 
2016. We would also like to thank 
the universities of Birmingham, 
Leeds, Glasgow and Dundee in the 
UK, as well as Rutgers The State 
University of New Jersey in the 
US, University of Amsterdam in The 
Netherlands, the University of the 
West Indies at Mona, Jamaica, and 
Brock University in Canada for their 
continuous research support. We 
are particularly indebted to Lotte 
Shaw of Union 105/ East Street Arts 
in Leeds, who managed our artist 
commissioning process, and Jess 
Litherland of MAC Birmingham, who 
supported our exhibition production 
process and continuously acted 

as a sounding board. We 
would also like to 

thank Chantal 
Jackson 

for her exhibition and design work 
and all the artists who responded 
to our call for responses to the 
theme of Caribbean in/securities 
and creativity. Beth Louella, 
Candice Sobers, David Jegede, Dean 
Arlen, Ty Pessoa, Giulia Amati, 
Charlotte C. Mortensson, Paul Dash, 
Gina A. Smith, Mervyn Weir, Sireita 
Mullings and particularly Sonia 
Barrett: thank you for being so 
inspiring and for making the world 
a bit more ‘creatively secure.’

We hope you enjoy the exhibition 
as much as we have enjoyed working 
with our researchers and artists. 
To find out more, please visit 
birmingham.ac.uk/cariscc. 

Dr Patricia Noxolo 
Principal Investigator 
CARISCC

Dr Caroline Moraes 
Network Facilitator 
CARISCC



Vulnerability and resilience, 
danger and responsibility, 
precarity and social reproduction 
are a few of the frameworks which 
have been used to grasp the 
social and creative practices 
that Caribbean people deploy in 
negotiating existential threats 
to the region. The research 
and artworks presented in this 
exhibition are a testimony to 
these ways of looking at in/
security. But we see the 
exhibition as a positive 
celebration of the connections 
between precariousness and 
creativity, as negotiated in 
and through the everyday lives 
of people in the Caribbean. 

By examining varied research-
related texts, images and audio-
visual materials, the first 
part of the exhibition focuses 
on introducing CARISCC and its 
diverse research agenda through 
the exhibition catalogue. It is in 
this part of the exhibition that 
CARISCC network members discuss 
their attempts at gaining further 
understandings of, and addressing, 
Caribbean in/securities. In the 
first video, human geographer 
Dr Patricia Noxolo explains the 
ideas underpinning CARISCC and its 
conceptualisation of Caribbean in/

security as a negotiated, creative, 
everyday practice. 

Dr David Featherstone addresses 
his work through the second video, 
where his interests in historical 
space politics, internationalism 
and resistance are articulated in 
relation to Caribbean political 
thought and activism. He is 
particularly interested in the 
politics of seafarers; how they 
negotiated and also contested 
the insecure spaces of maritime 
labour. Such interests are 
reflected in the archival letter Dr 
Featherstone chooses to exhibit, 
namely the Santille Petition of 
1919, which sheds light on inter-
war experiences of in/security and 
documents seafarers’ efforts to 
challenge the colonial state. 

Similarly, historian Dr Anyaa 
Anim-Addo discusses her research 
interests in the port towns of 
19th Century, post-emancipation 
Caribbean. Through her video, Dr 
Anim-Addo explains her interest in 
the ways in which people negotiated 
meanings of freedom and security 
through labour and collective 
bargaining during that historical 
period. Anyaa also explains her 
interest in how these everyday 
negotiations came to be recorded in 
creative outputs including travel 
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narratives, songs, literature and 
artwork, which she exemplifies by 
showing an archival photograph of 
1890s Kingston, Jamaica, titled 
‘Coaling a mail packet.’ 

The fourth video addresses Dr Rivke 
Jaffe’s work. With a background 
in anthropology and urban studies, 
Dr Jaffe focuses on what she 
terms security assemblages. 
Through ethnographic fieldwork 
on security beyond the state, 
Rivke investigates human and 
non-human security, encompassing 
the negotiated practices of 
professional security providers as 
well as informal security networks 
and neighbourhood watches in a 
Caribbean context. Her fieldwork 
photographs are examples of these 
research interests.

Additionally, Dr Kevon Rhiney 
discusses his work on the 
interrelationships between rural 
stakeholders in the Caribbean 
and global environmental change. 
Through a series of field 
photographs, Dr Rhiney visually 
articulates how livelihood in/
security is creatively negotiated 
on a daily basis, as a result of 
the impacts of globalisation and 
climate change processes that 
affect the region. 

Finally, human geographer Dr 
Susan Mains explains her take 
on in/securities through its 
connections with identity, place 
and representation in relation 
to the Caribbean. Dr Mains looks 
at the relationship between media 
images of security and how we 

create meanings around mobility, 
tourism, heritage and migration. 
In thinking of the Caribbean as ‘a 
place that travels,’ Susan shows 
fieldwork images of Jamaica that 
exemplify creativity and movement. 

The second part of the exhibition 
shows the creative work of eleven 
artists who responded to our 
competitive call for artworks 
addressing the theme of Caribbean 
in/securities and creativity. 
Just like the research discussed 
in part one, the artworks 
presented here are diverse 
and creatively expansive in 
their approaches to matters 
of Caribbean security and 
insecurity, though a concern 
with identity permeates all of 
the exhibited works.

Beth Louella, for example, 
is particularly interested in 
expressing the unseen and is 
inspired by people and outdoor 
spaces. It is this inspiration 
that she aims to capture in her 
work. Beth focuses largely on 
the human form and explores a 
range of emotional and social 
factors through symbolism, 
composition and colour. She 
works with a range of media, 
especially paint, and often 
creates mixed media pieces, as 
seen through the two pieces here. 
Beth’s work contains elements of 
realism and expressionism; the 
tone is fragmented, compositions 
are dynamic and colours are bold. 
Beth Louella communicates the 
character of sitters through colour 
and mark making; the in/securities 



related to heritage, spirituality 
and identity are strong themes 
in her artwork, along with the 
depiction of ‘strong’ women.

Charlotte C. Mortensson is also 
interested in how individuals and 
communities shape their surroundings 
and vice versa. Charlotte works as 
a photographer and video artist in 
the UK, Switzerland and Jamaica. 
Since 2006 she has been recording 
the self-built architecture in 
inner city communities of downtown 
Kingston, Jamaica, including the 
protective fences and barriers 
within and surrounding them. As 
exemplified through the photograph 
Charlotte shows in this exhibition, 
these structures not only provide 
shelter, privacy and security, 
but are also magnificent artworks 
in their own right; practical and 
exuberant installations created 
by marginalised people. Charlotte 
C. Mortensson highlights that the 
Jamaica Social Investment Fund has 
plans to remove the barriers around 
several inner city communities, 
stating that these barriers are 
hindrances to policing. However, 
in many cases the zinc barriers 
form an integral part of people’s 
homes. The photograph Charlotte 
exhibits here also raises the 
question of why people who live in 
such communities consider barriers 
to be necessary for their sense of 
security. Charlotte’s solo shows 
include the Barbican Arts Group 
Trust, London E17 and Kunsthaeuschen 
Herrliberg in Switzerland. Group 
shows include ‘One Love’ at The 
Lowry in Salford, Scottish Royal 

Academy Open, Swiss National 
Museum in Zurich, Southampton City 
Art Gallery, ‘The London Group 
Film Night’ in London, ‘Venice 
Pavilion in London’ at hARTslane in 
Lewisham, and ‘Personal Relations’ 
at Pulchri Studio, The Hague.

Candice Sobers, on the other 
hand, focuses on conceptual art 
practice. Candice holds a BA in 
Visual Arts and for her MPhil in 
Cultural Studies at the University 
of the West Indies, Trinidad and 
Tobago, she conducted practice-
based research on ‘Techniques 
of Resourcefulness and Survival 
among Working Class Trinidadians.’ 
This research has influenced her 
art practice and also resulted 
in Candice’s first book entitled 
‘Threads of Survival.’ Candice 
Sobers has shown her work in many 
exhibitions in the Caribbean, 
including the National Museum, 
Rainy Days Ellersie Plaza, In2Art 
and the Art Society of Trinidad and 
Tobago. She writes for Arc online 
art magazine, and the theme of in/
securities through creativity is a 
core feature of the two works she 
shows in the CARISCC exhibition.

Additionally, David Jegede draws 
inspiration from everyday life 
experiences and his surroundings 
to create his works. In this 
exhibition David shows three of 
his works and his main interests 
are creating caricatures and 
cartoons that often address themes 
of in/securities. However, coming 
from an African art background he 
tries to combine the two to create 
fluid movements within his works. 



He believes colour is of paramount 
importance in any attempt to 
express one’s thoughts. Therefore 
his use of colour is exploratory; 
it depends on his moods but also 
the stories he tries to convey 
through his works. David argues 
his biggest influence has been 
his father, an African sculptor, 
whose dedication and creative 
mind David admires.

Similarly, Dean Arlen’s work comes 
from an exploration of his urban 
environment and what he describes 
as “touching the everydayness of 
things, materiality in developing 
an aesthetic statement or what I 
have experienced living in an urban 
environment.” His three pieces 
reflect the stresses of economic, 
social and political global issues. 
Dean argues, “globalisation has 
touched the urban environment of my 
small island state, infecting and 
affecting the state of being, the 
human form… I am compelled to speak, 
to challenge this neo-right-wing 
agenda within the form of being.” 
Dean Arlen’s works are constituted 
through layers of paper, which are 
ground down, “in search of imagery 
that forms a language of being.” 
Dean appropriates media images 
of people living, protesting and 
working in everyday life. Like 
the archaeologist digging to 
find meaning, Dean Arlen grinds 
down such images to find truths 
or aspects of performances 
that can be either futile or 
progressive. Dean suggests his 
work sits in conjunction with, 
or in juxtaposition to, other 

stimulations; public interventions 
which have consequences to state 
politics, community and corporate 
apparatuses, where art is an entrée 
to wider political outcomes.

Another work in this exhibition is 
Gina A. Smith’s mixed media art. 
Gina is an emerging visual artist 
who creates abstract works. Through 
research and development she uses 
fabrics and a range of techniques 
including drawing, digital 
imaging, traditional printing and 
collage in her artworks, which 
creates interest and intrigue. 
Gina A. Smith describes her work 
as colourful and resourceful. 
She works with diverse themes, 
including topics related to 
Caribbean in/securities.

Yet another take on in/securities 
is graphic artist Mervyn Weir’s. 
Of Caribbean origin, Mervyn has 
developed an interest in symbolism, 
representation and identity. As a 
graphic designer, he is routinely 
tasked with developing brand 
identities that encapsulate the 
essence of organisations through 
symbols, also called logotypes, 
which are at once distinguishable, 
protectable and aesthetically 
pleasing. Mervyn Weir highlights, 
“it is not just companies that have 
logos to represent their identities 
to the world: countries have them, 
too, but they are called flags.” 
These familiar pieces of graphic 
design are almost totally abstract 
blocks of colour. Nonetheless they 
are rich with meaning, history 
and identity, and are capable of 
invoking much devotion. Mervyn 



states, “think of the pride of 
Grenadians from a small island 
state, watching with billions of 
people, as Kirani James, draped in 
the Grenadian flag, jogs and waves 
to the world on his victory lap 
for the 400m at the London Olympic 
Games.” But the work Mervyn shows 
in this exhibition plays with the 
in/securities intrinsic to the 
sense of meaning, history and 
identity imbued within Caribbean 
flags. Indeed, Mervyn Weir’s work 
in education, performance and 
visual arts is motivated by a 
desire to create an alternative 
narrative for black and Caribbean 
histories that celebrate ‘black’ 
and Caribbean achievement, and 
that question western readings 
presented to people in the region.

Paul Dash is also of Caribbean 
origin, but has lived in the 
UK since the age of eleven. 
Despite this lengthy period away 
from the region, his work is 
inspired by memories and thoughts 
about the islands, particularly 
representations of figures 
in various contexts including 
carnivals and street festivals. 
In Paul’s words, carnival is 
evocative of joy, colour, music, 
food, drink and bonhomie, and these 
are indeed qualities inherent to 
street festivals of this sort 
across the Caribbean. However, 
his three pieces go beyond such 
expectations of carnival. As seen 
in this exhibition, there is a 
determination to set these 
activities against 
a backdrop of 

in/security themes that impact the 
lives of people in that part of 
the Americas.

This exhibition also includes 
artist Ty Pessoa. His work seeks 
to explore in/securities related 
to spiritual and psychological 
aspects of the knowing self, which 
enable understandings of identity 
to emerge. Ty believes that it 
is chiefly through spiritual 
understanding that an individual 
may attain the highest consciousness 
of knowing not just oneself but 
also one’s true purpose. These 
concerns are expressed in the two 
works that Ty Pessoa chooses to 
exhibit through CARISCC.

Another submission to our call 
for artworks is Giulia Amati’s 
documentary film entitled 
‘Shashamane’, which is exhibited 
here in its trailer format but 
shown in full at special screening 
events in London and Birmingham, 
UK. Giulia Amati worked for three 
years on her documentary, which 
recounts the story of Rastas who 
left the Caribbean to return to 
Africa, to the promised land of 
Shashamane, Ethiopia. Through 
their music, arts, crafts and 
the unique traditional animation 
work of one of the community 
members, the people 
in Shashamane 
have been 



able to negotiate and endure the 
great challenges and precarity 
they have encountered in their 
attempts to reconstruct their in/
secure identities.

A commendable submission is 
that of Sireita Mullings. In Dr 
Mullings’s own words, she engages 
in participatory and visual 
research methods to create her 
art. Sireita investigates the role 
of the photograph in the lives 
of young people, youth, youth 
culture, class, gender, social 
enterprise, social exclusion, 
marginalisation, postcolonial 
studies, race and representation, 
and informal education. Sireita 
Mullings explores post-colonial 
legacies of marginalisation as 
rendered in the visual works of 
youth arts participants both 
in the UK and in the Caribbean. 
With her participants Sireita 
explores in/security themes of 
criminalisation, marginalisation, 
governmentality and reflexivity. 
Through photography and digital 
imaging Dr Mullings’s intention 
is to amplify how young people 

critically engage 

with their respective worlds. In 
knowing there are many practitioners 
whose works are informed by working 
with young people and the arts, 
Sireita’s view is that there is a 
need to discuss the way the artist, 
researcher and arts practitioner 
draw upon the experiences of the 
youth arts process reflexively, in 
the creation of their own work. 
This is because grass roots arts 
projects are often a rich and 
valuable source of knowledge, 
which assists in sociologically 
contextualising youth practices 
but are often un-interrogated. 
Sireita Mullings studied graphic 
design and photography at the Edna 
Manly College of the Visual and 
Performing Arts, at the University 
of the West Indies in Jamaica, 
where she taught photography for a 
number of years. She completed her 
PhD whilst at the Centre for Urban 
and Community Research (CUCR), 
Goldsmiths, University of London. 
She has worked with various youth 
and arts organisations including 
198 Contemporary Arts and Learning, 
Refugee Youth (NOMAD), Nubeyond, 
Reprezent, Kori, Tate Exchange, 
and National Portrait Gallery.



 We are pleased to include an image 
of Kemel Leeford Rankine’s work 
‘Nanny’. It commemorates Nanny 
of the Maroons, an official hero 
of Jamaica, who established and 
successfully defended mountain 
communities of escaped and freed 
slaves from the power of the British 
army. Both the painting’s subject, 
and the biography of its creator, 
speak to precariousness and in/
security in the Caribbean. 

The third and final part of the 
CARISCC exhibition focuses on 
the work of commissioned artist 
Sonia Barrett. Sonia Elizabeth 
Barrett is of Jamaican-German 
parentage, born in the UK and 
brought up in England, China 
and Cyprus. Sonia has an MA 
in Literature from St Andrews 
University and an MFA in 
Studio Practice from Transart 
Institute. Sonia is a MacDowell 
fellow and her work has been 
recognised by the Premio Ora 
Prize, NY Art Slant Showcase 
for Sculpture and the Neo Art 
Prize. She has been exhibited 
by the National Gallery of 
Jamaica, the Museum for the Sea 
in Italy, the Künsthaus Nürnberg 
and The Heinrich Böll Institute 
in Germany. Sonia has also 
been selected for the Trapani, 
Trondheim, Santorini, Transart 
and Ugandan Biennales.

Since the completion of her MFA, 
Sonia has worked mainly at home. 
Faced with no materials and no 
space to work, she started to 
build sculptures by taking her 
own furniture apart to think about 

objectification and use of people 
as objects. Sonia states:

“I am performing furniture to 
create an alternative narrative 
space for thinking about precarious 
objectification and strategies of 
escape. I use my experiences of 
in/security and those I see in the 
communities across the Diaspora. 
Sculpture results. A large-scale 
sculptural practice is difficult 
to sustain as a precarious artist. 
Working with furniture that is 
available everywhere and easily 
moved on a budget is a strategy 
I have adopted to negotiate that. 
It also ensures that my work is 
always an intervention in pre-
existing communities.

Insecurity and creativity can be 
a part of someone’s practice. 
As a black artist you have 
already probably faced down the 
intergenerational angst about 
bettering yourself, which means 
that many black artists are lawyers 
and doctors instead. You also have 
to pay your bills. As a female 
artist if you have children you 
are more likely to be a single 
mother, also have to meet those 
bills and calls on your time, too.

Living in the diaspora confers 
certain advantages. But as more 
people who consider themselves to 
be Caribbean live outside of the 
Caribbean than within, who will 
face the precarity of sharing 
those stories in artworks?

My reading and research led me to 
consider precarity in my daily 



life, how my uneasy existence in 
the privileged North rests on the 
even more precarious existence of 
others that look like me elsewhere. 
Many works address this directly 
like my work ‘Fanon’s Bed’. 
Precarious jobs have influenced my 
practice, directly too. Working as 
a stable hand with other migrants 
led to a series of works shown at 
an off space during Art Basel and 
featured in the ELSE Journal. In 
these works, furniture is a lens 
that can bring a precarious and 
objectified existence into focus.”

Sonia Barrett’s newly commissioned 
sculptural work will travel 
to London, Glasgow, Leeds and 
Birmingham along with the online 
exhibition. Sonia’s work as 
well as the research and other 
artworks presented in this three-
pronged exhibition reflect the 
creative negotiations of meaning 
around identity as well as notions 
of security and insecurity 
in a Caribbean context. It is 
through these negotiations that 
creativity – as expressed through 
diverse visual and audio-visual 
arts – evidently emerges as an 
intrinsic part of living through 
and with precariousness, and all 
its politicised discourses and 
practices.

The catalogue ends with an in-depth 
review of the exhibition, presented 
by CARISCC network member Ronald 
Cummings at the CARISCC launch 
event, at the British Library, 
London. It meditates on each of 
the artistic works contributed to 
the exhibition, and links them 

with themes in Caribbean art and 
literature more broadly, as well 
as exploring the overall exhibition 
theme of the links between Caribbean 
in/security and creativity.



Dr Patricia Noxolo,  
University of Birmingham
Senior Lecturer in Human Geography

In her video, Patricia Noxolo 
addresses Caribbean in/security 
as a negotiated, creative, 
everyday practice. CARISCC 
conceives of in/security in a 
broad interdisciplinary sense, 
including everyday experiences of 
violence, conflict and criminality 
at a range of scales (in the home, 
neighbourhood, nation and region), 
but also including environmental, 
livelihood and, most broadly, 
human security. Rather than 
understanding security as a fixed 

set of experiences, or as defined 
by government in terms of levels of 
security threat, the project begins 
from the concept of in/ security as 
a politicised realm: there is an 
everyday struggle or negotiation 
between a range of different players 
about what constitutes a threat 
or what constitutes safety (an 
in/security), how in/securities 
should be prioritised, how they 
should be addressed and the role 
of creativity in such negotiations 
between security and insecurity in 
the region.

Researching Caribbean In/securities 
and Creativity






Dr David Featherstone, 
University of Glasgow
Senior Lecturer in Human Geography

David Featherstone’s video 
discusses his work and research 
interests in historical space 
politics, internationalism and 
resistance in relation to Caribbean 
political thought and activism. 
David also exhibits an archival 
image of the Santille Petition of 
1919, which sheds light on inter-
war experiences of in/security and 
documents seafarers’ efforts to 
challenge the colonial state. 

In 1919 sustained violence by white 
rioters broke out against multi-
ethnic communities in at least 
nine different UK ports including 
Cardiff, Glasgow, Liverpool, 
London and South Shields. These 
events were part of a transnational 
wave of racialized violence which 
were shaped by exclusionary trade 

union campaigns that targeted 
seafarers of colour. This petition 
shows some of the experiences and 
organising of those affected by 
the riots. The Santille was a 
ship used to carry black seafarers 
who were deported from Liverpool 
to the Caribbean in the wake of 
the riots as “Distressed British 
Seamen.” The petition sheds light 
on various aspects of experiences 
of in/security and also documents 
efforts the seafarers made to 
challenge the actions of the 
colonial state, which exacerbated 
the effects of the riots.

The petition draws attention to 
the violence suffered at the 
hands of white rioters in England 
and emphasises the seafarers’ 
contributions to the Navy Marine 
Corp during the First World War. 
It stresses that this meant they 
were “doing our bit through the 
perilous state of the seas” and 
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had “committed no crime during our 
service”. It suggests that they 
“were not loyterers” and contests 
the way they were effectively 
criminalised after the riots 
leading to their deportation. 
This emphasises the racialized 
ways in which the aftermath of the 
seaport riots were handled. This 
meant that the already severe in/
security experienced by racialized 
minorities was exacerbated by 
policies of deportation. 

Secondly, the petition is part 
of the transnational dynamics of 
resistance to the violence against 
racialized minorities in Liverpool 
and other port cities. Ships such 
as the Santille and Orca, which 
carried deported seafarers to the 
Caribbean, were sites of ongoing 
trouble and resistance. Resistance 
on the Santille was such that the 
ship’s officers requested “an armed 
guard […] be placed in charge of 
them on board as all these men 
are bitter against the white man” 
after significant unrest on the 
vessel in port in Barbados. Black 
seafarers being aboard ship as 
passengers rather than maritime 
workers also troubled the racial 
hierarchies expected on passenger 
ships at this time. An officer wrote 
for example of how “My first class 
passengers have been in a state of 
suspense the whole passage.”

Thirdly, the petition dramatises 
the precarity inflicted on the 
seafarers by the failure of the 
colonial state to honour promises 
to pay subsistence allowances to 
the seafarers. This compounded 

the loss of effects, property and 
access to work, which had happened 
as a result of the riots. The 
petition to the acting governor of 
Jamaica was one element of their 
organising to challenge this and 
to gain their allowances as had 
been previously agreed 

Finally, the petition draws 
attention to the difficulties the 
seafarers had in getting their 
grievances heard in Jamaica. 
It draws attention to the ways 
in which their plight “would 
be to the knowledge of the 
public long ago, but [for] the 
neglect owing to the editor 
of the Gleaner who regret to 
publish our letters.” Figures 
involved in the Jamaican labour 
movement such as the writer 
and journalist Alfred Mends 
from the Jamaican Federation of 
Labour were involved in taking 
up the seafarers’ case and 
making their grievances public.

The petition shows the importance 
of placing in/security in a 
transnational perspective and 
shows how doing so can signal the 
dynamic agency and resistance of 

subaltern actors.



Dr Anyaa Anim-Addo, 
University of Leeds
Lecturer in Caribbean History

Anyaa Anim-Addo’s video addresses 
her historical research on port 
towns of the 19th Century, post-
emancipation Caribbean, while the 
archival image she exhibits is 
a photograph of 1890s Kingston, 
Jamaica, titled ‘Coaling a mail 
packet.’ The photograph is 
accompanied by relevant quotes 
from the works of Charles Kingsley, 
Robert Woolward and the National 
Maritime Museum Archive.

“The coalers, indeed, are only too 
well off for they earn enough, by 
one day of violent and degrading 
toil, to live in reckless shiftless 
comfort, and, I am assured, 
something very like debauchery, 
till the next steamer comes in.”

Charles Kingsley, At Last: a 
Christmas in the West Indies 
(London: Macmillan and Co., 1874), 
pp. 62-63.

“This operation is carried on by 
coloured ‘ladies’ (there are no 
women in the West Indies except 
white women), who transport the 
coal in baskets containing 80lbs. 
on their heads, and march along it 
with a carriage that a countess 
might be proud of, singing all 
the time. The men only fill the 
baskets and lift them on to the 
ladies’ heads.”

Robert Woolward, Nigh on Sixty 
Years at Sea (London: Digby, Long 
& Co [1894]), p. 53.

“[T]he Negro labourers refused to 
work at even high wages especially 
during the night.”

National Maritime Museum RMS 7/1, 
Letter-book: Out-letters to Public 
Departments, West India Service 
Remarks, 1842.






Coaling a mail packet, Kingston, Jamaica, 1890

NLJ Photograph Collection IN: Valdez Box 1, D0003692, available at  
http://nljdigital.nlj.gov.jm/items/show/2036

Courtesy of National Library of Jamaica






Dr Rivke Jaffe,  
University of Amsterdam
Professor of Cities, Politics and 
Culture

Dr Jaffe’s video addresses security 
assemblages and her exhibition 
photographs convey a sense of how 
Jamaican people address, and create 
meanings around, in/securities in 
their neighbourhoods.










Dr Kevon Rhiney,  
Rutgers, The State 
University of New Jersey
Assistant Professor of Geography

In his video Kevon Rhiney discusses 
his work on the interrelationships 
between rural stakeholders in the 
Caribbean and global environmental 
change. Through a series of field 
photographs, Dr Rhiney visually 
articulates how livelihood in/
security is creatively negotiated 
on a daily basis, as a result of 
the impacts of globalisation and 
climate change processes that 
affect the region. 

Currently, Jamaican coffee is grown 
island-wide but is concentrated 
in the Blue Mountains where about 
80% of the coffee is produced (the 
majority of which is supplied to 
the Japanese market). The coffee 
industry employs approximately 
120,000 people (21,000 families) 

across the commodity chain and 
accounts for one of Jamaica’s 
largest sources of agricultural 
foreign exchange. While about 
80% of the farmers cultivate 
small plots, the majority of 
production comes from owners of 
larger estates. 

A small farmer from Jamaica’s Blue 
Mountain region shows ripe coffee 
berries from his farm.






Arabica Coffee, mostly of the 
Typica variety, is cultivated on 
steep slopes at elevations between 
200 m and 1600 m. The highest 
quality coffee is cultivated 
between 11000m and 16000m where 
cooler temperatures allow berries 

to mature slowly and produce more 
delicate and complex flavours. 

Throughout its history, the Jamaican 
coffee sector has been affected 
by market and labor conditions, 
land degradation, government 
intervention, and drought. Since 
the late 1990s, coffee production 
across Jamaica has undergone a 
general decline in production and 
exports posing a serious threat 
to the livelihood security of 
thousands of coffee farmers and 
their families. More recently, 
the global recession around 2008 
impacted production, and soon 
thereafter the first major coffee 
leaf rust (CLR) outbreak in years 
reduced yields by an estimated 30% 
in 2012-2013. 

Most small farmers sell their 
coffee to licensed coffee dealers. 
Farmers carry their hand-picked 
cherries to depots where they 
undergo a float test to separate 
the good cherries from the bad 
ones. The light cherries that 
float are normally indicative of 
infestations from pests like the 
coffee berry borer. Once sorted, 
the cherries are then collected 
and transported to the factory 
where they are pulped, hulled, 
dried, and set to rest for up to 
30 days before inspection by the 
Coffee Industry Board. Once the 
beans are hand sorted, sized, and 
cupped they are then certified as 
Jamaica Blue Mountain Coffee and 
exported. Over 80% of all Jamaican 
Blue Mountain coffee is exported 
to Japan each year. 

Panoramic view of part of the Blue 
Mountain range.

An example of a coffee tree leaf infected 
by the Coffee Leaf Rust disease.



Farmers ‘floating’ coffee cherries at a coffee depot. ↑

Typical small farm nestled in the heart of the Blue Mountains, Jamaica. ↓



Most small farmers practice mixed 
cropping as a way to minimise 
risks normally associated with 
monocropping. Farming households 
also live off their farm as well 
by planting ground provisions, 
fruits and vegetables normally 
used for household consumption. 

The coffee farming in the Blue 
Mountains is very difficult, and 
the odds seem stocked against 
small resource-poor farmers in 
particular. Since 2008 the industry 
has been affected by a series of 
economic and environmental shocks 
including: (i) the recession and the 

decline in demand for coffee in 
the Japanese market from 2008-
2010; (ii) flare up of berry 
borer infestations in 2011-2012; 
(iii) impacts from Hurricane 
Sandy in 2012 that affected 15-
20% of coffee trees island-wide 
(The Blue Mountains being the most 
affected); (iv) the re-emergence 
of the coffee leaf rust disease in 
2013-2014 which affected another 
30% of the coffee crop; (v) the 
leaf rust outbreak was accompanied 
by a severe drought in 2014 along 
with a series of bush fires that 
amounted to millions of dollars 
worth of damages to farms in the 
Blue Mountain region. It is almost 
impossible for most farmers to 
reinvest in their farms due to the 
significant financial constraints 
many are faced with. It is said 
that with proper, consistent 
irrigation and fertilisation, a 
tree can produce quality cherries 
in three years. However, as most 
farmers are small and may not be 
able to afford the investment in 
equipment, the majority of plants 
will need a full five years to 
reach their maturity. 

The aftermath of the recent fires on 
a section of the Westphalia coffee 
farming community, Saint Andrew parish.



Much was learned from these farmers. 
They are indeed vulnerable, but 
by no means passive agents. The 
farmers exhibit a tremendous 
degree of agency and resilience, 
but their creativity and agency 
can take them only so far.

Kevon Rhiney and his team sharing 
a moment with the kind farmers of 
Middleton, Saint Andrew.



Dr Susan Mains, 
University of Dundee
Senior Lecturer in Human Geography

In her video, Dr Susan Mains 
addresses her research interests, 
which include examining the 
relationship between images of 
security and how we create meanings 
around mobility, tourism, heritage 
and migration. Her fieldwork 
photographs of Jamaica exemplify 
these interests. 

Susan’s first series of 
photographs is based on a 
fieldtrip led by postgraduate 
students in Geography, at UWI-
Mona, as part of a Jamaican 
Geographical Society event that 
took place in Downtown Kingston. 
The fieldtrip involved exploring 
the cultural landscapes of 
the city, an area that many 
students (and staff) at UWI-
Mona had perhaps not spent 

that much time in, and where they 
would often miss hidden spaces in 
a rush to travel through parts of 
the city that had received a bad 
press.

The waterfront is marked by 
aspirations of a thriving financial 
centre, and has been at the centre 
of many discussions in relation 
to urban regeneration programmes 
for years. There have been some 
changes, but many Jamaicans are 
wary of these grand statements 






that bare little, if no fruit, 
and the ongoing inequalities and 
poverty embedded in the Downtown 
cityscape. Despite the challenges, 
the waterfront is a striking 
location amid a bustling urban 
area, one which for centuries has 
been bound up in trade, mobility, 
insecurity, forced migration and 
resident/ tourism dreams.

The Bank of Jamaica highlights 
the ongoing importance of the 
Downtown area as a financial 
landscape. Jamaica has continued 
to experience insecure economic 
times, with a high percentage of 
GDP going towards debt payments, 
and an ongoing IMF programme in 
place.

While some parts of Downtown 
Kingston have benefited from 
investment, other areas and their 

residents often experience more 
precarious livelihoods.

Beyond financial profiles, 
Downtown Kingston’s urban 
landscape offers a window into a 
range of resistant practices that 
have fought to claim a voice in 
hostile colonial and postcolonial 
times, while also encouraging a 
sense of security and creativity 
through solidarity. Liberty Hall 



(above) is one such example, 
described here by the Jamaica 
National Heritage Trust (2011, 
http://www.jnht.com/site_liberty_

hall.php): “Liberty Hall located 
at 76 King Street, Kingston was 
the centre of activities for the 
Kingston division of The U.N.I.A. 
It was acquired in 1923 for eight 
hundred pounds sterling (£800). The 
two-storey building was the first 
meeting hall in Jamaica that was 
fully owned and operated by blacks. 
It was the home to plays, concerts, 
dances, elocution pieces, adult 
and children’s choirs. One famous 
play, which took place here, was 
the “Slave Ship”, which recaptured 
the horrors of the Middle Passage.”  

Founded in 1879, The Institute 
of Jamaica (below) has been an 
invaluable resource and promoter 
of diverse cultural, artistic and 
scientific endeavours - and key 
to securing and documenting a 
diversity of Jamaican experiences 
and beyond.

Violence is an ongoing concern 
in relation to securing a safe 
and supportive environment for 
all Jamaicans, and of particular 
concern has been the ongoing 
challenges posed by violence 
towards children. More recently, 
protests against gender-based 
violence have also been receiving 
greater attention through the 
emergence of the ‘Tambourine Army’ 
and the media coverage of this 
activism and government responses 
to the movement’s leaders (see, 
e.g., https://globalvoices.
org/2017/03/23/is-jamaica-
preventing-cybercrime-or-cyber-
activism-the-tambourine-army-
goes-to-court/). 



These photos depict the Secret 
Gardens Memorial in Downtown 
Kingston, where child victims of 
violence are commemorated. These 
photographs were taken a few years 
ago, and as of 2016 there was little 
space left to add new names (for 
further information see http://
jamaica-gleaner.com/article/lead-
stories/20160424/secret-gardens-
all-cried-out-monument-remember-
children-killed-across).

Dr Mains’s second photo series 
examines the sea and coastal 
landscapes. The sea and coasts 
feature prominently in Caribbean 
physical, social and imaginary 
landscapes. They are integral to 
discussions of separation, escape 
and return. These landscapes are 
important, but contested and 
vulnerable resources. 

The photograph below shows an 
aquatic scene at Discovery Bay 
Marine Lab, Centre for Marine 
Sciences (UWI-Mona), where 
researchers and visiting students 
examine the opportunities and 
challenges faced in the coastal 
zone, in order to support and 
manage environmentally sensitive 
environments. 

It is these very dynamic and 
sensitive areas that are often also 
seen as desirable destinations 
for tourism and other commercial 
development. This can often be most 
dramatically visualised from the 
sea itself, as we can see in these 
images, which depict the extensive 
all-inclusive hotel development of 
the Gran Bahia Principe in Runaway 
Bay, not far from the Discovery 



Bay Marine Lab on Jamaica’s North 
Coast.

Areas containing coral reefs are 
desirable for biodiversity and 
snorkelling, but can also be 
extensively damaged by commercial 
vessels and pollutants. 

These photos illustrate the 
intensity of usage in the bay in 
Ocho Rios, where the Reynold’s 
bauxite pier (also, more recently 
used at times for cruise ships), 
alongside a more recent dedicated 
cruise ship pier, vie for space 
and valuable tourist dollars. 
The Jamaican government recently 
announced that there will 
be a substantial 
amount of new 

investment made into the Reynold’s 
pier to update the facilities and 
increase the potential for Ocho 
Rios to host larger cruise ships.

The desire to meet the expectations 
of idealised imagery of Caribbean 
landscapes may result in the re-
creation of ‘authentic’ traditional 
villages. See, for example, the Ocho 
Rios Island Village development 
above, largely oriented to short 
stay cruise ship visitors landing 
at the adjacent pier.

Such developments have been 
critiqued for excluding local 
populations due to entrance fees, 
a limited range of activities, 
employment possibilities, 



monitoring, policing and/or 
pricing in related businesses.

In her final photo series, Susan 
shows the view from Firefly, in 
Port Maria, Jamaica, in the grounds 
of Noël Coward’s former home. 
Although more recently known as 
a tourist destination celebrating 
the final home of the former 
playwright, this view encompasses 
areas of Jamaica that have included 

important Taino and Arawak 
settlements on the island, Spanish 
and British colonial settlements, 
a lookout for the former Lieutenant 
Governor/pirate, Henry Morgan, 
as well as sites of anti-slavery 
revolts, including the infamous 
Tacky’s rebellion. This striking 
coastal landscape is a contested 
one, in which competing narratives 
of nationhood, imperialism, 
race, escape, and control 
have been ongoing and have run 
through discussions of heritage, 
aesthetics, tourism, exploitation 
and inequality. These narratives 
are part of stories that seek to 
challenge and secure a place for 
differing voices of the Jamaican 
North Coast.



The US Embassy, in Liguanea, 
Kingston, has become symbolic 
of emigration from Jamaica to 
the US. Like the US, migration 
is an integral feature of 
Caribbean social landscapes, 
but the process of travelling 
from the Caribbean to the US 
can be lengthy, with applicants 
frequently having to reapply 
for, or being denied, visas, in 
the hopes of travelling for a 
wide range of reasons, including 
securing alternate livelihoods, 
joining overseas family or further 
education.

The photographs on the right column 
show Norman Manley International 
Airport in Kingston, Jamaica. 
Airports are important material 



and social symbols of in/security 
and mobility. They are closely 
monitored spaces that involve the 
physical, emotional and financial 
negotiation of travel. 

This photo illustrates an interior 
of the air-side waiting area in 
Norman Manley, an updated and 

gleaming landscape of retail and 
eating spaces.

Such areas also include creative 
spaces that seek to communicate the 
varied stories of this Caribbean 
destination, in slightly less 
uniform ways.



 

This section of the exhibition 
shows the artworks of eleven 
artists from diverse backgrounds 
and with similarly diverse 
interpretations of the Caribbean 
in/securities and creativity 
theme. These works demonstrate a 
persistent concern with issues 
of identity in a Caribbean 
context.

Visual and Moving Image Responses 
to Caribbean In/securities and 

Creativity



Beth Louella
‘Lineage’ addresses the topic 
of Caribbean in/securities and 
creativity in a number of ways. 
The portrait is of a woman of 
mixed heritage and her dreadlocked 
hair flows upwards like tree 
branches or upside down roots. 
The woman has been painted lying 
down but the composition and plain 
background gives the appearance 
of her being upright with her 
hair branching out. The dreadlock 
‘roots’ or ‘branches’ are covered 
with splashes of turquoise and 
yellow paint. The splattered paint 
represents positive and negative 
impacts on the sitter’s life (warm 
yellow as positive, cool turquoise 
as negative) and the subsequent 
creativity. The artwork addresses 
the topic of Caribbean in/securities 
and creativity by focusing on the 
impact ‘negative’ factors have 
on the sitter (people) and the 
subsequent creativity depicted 
in the beautiful patterns that 

Lineage



arise from the contrasted paint 
splatters. The warm and cool paint 
are depicted in uncontrollable, 
risky gestures which connect 
with the theme of Caribbean in/
securities; the uncontrollable 
risks faced and the responses to 
them. The angle of the painting 
suggests the viewer is looking up 
at the sitter, giving the woman 
a powerful pose which suggests 
strength and power. I often portray 
strong women in my work, some women 

need to develop strength more 
than others, depending on their 
personal, physical and emotional 
situations. It is very easy to 
see people who have experienced 
many hardships as victims and 
therefore weak, but hardships 
(of many forms) often develop 
strength, which is depicted in this 
painting. The sitter has a slight 
smile; the warm yellow clothing 
and gold, cross shaped earrings 
suggest a spiritual dimension and 

Koko



contentment. Engagement with faith 
and spirituality is often higher 
in environments with significant 
risks and insecurities; the 
Caribbean reflects this with a large 
number of churches throughout the 
islands. The spiritual strength of 
the sitter links with the negative 
impacts on her and is, in part, 
a consequence of them. The title 
‘Lineage’ refers to heritage in 
terms of ancestry and also heritage 
in terms of experiences and how 
they shape us, linking strongly 
with the topic.

‘Koko’ is a painting of an elderly 
woman of African heritage. The 
painting addresses the topic 
of Caribbean in/securities and 
creativity by zooming in on the 
elderly woman’s wrinkled face and 
her bright eyes which both have 
cataracts. The many wrinkles in 
her skin and partially blind eyes 
emphasise the concept of hardship 
and harshness along with the deep 
red background. She wears a bright 
blue head scarf which suggests 
her heritage. It also suggests 
she is hard working (head scarves 
are often worn in a work context) 
and the cool colour indicates 
sadness and inner peace. The main 
focal point of this painting is 
the sitter’s eyes, which stand 
out due to the composition and 
colour. In the United Kingdom you 
very rarely see people suffering 
with cataracts that have developed 
to this extent, because cataract 
surgery is free through the NHS. 
This means anyone can have the 
procedure, including those in 

poverty. This is not the case in 
many other countries where those 
in poverty are often identified 
by having to live with treatable 
conditions left untreated. One of 
the reasons I put so much emphasis 
on the sitter’s eyes is to draw this 
parallel and to make the viewer 
think of the woman’s affliction and 
her options. The other reason was 
to make people notice the beauty 
in her affliction. The eyes are 
the same colour as the woman’s head 
scarf and clothing, which contrast 
highly with the dark brown tones 
of her skin and red background. 
The gold band around her head 
scarf is decorative and adds to 
the concept of (unexpected) beauty 
in a portrait of an elderly, semi-
blind woman. The bright blue also 
contrasts highly with the vivid red 
background which denotes negative 
elements such as difficulties, 
hardships, and lack of security. 
There is also a spiritual dimension 
to this portrait which is indicated 
by the gold band representing a 
halo around the elderly woman’s 
head. This painting shows faith 
in the face of adversity and maybe 
because of adversity, and through 
adversity, something beautiful is 
created. 



Charlotte C. Mortensson
One of the most beautiful examples 
of self-built architecture in 
Trench Town, Jamaica, is a wall of a 
small yard which extends out into a 
communal courtyard and street. The 
wall’s construction looks random. 
This is not the case. Beauty, 
originality, privacy and in/
security were of equal importance 
in its design. Many residents 
cannot afford conventional breeze 
blocks and cement to build with, 
so a great deal of ingenuity, 
patience and creativity is called 
upon. This wall was built using 
discarded wooden pallets fixed to 
each other and into the ground to 
form its core. Recycled and found 
materials - corrugated metal and 
used aluminium printing plates 
from the nearby national newspaper 
were then nailed onto the pallets 
to form protective outer layers. 
It is a powerful work of art/
installation in its own right. 

Trench Town was constructed in the 
1940s by Jamaica’s Central Housing 
Authority. Streets were laid out 
along a grid system and the one 
and two storey houses built around 
central public courtyards where 
people cooked and socialised, 
and the area’s many musicians 
performed. Trench Town was a sought 
after place to live. Since then 
families have grown, more people 
have moved in and homes have 
been (unofficially) adapted and 
extended into the communal areas 
and streets. This is why there are 
passages that are only wide enough 
for one person at a time to pass. 

The border between the country’s 
two main political parties, the 
PNP and the JLP, divides Trench 
Town. It is partly as a result 
of past episodes of devastating 
political violence between the 
parties that people are acutely 
alert to personal in/security and 
to protecting their community. 



This is evidenced by the use of 
concealed/false entrances in self-
built architecture. Many lives were 
lost in the 70s and 80s, and there 
have been incidents of political 
violence since. Unemployment and 
inadequate infrastructure add to 
the current state of in/security 
but community leaders continue to 
make exhaustive efforts to enhance 
lives. Despite deep hardships, 
there is an overwhelming force of 
creative energy in Trench Town, 
some of which is expressed in its 

uniquely exuberant and innovative 
architecture. 

M.E.



Candice Sobers
In the Caribbean many poor 
families bath at the standpipe due 
to a lack of bathroom facilities 
and access to potable water. The 
painting entitled ‘Wedgee’ merits 
some pause for observation, as one 
participant from Sangre Grande 
walks along his neighbourhood 
after a bath at the village 
standpipe. My renderings show the 
ease at which such a private act 
is comfortably performed in public 
spaces and the dialogue continues 
with the unfinished toilet blocked 
by rusted galvanise and an enamel 
pail for throwing water from 
the bucket. This painting is an 
example of the juxtaposition of 
fused images going beyond the 
boundaries of the camera’s gaze. 
The painting Wedgee emphasizes 
the act of standpipe bathing as a 
regional practice throughout the 
Caribbean. Bathing in a public 
forum highlights the social status 
and living standards of the poorer 

Caribbean people. Cleansing in 
an unclean environment further 
drives the reality that inherent 
inequalities cannot be easily 
washed away. The daily lives of 
the underprivileged set them up 
for a lifestyle of deprivation 
where the enjoyment of luxury and 
privacy is forfeited. In addition, 
the unsightly nature of the wedge 
in the figure’s underpants in the 
painting shows that he is unfazed 
by the discomfort and the lack of 
privacy.

The structuring of political, 
economic and social determinants 
reinforces the inequalities among 
social groups and minimises freedoms 
experienced by the working poor in 
the Caribbean. Poverty, inequality 
and power engross the working poor 
into remaining poor. The asymmetry 
of power can generate a kind of 
“quiet brutality”. The house 
depicted in ‘Structural Poverty’ 
is an analytically-juxtaposed 



Wedgee



Structural Poverty



image, which conceptualises 
inequalities in society. The 
foundation is set upon a base of 
hegemony, anarchy and capitalism. 
The poor of society then build upon 
this foundation and are unable to 
lessen the gap between the haves 
and have not’s. The structure is 
weak and resembles squatters’ 
quarters. This emphasises the 
fact that it is challenging for 
the working poor in the Caribbean 
to achieve land ownership. Incomes 
are set up to keep the working poor 
occupied, but unable to afford 
investment properties or alleviate 
generational poverty. The sky 
is full of similar symbolism, 
since the reach of science 
and globalisation has stopped 
short of bringing reasonable 
opportunity for survival within 
the grasp of deprived masses in 
our affluent world. Consequently, 
future generations function 
under an advanced version of the 
inequalities set up in the past. 
The yellow tones of the painting 
depict a façade of fair chance, 
keeping the masses contented and 
less likely to revolt.



David Jegede
‘Mended Pieces’ represents a 
broken society that has been mended 
through cultural cohesion and 
endurance in the face of change. 

The great expressions of annual 
Carnival Art Festivals across the 
West Indies and abroad are visual 
statements illustrating joy without 

Mended Pieces



segregation, reflecting the rays of 
hope at home and abroad. These are 
creative movements shining light 
and repairing broken vessels.

‘Earth’s Eyes’ represents the eyes 
of past and present. The eyes that 
see moments in history. The eyes 
that witness pain and anguish. The 
eyes that shed tears and reflect 
happiness. The eyes that see beyond 
the mountains of time. The eyes. 
The only eyes that know the truth.

‘Identity’ represents a meditated 
figure looking through the mirror 
of inner vision, sitting in a 
landscape of light, eyeing the 
mirror of history, anguish and 
oppression; a mirror of uncertainty 
and reflection of hope. Insecurity 

in West Indies societies, I 
believe, is a malfunction of the 
social fabric. Cultural changes 
in traditional family structures 
from plural to singular existence 
have created insecurity and 
breakdown of inherited African 
family systems and values within 
the Caribbean. The result is a 
foundation of insecurity which 
is also furthered by colonial 
ideology, where the black master 
replaced the white master through 
a new class structure embedded in 
oppression, subjection and racial 
division.

Earth’s Eyes



Identity



Dean Arlen

Politician Running



The politician is a masculine man, 
a patriarchal man, full of rhetoric 
of an old bygone era, where the 
political scene enabled security: 
jobs, positions, contracts to people 
who showed political buy-in. Over 
the years this has been challenged 

and questioned: he is aware of 
this erosion of faith from within 
his constituency, this fragility 
is why we have a welfare political 
system that drives the political 
machinery. This desperation has 
the politician running in all 

The Protestor



directions. This painting speaks of 
this fragmentation, this fragility 
of a man who moves through space. 
The painting was developed through 
a layering process which entailed 
appropriating the image of an 
actual politician who was running 
to parliament. The image was blown 
up to five by four prints. Each 
print was placed in a specific 
position, then another layer was 
laid on top of that print, in 
another position, until all four 
layers developed. Then I would 
grind down the paper, seeking out 
each layer; each layer speaking 
to one another. As I tore away 
I found union, balance, movement, 
which finally made a statement 
of an act, or position, I found 
sensitive. The final work says 
something about an act, a man in 
a suit, a man of business… The 
political man. Maybe he can be a 
politician, but he can be that 
“Man”, “De Man.”

The urban man is an angry man. He 
is the victim of a system gone 
hey! Where am I in this new wealth 
that sits before him, he seems 
almost invisible. He dances his 
frustrations. This man is real, 
grabbed from the frontline of 
an urban protest, protesting his 
fragility as a being, the loss of 
his masculinity as he knows it. It 
is here in this performance that 
he becomes real for a moment. He 
is alive, before he dies, in the 
repetition of his modern life, 
here on that front line. They’re 
alive. I make him further alive 
by providing him with a movement 

within the frame. I can construct 
another aspect to this unholy act: 
in presenting the frame, I wish 
to serialise his action through 
this performance of our urban, 
rural and political realities. I 
can say, let’s have a moment. In 
that moment we can speak about 
the living-ness, this vitality 
of the protestor as a being in 
pain, in a state of exaggerated 
movement. Being in ah Toy-Toy. 
The work reflects urban space, the 
scrapping away of paint to find 
that movement, that Toy-Toy, that 
aesthetics of brutality that is 
something we have grown to be.



‘The running man’ is explicitly 
about action; an urban reality of 
young men. Young men are action-
oriented, moving in either physical 
celebration or their social lives. 
The young man photo was taken 
in a little rural village, high 
in the Northern Range, on a day 
when young men came together in 
gladiator sporting action. I loved 
how they moved; legs pushing, 
muscles activated. I blew up the 
photo to a size that would give him 
a monumental space; a monumental 
moment. Young men are complicated 
in their action. I wanted to 
tell that tail of complication 
through manipulating the photo 

to add certain finger gestures. 
A manipulation of his face adds 
another layer to the story of the 
urban tale including that other 
side of youth we need to, or 
should, speak about.

The Running Man



Gina A. Smith
This collage responds to livelihood 
in/securities, vulnerability and 
resilience to global change in 
the Caribbean agriculture sector. 
I created Collage 1 by using 
original photos taken in Jamaica 
and by using the shape of the goat 
as a silhouette. 

Collage 1



Mervyn Weir
This piece is called ‘House 
of Cards’ and references 
both a literal house of cards 
(a tired structure created 
by balancing playing cards 
on their edges) and also a 
plan, organisation or entity 
that is inherently unstable 
due to a weak structure or 
foundation. This visual 
metaphor shows the in/
security of the Caribbean 
region, represented by 
collapsing cards carrying 
individual flags of 
island territories. In the 
artwork, the in/security 
issue is represented by 
the ambiguous presence of 
the cruise ship in the 
background.

The Caribbean region is 
routinely portrayed by 
the tourism industry as 
a sort of island paradise 
with turquoise waters, 

House of Cards



blue skies and palm-studded, 
white, sandy beaches. This vision 
is compelling, and being just a 
short flight from the continental 
United States, the region lures 
visitors from there and around the 
world in vast numbers. A survey 
undertaken by the Oxford Economic 
Organisation in 2010 found that 
tourism played a larger role in 
the Caribbean economy than it 
did in any of the world’s other 
equivalent areas. Tourism is 
considered vital to the entire 
Caribbean region, contributing 
an estimated 14.2 percent of the 
region’s Gross Domestic Product 
in 2011, according to the World 
Travel and Tourism Council. Yet 
the majority of this income - 
perhaps as high as 80 cents in 
every dollar - ‘leaks out’ of the 
Caribbean.

Tourism lies at the heart of 
this ongoing tension between 
Caribbean security and insecurity, 
development and under-development. 
The tourism industry is a major 
employer in the region; however, 
many of the jobs are seasonal and 
low-paid, highlighting a racial 
divide between the owners of the 
tourism facilities and the workers 
at these establishments. The hugely 
beneficial impact that tourism 
could have on local Caribbean 
economies is undermined by the fact 
that the majority of hotels, for 
instance, are importing more than 
70% of their produce rather than 
using food from local farmers.

Although the benefits of regional 
cooperation could be considerable 

for long-term Caribbean security 
and development, these individual 
island states are mostly competing 
against each other for the ‘tourist 
dollar’. Tourism undoubtedly 
brings tremendous economic and 
social benefits to the region. 
However, it can only be sustainable 
in the long-run if it is carefully 
managed so that the negative 
impacts that lead to insecurity 
are not permitted to outweigh the 
benefits that would lead to a more 
secure Caribbean future.

But Caribbean people are not merely 
pawns in international business 
interests. Just as building a 
house of cards is a creative, 
skilled and risky enterprise, 
so too are Caribbean people’s 
continuously innovative responses 
to their volatile situations. 
From enslavement to colonial 
and post-colonial exploitation, 
the Caribbean spirit of finding 
creative ways to respond to 
negative forces is evidenced in 
everything, from slave uprisings 
to the creation of calypso and 
carnival, and to finding creative 
ways to make a living from the 
challenges and opportunities of 
modern tourism.



Paul Dash
In ‘Revellers Join the Parade at 
Mas’ I have depicted people on the 
periphery of carnival, possibly 
in the wake of the main parade. 
Apart from their position at 
the edge of the event, they are 
not in costume and therefore are 
not crucial participants at the 
festival. Instead, they could be 
‘hangers on’; anyone including the 
dispossessed and impoverished who 
may feel better positioned at the 
rear or in the side streets of 
the main show. Yet these ‘ordinary 
people’ are, as I see it, the 
beating heart of carnival, which 
is emblematic of our rich Caribbean 
cultural heritage. 

This piece, therefore, is a 
celebration of the contribution of 
ordinary people across the region 
to the articulation of popular 
Caribbean cultural identity. As 
they saunter along in the wake of 
the floats and show bands without 
bodily embellishment in costume 

Revellers Join the Parade at Mas



Stick-Lick Dancers Parade



or fancy dress, one feels a quiet 
dignity and self-contained joie-
de-vivre inherent to their every 
step. That excitement and joy is 
symbolised by the vibrant colour 
in the piece, which is laced 
symbolically with a reminder of 
the struggles that we have had to 
engage as a people. Indeed, red, 
the colour of blood and threat (or 
conversely the symbol of fun and 
joy), is what defines the painting. 

‘Stick-Lick Dancers Parade’ also 
depicts people in the Caribbean 
participating in carnival. Street 
culture and carnival are symbols of 
the popular means by which people 
of the region have given voice to 
their presence and a right to be. 
This occurs both collectively and 
individually. Participation at the 
most basic level, which I choose 
to depict in some works, is cheap 
and affordable, and the extent of 
one’s engagement is dependent on 
what you can afford and are able to 
contribute. As such, it is hugely 
democratic. 

Stick-Lick Dancers Parade 
addresses a key area of street 
culture at carnival: that of 
costumed presentation. The figures 
here are all robed in blue gowns 
and don similar yet different 
headgear. This difference in 
headgear is intended to symbolise 
a people at rest and play, yet 
living with threat of violence, 
emblematised in the conical hoods 
usually associated with the 
racist US-based Klu-Klux-Klan. 
This violence has taken different 
forms over the centuries, from 

physical attack to humans and 
to economic exploitation. Such 
exploitation continues in modern 
times in the forms of constrained 
economic circumstances, poor 
housing and, in some territories, 
poor educational opportunities. 
This is most apparent in Haiti, in 
the slums of Kingston and Guyana, 
and in pockets almost everywhere 
across the region. 

Stick-Lick Dancers Parade was 
inspired by these concerns and 
celebrates the Caribbean subject’s 
struggle against degradation, 
exploitation and discrimination 
throughout the history of 
enslavement and colonialism to 
the present time. The symbolism 
of ‘armed’ figures in a stick-lick 
performance therefore represents 
a determination to resist 
exploitation today, as we have 
across the centuries, by standing 
up to our oppressors by any means 
possible.

The concept of ‘Bacchanal’ in 
Western art conjures scenes of 
unbridled lust and gluttony. In 
using the term here, I sought 
intentionally to reference Jamaican 
popular culture, in which the idea 
denotes a joyful outpouring of 
joie-de-vivre. Caribbean carnival 
is in spirit; therefore, more 
akin to Breughel’s (1559) Battle 
of Carnival and Lent than Bosch’s 
Garden of Earthly Delights (circa 
1500). The idea of bacchanal as a 
play or performance, rather than a 
celebration of alcoholic or sexual 
indulgence, therefore, drives the 
purpose behind this work. 



Running alongside the theme is the 
underlying message of carnival as 
a transient phenomenon: for many 
a means of escape from the harsh 
realities of life. As such it is 
somewhat removed as a practice from 
the everyday humdrum experience of 
many of its participants. While the 
revellers in this piece cheer and 
enjoy the profusion of good things 
integral to the event, their day-
to-day lives may be disconnected 

from the apparent show of riches 
evident at Mas’. The extremes 
of Mas’ such as the expensive 
costumes, seductive colour, music, 
food and drink, and indeed the 
transformation of local streets 
into dramatic installations, are 
moments of freedom where all can 
participate and escape from the 
struggles of day-to-day life. 
At the end of it, however, the 
challenges for many continue.

Bacchanal



Ty Pessoa
The piece entitled ‘The Uncanny 
Bleacher’ is a mixed media acrylic 
piece on canvas (23.5in x 48in). It 
draws attention to a growing trend 
of skin bleaching taking place 
amongst the Jamaican populous. 
Within a culture that suffers from 
high rates of personality disorders 
and economic poverty, it is easy 
to see why the bleaching of one’s 
skin in the hope of gaining a better 
socioeconomic status would be so 
prevalent. The theme of “identity 
within society” is explored. It is 
suggested that we all wear some 
sort of mask or facade in order to 
survive or fit within the confines 
of our culture. ‘The Uncanny 
Bleacher’ raises questions that 
would strike at the core of any 
individual embarking on a quest 
for true self-actualisation. 

The Uncanny Bleacher



The piece entitled ‘Bleaching 
Norm, Identity Crisis’ is a 
mixed media acrylics-based 
piece on canvas (23.5in x 
48in). In this work I again 
sought to draw attention 
to the growing phenomenon 
and popularisation of skin 
bleaching within Jamaican 
culture. The piece speaks for 
itself on many levels. Both 
in title and tonal scheme, 
the piece denotes a duality 
that is central to people who 
engage in such practices. 
The piece also denotes the 
obsessive preoccupation with 
maintaining outer aesthetics 
while neglecting the 
cultivation of inner beauty. 
The piece also seeks to make 
viewers question their own 
inner mysteries. 

Bleaching Norm, Identity Crisis



Giulia Amati
Bob Marley’s 1977 hit Exodus 
addresses the return of Jah people 
to Africa. This 80’ documentary 
records the unique experience of 
Caribbean, American, French and 
British Rastafari who made the 
journey to Ethiopia and settled 
in Shashamane. Shot in London, 

Kingston and Shashamane, this film 
explores the legacies of colonial 
slavery and offers an outstanding 
testimony of the joy and pain of 
returning back to Africa. For the 
first time, the faces, voices and 
challenges of “returnees” are 
presented to the world.

Shashamane






Germaican InSecurities
The legacy of the 18th century 
German occupation in Jamaica 
resonates with the notion of 
Caribbean In/Securities. Created 
from the project Lebens(t)raum: 
The German Diaspora in Jamaica, the 
work explores specific cultural and 
linguistic elements which emerged 
out of the historical relationship 
between Germany and Jamaica. The 
starting point for this project is 
the arrival, in 1761, of 64 German 
indentured labourers from Bremen 
to Seaford Town, Jamaica, followed 
by a further influx of German 
immigration to the island between 
1778 and 1834. It is the cultural 
history and continued presence of 
this community on which the work 
encourages reflection. Taking our 
cue from Sidney Mintz’s seminal 
text ‘Caribbean Transformations,’ 
this piece aims to interrogate 
a specific and under-researched 
element of syncretism and ‘culture-
building’ in the Caribbean. Its 
originality lies in reading 

colonial power-constellations, 
migration, ‘race’ and class, and 
their consequences in the present 
‘against the grain.’ 

In this instance In/Securities 
occur in a hypertext format that 
frame themes of power, race and 
class, which bear a strong impact 
on perceptions and questions, 
whose history does a history 
belong to? At the centre lies 
a discomfort with feeling 
uncertain about who has the 
right to share knowledge, which 
sits alongside the reality of 
wishing to preserve the memory 
of a group of German migrant 
identities that have in fact 
become Jamaican identities, and 
are at risk of becoming extinct 
in Jamaica.

Through a selection of photographs 
set against the backdrop of a track 
mixed with interview samples, 
an experimental piece has been 
produced from discussions that 
render tensions seen through 
loss of language, identity and 
heritage. It raises several 
further questions that ask:

When does a history become ready 
for transfer?

Who does history belong to?

How is history shared reasonably? 

Artist Highlight: Sireita Mullings



 

Masked Education

What are the rules for transition? Who are the ‘true’ custodians of 
knowledge?



When is the sharing of knowledge 
an inappropriate act?

The Fourth Moment
When Stuart Hall spoke of the 
‘third moment’ he synthesised the 
characterisation of the black male 
impact on the In/Securities that 
lay with Caribbean and African 
identities as witnessed in the 
British media.

This is in line with old and 
unresolved debates about the over 
representation of Afro Caribbean 
men in the penal system of super 
power countries such as the US and 
the UK. What is missing from these 
debates is the ways contemporary 

youth still carry the colonial 
and postcolonial legacies of 
criminalisation, racism and 
insecurity, because the old 
strategies of confining them 
to the margins have simply been 
reworked. 

The fact is that the debates 
and moral panics created about 
the ‘Black Mugger’ that filled 
the minds of British people 
during the 70s, 80s and 90s have 
continued for over 30 years and 
have now been represented in the 
context of the contemporary black, 
urban gangster. Therefore, not 
much has changed in regards to the 

Demonising the Hoodie – Marcus Reflects?



characterising of black youth as 
deviant.

Heterogeneous Self



Contradictions - Who Said Boys Hate 
Flowers



As the ‘Fourth Moment’ is one 
where converging ideas about arts 
practice exist, this body of work 
draws upon Stuart Hall’s concept 
of ‘conjuncture’ that identifies 
the assembling of three different 
moments in the artistic history of 
the Black Diaspora: the 1920s and 
the birth of artists who migrated 
to the UK during 1940s and 1950s; 
the birth of CAM (Caribbean Arts 
Movement) in the 1960s; and the 
birth of BAM (Black Arts Movement) 
during the 1980s. Hall expressed 
confusion over the distinct nature 
of these moments when he suggested, 
“if there is a third moment proper 
– or, perhaps, a fourth? – then it 
is the one emerging now, before our 

eyes, and it is too soon to attempt 
to configure it” (Hall, 2006:22). 
But within the dominant discourse 
of contemporary youth arts lives 
the ‘fourth moment,’ where arts 
practitioners, who may not be part 
of a specific movement, have been 
presented with the challenge of 
creating and functioning within 
a practice that is governed by 
policy, where there is a shift in 
the arts as a means of liberation 
to one of regulation.

These manipulated images render some 
of the issues and tensions that have 
been acknowledged by young people, 
and some of the insecurities imposed 
upon them by the public.

A Cry to my Brothers



Kemel Leeford Rankine
Kemel Leeford Rankine (b. 1944 St. 
Elizabeth, Jamaica) Though he has 
always painted, it was not until 
1990 when the Kemel Leeford Rankine 
stepped on a banana peel, slipped 
and badly injured his foot, to the 
point where he could not go back 
to work and it remains hard still 
for him to get around, that the 
artist dedicated himself full time 
to painting and being an artist. 
Rankine started out painting signs 
on discarded bits of metal for the 
various businesses in his parish. 
Discarded metal was cheap and easily 
available to him and enamel paint 
as opposed to the more expensive 
acrylic or oil paint was a means 
to paint these signs. In time 
however, Rankine started branching 
out to doing paintings of local 
characters --- such as the national 
heroes of the island; and painting 
the proverbs, parables and sayings 
of the island. Rankine’s paintings 
continue to evolve to now include 
the plant life and folklore of the 
island.

nanny



For the CARISCC commission managed 
by Lotte Shaw of Union 105 / East 
Street Arts, Sonia Barrett created 
a new sculptural work titled The 
Difficult Conversation. This work 
was developed from furniture she 
received in Chapeltown, Leeds. It 
was also in Chapeltown that Sonia 
interviewed people in the Caribbean 
community to create her work, and 
to share their stories through 
her opened-up furniture. Sonia’s 
intention is to enable audiences 
to explore these stories; to blur 
distinctions between security 
across the Diaspora, and to activate 
viewers to create new questions 
about security, insecurity and 

creativity in the lives of people 
of Caribbean descent. Sonia E. 
Barrett explains her new work 
below.

“The chair used in The Difficult 
Conversation was given to me by 
Khadijah Ibrahim, a spoken word 
poet that hosted me in Chapeltown, 
Leeds. She had established herself 
as a poet and had also worked many 
years to enable the poetry of 
others in Chapeltown.

I opened the chair up in her home 
and discovered mouths. I have 
worked with so many chairs before 
and never found mouths. I knew the 
chairs wanted to tell of themselves. 

Sonia E. Barrett, CARISCC 
Commissioned Artist






Chair articulating chair. I spent 
a lot of time making this work in 
my head as I did not have anywhere 
to make it. I took the chair apart 
and travelled with it in a suitcase 
to Germany. When I finally got to 
put the work together it was in 
my mother’s bedroom. The build 
happened quickly. I wondered at 
the validity of the order because 
of the speed of the construction. 
As the work kept getting damaged, 
because the room had to be used, I 
realised that I always knew exactly 
where each bit had to return to. 
Each piece has a space, like the 
parts of a sentence that can only 
really be written correctly in one 
order. The work has a ‘grammar;’ 
certain things had to come first 
and others later on.

I knew it was a difficult 
conversation that was being had.

This work looks at the effort 
required to articulate yourself as 
an objectified individual.

It looks at how such an articulation 
is tenuous and how if your speech 
is claimed from ‘noise’ it can 
fall back into the realm of ‘non-
speech’ quickly.

As what is reclaimed from 
objectification can fall back 
into the object state easily, the 
works hang from fragile threads. 
The threads to hang the works were 
harvested from the chairs. I did 
this at the laundrette, during 
children’s parties, and whilst 
cooking, for several days.

Each part of the conversation is 
drawn from speech acts; gendered, 
raced. Speech acts of omission, 
parentheses, aggression, defence. 
Speech that is making and undoing 
connections. Speech that filters 
speech and also non-speech. What 
is unsaid takes up space in the 
sculpture. There is an invitation 
to ‘read between the lines’ for 
some of the work.

I often think it is a wonder anyone 
understands anyone else. Meanings 
from different sides through 
different filters look so unlike. 
The viewer can stand as one speaker 
and then the other, and then as an 
observer of both, and see the huge 
difference.

This work is an attempt to quantify 
speech to show its multitude of 

Chair number 62



interpretations; its weight and 
physicality in the room. The height 
at which the speech is hung is a 
physical rendering of how children 
sense the weight and breath and 
precarity of some speech, but it 
is literally over their heads.

I conducted a number of 
interviews with elderly members 
of the black community. Some of 
those were difficult, loaded, 
emotional conversations. In 
those conversations elders 
were struggling to articulate 
themselves beyond the confines 
of tacit norms and permissions 
in black communities. It struck 
me that articulating yourself 
out of yourself, outside of 
the parameters of your 

community, is very hard indeed. 
This work is such a conversation.

The Caribbean literary tradition 
is huge and this work was finished 
in the week that Walcott died. 
However, I have always wanted to 
make a work that speaks to the 
weight of black oral culture in 
the context of dominant written 
word cultures.

This work was completed insecurely: 
the participants spoke 
of insecurity of 
m e a n i n g , 

Merging with the sound radical 
immediate black joy

The Detained Table



insecurity of livelihood and 
selfhood. Often we have to create 
ourselves as selves before we 
can make anything else. Many 
black people are creative in this 
way, speaking themselves, out of 
themselves. Such creativity is 
necessarily insecure and nothing 
less than your articulation of your 
whole self hangs from a thread.

Given the importance of orality in 
the Black vernacular this work is 
a turning point in my practice, 
facilitated by black communities 
in the North of England and the 

i n t e l l e c t u a l 

context of CARISCC, whose papers 
enabled me to consider creative 
acts of survival, resilience 
and bodaciousness as essentially 
speech acts of declaration and 
silence.”

Growing out the sides, Peace!, 
Steering/shooting identity, Who’s in 
the driving seat?



Re-Viewing  
In/Securities — A Look at 
“Negotiating Caribbean 
In/Securities through 
Creativity: A Research 
and Art Exhibition”

Ron Cummings

One of the first 
things you might 
note about this 
exhibition is 
that it is 
subtitled “A 
Research and 
Art Exhibition”. 
This title might 
be said to speak 
to the overall 
o r g a n i z a t i o n 

of the pieces included here. 
One part of the exhibition 
includes research discussions 
and a focus on objects and 
images submitted by members of 
the CARISCC Research Group. 
The other section focuses 
on the work of visual arts 
practitioners. However, I 
want to suggest that this 
titling, which brings together 
research and art, speaks to 
some of the overall aims of the 
CARISCC network. From the very 
outset, we have endeavored to ask 
questions about how we might think 
through ideas and narratives of 
security and insecurity alongside 
questions of creativity and what 
might be the outcomes of viewing 
these in relation to each other? 
This exhibition is arguably one 
outcome. The dialogue about in/

securities is one that cannot just 
be engaged in purely academic 
terms. To research insecurities 
necessitates finding other 
cadences, registers and creative 
ways of speaking about life—its 
nuances and vulnerabilities. In 
our various collaborations in the 
context of this network, we have 
also in different moments grappled 
with the inadequacies of words and 
concepts as the primary medium 
through which to have this dialogue. 
The staging of this exhibition and 
in particular the commissioning of 
Sonia Barrett’s work (which itself 
offers a meditation on language and 
the body through its use of mouths 
as part of her sculpture) is also 
part of our collective efforts to 
grapple with multiple expressions 
and examinations of insecurity.

The politics of language is, of 
course, fraught in the Caribbean—a 
place of multiple tongues and 
meanings variously colonial, 
colonized and postcolonial. In 
engaging this dialogue with visual 
artists and the visual arts, we aim 
to mark the insecurity of language 
and meaning through a shift from 
words to images as one particular 
way of conveying thought. This 
also serves to foreground the role 
of the creative imagination vis-
à-vis reason. But this process 
of dialogue and coproduction 
of meaning is also about the 
production of different kinds of 
research outcomes. We invite you 
to view these artistic works as 
research outcomes. However, I want 
to be clear that I do not mean this 



in a didactic way, where we simply 
ask what the artist is trying to 
tell us or think about art as 
simply explaining or exploring 
a particular research question. 
Rather, we might view these in a 
way that asks us to rethink our 
very categories of knowledge. Pat 
Noxolo has, for instance, talked 
about what she has called “knowledge 
insecurities” in her discussion 
of Erna Brodber’s writings about 
gender1. We might also link this 
concept to Brodber’s writing about 
the world of the spirit. In thinking 
about “knowledge insecurities”, 
we are asked to consider questions 
such as “Who produces knowledge? 
Who is believed? Who believes? As 
well as what counts as knowledge?” 
We are called on to engage these 
epistemological questions and 
ideas in thinking through and 
viewing this exhibition.

One particular way in which these 
works push us to reengage our 
knowledge discourses, is in the 
way we encounter and experience 
insecurities here as a “structure 
of feeling”2. This can be seen in 
any number of the art works. For 
instance, in Sirieta Mullings’ 
photograph “Demonising the Hoodie—
Marcus Reflects?” we see a young 
man in a red hoodie, eyes focused 

1 Pat Noxolo, “Caribbean In/Securities and the Creative Imagination” 
(paper, Caribbean Studies Association Conference, Nassau, Bahamas June 
5-9, 2017).
2 Raymond Williams, Marxism and Literature (Oxford and New York: Oxford 
University Press, 1977)

downward staring intently and 
pensively—perhaps uncertainly. 
There is a feeling of an insecure 
body. This uncertainty is also 
signified in use of the question 
mark in her title for the work. 
The foregrounding of the color red 
in an otherwise black and white 
photograph further references a 
sense of danger. Our sense of 
this insecurity, is arguably 
also informed by the image’s 
intertextual referencing of the 
archetypal narrative of Red 
Riding Hood but we also note 
its provocation to rethink that 
singular narrative of gender 
in/security particularly as 
it intersects with questions 
of race in the figure of the 
young black male represented 
in the photograph. In the 
background of this image an 
older white man lurks. He 
isn’t directly facing us but 
he arguably becomes a menacing 
perhaps surveilling presence 
adding to the insecurities that 
we may feel in relation to this 
photograph. 

Mullings discusses this photo 
in relation to Stuart Hall’s 
reflections on “the debates and 
moral panics created about the 
‘Black Mugger’ that filled the 



 minds of British people during the 
70s, 80s and 90s”3. However, a much 
more recent history (albeit one that 
is not separate from this longer 
history) of vulnerable young Black 
male bodies, haunts this image. 
The most notable of these is the 
story of the killing of Trayvon 
Martin—the 17 year old boy in a 
hoodie in Florida, constructed 
as a threat in the imagination 
of George Zimmerman. Alongside 
this, we also encounter Mulling’s 
photograph “Heterogeneous Self” 
in which the foregrounded image 
of a black male face is blurred 
and multiplied to produce 
an out-of-focus image. Like 
Mullings’ previously discussed 
photograph, in the background 
of this image we see what looks 
to be a white women looking 
at the figure pictured in the 
foreground. We are, at once, 
called to observe the body being 
observed by the white gaze and 
also to inhabit the feeling of 
insecurity that this inheres. 
Here the visual production 
recalls something reminiscent 
of W.E.B. Dubois’ concept of 
“double-consciousness”4 or we 
might link this to Paul Gilroy’s 
use of the term in his book The 
Black Atlantic: Modernity and 
Double Consciousness5. 

3 Stuart Hall et al. Policing the Crisis: Mugging, the State, and Law 
and Order, 2nd ed. (London: Palgrave Macmillan, 2013)
4 W. E. B. Du Bois, The Souls of Black Folk. (New York, Avenel, NJ: 
Gramercy Books; 1994)
5 Paul Gilroy, The Black Atlantic: Modernity and Double Consciousness 
(Cambridge, Mass.: Harvard UP, 1993).

The insecurity of the male body is 
also marked in Dean Arlen’s “The 
Running Man” which likewise uses 
a technique of overlaying images. 
Here we see running figures 
which conjure the sense of the 
uncanny, through the image’s use 
of repetition. This is heightened 
by the fact that we never quite 
know what they are running from. 
(I say running from as their backs 
are turned to us as viewers). 
Finally, Candace Sobers further 
explores the feeling and question 
of insecurity in relation to the 
male body in her piece “Wedgee” 
which shows an adolescent male 
figure taking a bath in the space 
between private and public that is 
the village standpipe. 

If these photographic images focus 
on young men, Beth Lovella’s portrait 
paintings of women also allow us to 
engage with feelings of in/security 
through its representations of 
women. These are both images of 
strength and vulnerability. Perhaps 
the most striking of these for me 
is the piece “Koko” where there is 
an immediacy and intimacy to the 
face portrayed. Additionally we 
are made to engage with the woman’s 
eyes as a central part of the image. 
As Lovella says of this piece in 
her artist notes: “The painting 
addresses the topic of Caribbean 



in/securities and creativity by 
zooming in on the elderly woman’s 
wrinkled face and her bright eyes 
which both have cataracts. The many 
wrinkles in her skin and partially 
blind eyes emphasize the concept of 
hardship and harshness along with 
the deep red background”. The focus 
on the eyes here for me recall 
Dionne Brand’s writing about an 
elderly Black Woman’s eyes and the 
histories that they might hold in 
her poem “Blues Spiritual for Mammy 
Prater” (subtitled “On looking at 
the photograph of Mammy Prater an 
ex-slave, 115 years old when her 
photograph was taken”)6. Here Brand 
writes:

she took care not to 
lose the signs

to write in those eyes what 
her fingers could not script

a pact of blood across a 
century, a decade and more

she knew then that it would 
be me who would find

her will, her meticulous 
account, her eyes,

her days when waiting 
for this photograph

was all that kept her sane

she planned it down to the day,

the light,

the superfluous photographer

her breasts,

her hands

this moment of

my turning the leaves of a book,

noticing, her eyes.

6 Dionne Brand, “Blues Spiritual for Mammy Prater” in No Language is 
Neutral (Toronto: McClelland and Stewart, 1998), 14-16.

These pieces evoke a keen sense 
of intimacy as well as urge us 
to reflect on how a body might be 
read. What meanings might it hold 
or convey in a gesture, a stare or 
a glance?

We might also, in this regard, 
consider Ty Pessoa’s evocative 
paintings “Uncanny Bleacher” 
and “Bleaching Norm, Identity 
Crisis”. The contrast between the 
terms “norm” and “crisis” in the 
latter title is most striking. 
These paintings allow us to 
think about the body itself as a 
site of expression but also one 
of vulnerability. In Pessoa’s 
painting, there are words 
written across the canvases, 
which depict women’s faces and 
busts respectively. Some of 
these words are legible, some 
are not. At the bottom right 
hand of corner of “Bleaching 
Norms, Identity Crisis” are 
written, the words “unmask 
self?” (written with a question 
mark). The word “self” (also 
written with a question mark) 
recurs in “Uncanny Bleacher”. It 
is positioned above the shoulder 
of the figure in the painting—a 
chip on the shoulder, literally. 
But I also mention both paintings 
here because the eyes dominate 
these figural representations of 
women’s bodies. Insecurities, they 
seem to suggest, is constructed 
and experienced in relation to 



 perspective—in relation to looking 
and being seen.

Other pieces in this exhibition 
allow us to think about Caribbean 
In/securities through the lens 
of the national and the regional 
as categories of meaning and 
uncertainty. In mentioning 
this relationship between the 
individual body and the wider 
body politic, we might note how 
questions of scale and focus 
are important to all the these 
works—whether it’s the use of the 
technique of close-up with its 
particular focus on the body (or 
even a body part), or the ways 
in which some works zoom out to 
consider the wider collective or 
to locate the individual within 
and in relation to the state 
or to examine the geo-political 
and cultural relationships 
between different nation-
states. Sereita Mulling’s 
series of photographs, 
“Germaican InSecurities” for 
instance, explores “The legacy 
of the 18th century German 
occupation in Jamaica” and 
Mervyn Weir’s “House of Cards” 
ventures into and comments on 
Caribbean state politics by 
figuring the possibilities of 
regional cooperation as a House 
of Cards (of course the reference 
to the television series of that 
name should be noted). A house of 

7 Steven Vasciannie, “Jamaica’s Brexit: Remembering the West Indian 
Federation” The Jamaica Observer, June 25, 2016. Accessed July 2, 2017 
http://www.jamaicaobserver.com/news/Jamaica-s-Brexit--Remembering-the-
West-Indian-Federation_65023

cards, as Weir notes, is a tiered 
structure “created by balancing 
playing cards on their edges”. It 
is fragile and proned to collapse. 
The cards in Weir’s image have 
Caribbean flags drawn on them. They 
are positioned against a backdrop 
of sea and sand and yet this 
setting, usually associated with 
calm and tranquility seems to be 
the very site of their insecurity. 
They seem proned to fall with the 
slightest sea wind. Yet while the 
artist’s note foregrounds the 
precariousness of the Caribbean’s 
present particularly in relation to 
the region’s reliance on tourism—
the cult of sand and sea, his 
image also reminds us of a longer 
history of Caribbean precarity 
exemplified in the political 
history of the short lived West 
Indian Federation. In 1962, the 
West Indies Federation folded 
after a mere four years (1958-
1962) in the wake of a referendum 
vote on political secession in 
Jamaica. Following last summer’s 
events in the UK, Professor Steven 
Vasciannie has recently referred 
to that event as “Jamaica’s 
Brexit”7. This longer history of 
regional cooperation, and even 
more so failure, arguably forms a 
historical backdrop to this work 
and is referenced in Weir’s piece.

The question of a longer historical 
view for thinking about insecurities 



is also present in David Jegede 
and Paul Dash’s pieces which both 
take Carnival as their focus. In 
“Mended Pieces” Jegede reflects on 
the Caribbean as “a broken society 
that has been mended through 
cultural cohesion and endurance 
in the face of change”. Carnival 
for him becomes one symbol and 
tool of this cultural “mending”. 
Paul Dash’s work, in turn, recalls 
the relationship between history 
and Carnival through his very use 
of technique. While a number of 
his pieces use vibrant colors, 
“Bacchanal” for instance is done 
in black and white etchings that 
resemble a faded archival document 
or image. Dash notably also 
references a history of Bacchanal 
in his notes extending back to the 
1500s. These artists importantly 
insist that reflections on 
Caribbean in/securities must 
necessarily be placed within a 
long historical frame. 

Several of the pieces included here 
also significantly move beyond the 
consideration of the human8. Gina 
Smith’s collage work juxtaposes 
the silhouette of a goat against 
images of the built and natural 
environments. Her work raises 
questions about the environmental 
impact that human activity and 
practices of building can have 
on the natural environment and on 

8 Rivke Jaffe, “More-than-human Geographies of Protection in Jamaican 
Popular Music” (paper, Caribbean Studies Association Conference, Nassau, 
Bahamas June 5-9, 2017).
9 For further information on the environmental campaign to save Goat 
Island visit : http://savegoatislands.org/

other species. Smith specifically 
positions her work as a response 
to questions of “livelihood in/
securities, vulnerability and 
resilience to global change 
in the Caribbean agricultural 
sector”. Her work arguably also 
constitutes a keen meditation on 
environmental concerns about land 
use articulated, for instance, in 
the recent campaign by locally 
based environmental activists 
in Jamaica to save Goat Island—
an area of great conservation 
value—following proposals by 
the then Jamaican government to 
build a major trans-shipment 
port there.9 

We are also forced to think 
about our phenomenological 
relationships to objects in this 
exhibition. How are we oriented 
towards the world? How are we 
oriented towards particular 
material objects in it? These 
questions arise in relation 
to the precariousness of cards 
in Mervyn Weir’s work or our 
relationship to a chair or table 
in Sonia Barrett’s sculptures 
or the question of how we are 
oriented towards a zinc fence. 
The final piece I want to mention 
is Charlotte Mortensson’s picture 
of a zinc fence in Trench Town. 
We might begin with the idea of 
it as a fence, an object of in/



 security—something designed to 
keep someone out or in. Mortensson 
extends our reflections on this 
piece by describing it as “[o]
ne of the most beautiful examples 
of self-built architecture”. She 
notes that “Recycled and found 
materials - corrugated metal and 
used aluminum printing plates from 
the nearby national newspaper” 
and “a great deal of ingenuity, 
patience and creativity [was] 
called upon” in making this 
fence. If this might be said 
to characterize Mortensson’s 
orientation to this fence, my 
own orientation to towards her 
photograph of it takes me to a 
consideration of Dawn Scott’s 
“A Cultural Object”—a landmark 
work of Jamaican installation 
art constructed from zinc10. But 
if Scott’s iconic work winds 
constantly inwards towards an 
enclosed figure at the heart of 
the sculpture and constitutes a 
fierce commentary on questions 
of death and expendability 
in Jamaica’s urban ghettos, 
Mortenson is keen to point out 
that the fence in her photograph 
opens “out into a communal 
courtyard and street”. What do we 
make of this? What do we make of 
the different orientation in the 
work of these two artists? I want 

10 For a further meditation on our multiple relationships to zinc as 
material object in the context of the Caribbean and for its creative 
uses, see Kei Miller’s poem “This Zinc Roof” in A Light Song of Light 
(Manchester: Carcanet Press, 2010). Here Miller reflects on our different 
orientation to zinc as the fencing of balmyards, as roofing or fences 
to houses, as material for signage, or as encountered in the context of 
an art exhibition, in the case of Dawn Scott’s work “A Cultural Object”.

to close with this image of the 
courtyard as perhaps a suitable 
metaphor for this exhibition. It’s 
a space of gathering where we can 
reflect on precariousness but also 
on artistry and the art of making 
community and making survival in 
the context of the in/securities 
of Caribbean life. 
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