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In recognition of International 
Women’s Month, Bookends 
continues with its conversations 
between the writer Jacqueline 
Bishop and phenomenal women 
writers who call Jamaica home. 
Today’s featured writer is poet 
Jean ‘Binta’ Breeze, who has 
published seven volumes of 
poetry, including Riddym Ravings 
and Other Poems in 1988, Third 
World Girl: Selected Poems, and 
The Verandah Poems in 2016, in 
addition to five albums. 

There is, too, a bonus 
conversation with the Jamaican-
based, Philly-born visual artist 
Amy Laskin, who in 1977 received 
her BFA from the Pennsylvania 
State University and her MFA at 
the School of the Art Institute of 
Chicago. She has lived in Jamaica 
for over three decades.

Jean, I want to start with your poem, 
“riddim ravings” (the mad woman’s poem), 
which has been so instrumental to me as 
a writer. I read that poem as a beginning 
writer and a very young person and I don’t 
think I was ever the same. Can you speak 
about the origins of that poem? How did you 
come to write it? Is it based on someone 

you knew or know or had seen? So few 
poems by Jamaicans that I can think of deal 
with street people and mental illness. Why 
do you think this is so? 

Well, I was sensitive to this.  
I myself have suffered from 
schizophrenia. I was living in 
Clarendon and I saw quite a few 
street people in the market, as 
well as one woman who was 
pregnant and living on the streets 
of May Pen. Writing of it, I didn’t 
really think about it, I just got up 
at 3 o’clock in the morning and 
made the whole thing. The poem 
came in one go.

I think so few poems by 
Jamaicans deal with the issue 

of mental illness because it can 
become exploitative to write 
about something you’ve never 
experienced or had anybody 
experiencing it around you. It’s 
not something you tend to put 
your mind to unless you have a 
serious concern about the issue.

Another aspect of this poem is that 
the narrator of the poem is a female DJ/
singer, another minority group in Jamaican 
poetry and society. Was it your conscious 
intention to shed light as well on this group 

of individuals?  
I was struggling with my first 

exposure as a dub poet and dub 
poetry came out of DJ culture. It 
was just natural that any woman 
who was exposed to radio in 
Jamaica would have had a DJ in 
their head.

There is a poem entitled “On Your 
Passing” dedicated to CLR, which I am 
assuming is CLR James. Can you talk a little 
bit about why you decided to dedicate this 

poem to him? What relationship did you 
have with this fellow Caribbean author?

When I was invited to England 
it was by Race Today, who was 
one of the partners who invited 
me.  I was taken to Railton Road 
where CLR James lived upstairs 
above the Race Today office. I 
lived just around the corner, in 
my early days in London and I 
used to help him tidy his books 
in his room. I became very close 
to him and when he died, I went 
there the same day he died and 
was told he had passed away. I 
went to write something in the 
condolence book that they had set 
up and I wrote that poem straight 
out in the condolence book. It was 
read at his funeral in Trinidad.

In your poem “I Poet” you write: “wen 
yu all did sey/ I wasn’t no poet/ I never did 
mind/ cause I sey/ I was poet all the time”. 
Tell us about your childhood on the island 
of Jamaica: where you grew up, who raised 
you, the schools you attended, and when 
was it that you realised that you were a 
poet?

I realised it from very early. I 
grew up spending the afternoons 
in my mother’s bedroom and 
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she taught me all the poems she 
knew in her head.  So, from when 
I was a little girl I had learnt very 
long and very intricate poems and 
I had them all by rote in my head.  
So, whenever there was a concert 
in school or in church I could 
recite the poem. It wasn’t very 
long before I started writing my 
own poems. They weren’t as good 
as the ones my mother had taught 
me but they were my poems, and 
I was first published at age 11 
in the Rusea’s School magazine.  
Rusea’s was the grammar school I 
attended from age 10 and I stayed 
there for both my O’ and A’ levels. 
I had an extremely good education 
including studies in Latin and a 
great English Literature teacher. 
So I learnt the literature of 
England and the literature of the 
Caribbean which was strong 
orally. I took poetry from people all 
around me.  My father gave me 
the books of Omar Khayyam and 
continuously quoted Shakespeare 
to me and I had great tutors for 
literature all the way through high 
school. All my family was very 
supportive.  

I love the richness and raucousness 
of your poem “The Wife of Bath Speaks in 
Brixton Market.” The inter-textuality of the 
poem to Chaucer’s work raises the question 
for me of what do you see your work’s 
relationship to English literature to be? 

My favourite poet when I 
was in school was TS Eliot. I 
loved his work, you know, The 
Wasteland, The Love Song of J 
Alfred Prufrock. I didn’t write like 
Eliot but English Literature was 
very important to my training and 

I had love for all the great poets, 
and I read them from very young. 
At the same time, I was reciting 
Louise Bennett.  So, I had both 
the oral culture from Jamaica and 
the book culture from England and 
both were an integral part of my 
training.

I also wondered what religion, if any, do 
you subscribe to and what would you say 
to the assertion that religion circumscribes 
women’s lives in ways that it does not do 
for men’s lives?

The Lord is the ultimate 
husband. When the men give you 
trouble you can always take it to 
the Lord!

In the introduction to your selected 
poems, Colin MacCabe writes that “Ordinary 
Morning”, in which a lower-class Jamaican 
woman looks at her own clothes on the line 
and starts crying, is perhaps your single-
most famous poem. Do you agree with this 
assessment and why do you think this poem 
has resonated as much as it does?

I don’t think it is as famous as 
“The Mad Woman’s Poem”, but 
in all my travels, I find for many 
other people “Ordinary Morning” 
is the poem that they love most. 
That is the poem they talk about 
when they are not talking about 
“The Mad Woman’s Poem”.  I 
feel it has touched more people 
overall because “Riddim Ravings/
The Mad Woman’s Poem” is 
sensitive to mental illness and so 
on, whereas “Ordinary Morning” is 
a poem for every woman.

MacCabe also says that after a while 
you “left behind the limited repertoire 
of dub poetry”.  Do you agree with this 
assessment?

After a while I found having to 
write to the rhythm a little bit too 
restrictive. And that my music 

went outside and became blues 
and jazz and, you know…. I think 
that my poems always have a 
sense of music although they are 
not totally to a reggae beat.

The cover image of Third World 
Girl by Bloodaxe is almost shocking with 
a young black girl with two pert, exposed 
breasts. Who chose the cover for the book? 
What ideas were being conveyed with the 
cover?

That is the image I have of 
myself even though I don’t look 
like that at all! The sensuality and 
the sense of the radical, and the 
fierceness of her face counter the 
sensuality of her body. To me, that 
was Third World Girl and if you 
read the title poem you will see 
that she is the girl I am talking 
about.

The rivermuma and mermaids show 
up over and over again in your work. How 
do you explain this fascination with the 
rivermuma?

I was born in a little village 
called Patty Hill, so my first 
experience of water was the 
river and not the sea. There 
were all those stories about the 
rivermuma, and if you would go to 
the river you would see her sitting 
there on a rock combing her hair. 
And she might lose her comb and 
if you found it, you were not to 
take it away.  There were all those 
stories of the rivermuma when I 
was a little girl. The rivermuma 
is very much a part of my literary 
culture.

“Primrose” for me is a gorgeous poem, 
and like several of your verandah poems is 
written in Standard English. Can you walk 
us through when you make the decision to 
use Jamaican Patwa or Standard English in 
your work?

I don’t make any such decisions 
as my poems come to me as 
the first few lines come into my 
head, and any language that it 
comes in I just continue in that 
language. Sometimes it breaks in 
the middle of the poem and goes 
to Jamaican or breaks and goes 
to England but from when the 
first few lines come into my head 
that is the language it comes in 
and I don’t make that choice in 
advance.

What is most compelling, to me, about 
“The Verandah Poems” is the sense of being 
at ease in these works. For sure, there is 
a lot of reference to going back and forth 
across the Atlantic and there is nostalgia for 
England, but there is a certain rootedness 
in these poems missing in your other 
collections. What do you think accounts 
for this sense of rootedness in this work? 
Can you talk about the collaborative nature 
and why you chose to have photographs in 
this book? How did this collaboration come 
about and would you do something like this 
again? 

Well, I’m back home in the 
bedroom that my parents gave 
me in the house they built when 
I was 10 years old. My room 
opens out to the verandah. So, 
every day I sit out in the verandah 
and because I’m struggling with 
the use of oxygen *(I am having 
problems with my lungs so have 
to be on an oxygen support 
machine for many hours each 
day. Luckily, I’m a writer so I don’t 
need much oxygen! It’s lucky for 
me that I have a verandah I can sit 
on and write and send my poems 
back to England).

I can’t move around very 
much. So, when I came home 
the verandah was integral. My 
life happened on the verandah. 
There’s a street and all the people 

I can talk to from the verandah 
and then there’s the home 
behind me which my mother had 
provided. So, there’s home and 
abroad and there’s across the 
sea as the verandah looks across 
the sea and the planes come in 
over the verandah. So, I had that 
sense of England that is where I 
left from, and I come home from 
England to that verandah. So yes, 
I’m content there and it is my 
sense of place.

Finally, what is Jean ‘Binta’ Breeze 
working on these days? 

Well, I’ve started work on a 
book called The Ties That Bind, 
which is about all the people in 
my life who have cared for me 
over the years, looking back. The 
last few years I’ve spent a lot 
of time in hospitals in England 
because of my lung problem. So, 
I’ve started thinking about caring 
– the number of doctors and 
nurses and staff who have cared 
for me in the hospital system 
which is free through the NHS. 
So the book will contain a section 
called Love Poems for The NHS, 
which I have finished before the 
other poems and some of them 
are in circulation in England. I’m 
not a prolific writer and it takes 
me four to five years between 
books. So it will be a couple more 
years before The Ties That Bind, 
and I hope I will be strong enough 
to return to England to read from 
them.

A
my Laskin, congratulations on 
your most recent exhibition at Carl 
Hammer Gallery in Chicago. Tell 
us about the work that is in this 

exhibition. How long you have been working 
on it?

Thank you, Jacqueline. I’ve 
been working on these pieces 
since 2014/2015 till present. 
I usually work on a piece one 
at a time until completion, 
then I see what I’ve got and 
assess where to go for the next 
piece. I assemble, merge, and 
meld unrelated forms, images 
and elements to create visual 
relationships. Some are organic 
and some manmade but all are 
things I am obsessed with or find 
fascinating. It’s personal and it 
changes. I continually observe 
and search for what captivates 
me, make mental notes, take 
pictures, collect or save images 
in picture files, and construct 
models. My work employs the 
use of decorative language 
embellishment and fine detail.  I’m 
transfixed by a myriad of things 
like vines, roots, coral, lace, 
flowers, plant forms, costumes, 
vintage clothes, folds, sea life, 
lichen, moss, epiphytes, and so 
on… They are amalgamated to 
form non-representational figures 
or entities without faces or limbs 
but in some way clothed. Many 
times they’re poised and set in 
an environment observed from 
the naturalness of my home. I 
slowly build up thin layers of paint 
and glazes on smooth surfaces. 
The clothed entities are a natural 
framework for image making, 
a truss, and a celebration of 
womankind in natural symbiosis 
with nature.

You are known for your feminised still life 
and landscape paintings of rural Jamaica. 
Can you talk us through how you arrived at 
such a lush and recognisable iconography? 
What was your work like before you arrived 
in Jamaica?

It cannot be argued that 
Jamaica is a lush and beautiful 
country. There is incredible variety 
not only in the landscape itself but 
also in the innumerable diversity 
of the vegetation. In the plant 
life, there are countless forms 
and shapes to be observed, if 
one is inclined. Before I arrived 
in Jamaica, I was interested 
in ceramic sculpture, but 
without a kiln my interests went 
immediately to drawing and 
painting. My first drawings were 
very delicate, light in colour, but 
they also focused on a central 
figure comprised of clothing, 
costume and embellishments. 
They were never literal, never a 
face. They also were metaphors. 
My first paintings have a lot in 
common with what I am doing 
now. There were arch-shaped 

canvases of dress forms with a 
shaped bodice attached. They 
were something between object 
and painting. They included 
decorative elements, torsos, fans, 
collars, feathers, etc. Most of the 
imagery came out of my memory 
or imagination, so they didn’t have 
very realistic elements. After I 
arrived in Jamaica, I wanted to 
incorporate the natural imagery of 
the environment. I experimented 
quite a bit. I played with 
abstraction and geometric forms. 
That led to the stylisation and 
abstraction of tropical vegetation. 
Banana leaves became feathers, 
etc, so again I was dealing with 
implied relationships and related 
shapes. Comparatively, I simplified 
the shapes and the figure 
was nowhere to be found. My 
concerns were formal. I always 
lived in the mountainous regions 
and much of the time I wanted to 
document the hilly ranges, trying 
to imbue the paintings with the 
gut feelings I had as I observed, 
while paying homage to nature’s 
mystery. I hunted for that stroke, 
mark, line or colour that would 
render the work a personal 
inimitable vision within that genre. 
I painted plein air at first, but got 
very distracted when curious 
people came to talk to me, and 
got burnt to a crisp more times 
than I care to remember. Over 
time, I combined plein air painting 
and painting in my studio with 
many photos. Eventually, the still 
life using figuration crept back in. 
I didn’t want to do traditional still 
life, so I substituted torso shapes 
for vases and then as a natural 
progression other body parts 
emerged as vessels, till costumes, 
clothing and partial body shapes 
materialised. I wanted to involve 
my landscapes so it became the 
backdrop for the still life /figures. 
I could then develop the mise 
en scene and create the desired 
atmosphere. 

You came to Jamaica in 1986 as a Peace 
Corps volunteer from the United States 
and have lived continuously in the country 
ever since and hold dual US/Jamaican 
citizenship. You describe yourself as “an 
American who has chosen to live, paint and 
make art full-time in rural Jamaica”. Why do 
you describe yourself as such, as opposed 
to, say, being a “Jamaican originally from 
the United States”? Where do you consider 
your home?

I consider Jamaica my home. 
My home is where my pets, 
studio and bed are.  My home 
is where I work, have current 
relationships with friends and 
spend my time. I have an original 
home and an adopted home. My 
family lives abroad. Why do I 
describe myself as American?  I 
think because I spent my very 
young formative years growing 
up in the US. I was at an 
impressionable age during the 
60s, a revolutionary time, and 
identified with the movement. 
We went through the feminist era 
and I got indoctrinated thoroughly 
in the American culture of the 
time. I didn’t arrive in Jamaica 

till I was already 30 years old. 
Acclimating to a new country and 
culture takes place gradually, over 
a long period of time. Probably 
this transformation was the most 
impactful of all periods in my life, 
but it is a lengthy process and a 
slow transition. One doesn’t really 
fully realise where old mores die 
and new ones are formed. One 
day you wake up and realise your 
culture and history is a nuanced 
conglomeration or medley of 
ideas, attitudes and memories. 
I have actually gotten angry 
responses from people when I 
say I am Jamaican. So I don’t. I 
think one should consider other 
people’s feelings about their 
identity, culture and heritage. On 
the other hand, I welcome support 
from my fellow Jamaicans who 
embrace me as one of their own!

Can you tell us about the work you did as 
a Peace Corps volunteer in Jamaica? What 
made you decide to stay in the country?

 I taught in an after-school 
programme for inner-city youth 
in Kingston. I was hired to be 
a ceramics teacher but there 

was no kiln, so I changed the 
programme and we ended up 
casting students’ faces in plaster 
and making papier-mâché masks. 
We also created animal faces out 
of clay, cast them, and created 
masks. We started marketing 
them to local craft stores. 
However, Hurricane Gilbert in 
September 1988 damaged the 
studio beyond repair. I remember 
the recovery was very long. I 
joined a Jamaican dance company 
in 1988, and as I finished my 
service, I was invited to do a 
solo show of paintings at Bolivar 
gallery. So immediately after, I 
was making art full-time by day 
and going to dance class and 
rehearsals by night. I was totally 
satisfied with my full-time life 
in the arts. The sales from the 
exhibition gave me enough money 
to stay on a little longer and work 
toward my next show and next 
performance. I wasn’t ready to go 
back to the US. I still had much 
exploring to do. I was prepared 
to sacrifice material security for 
creative satisfaction. I intuited 
that the diverse tropical forms and 
imagery I observed here would be 
good for my artistic development. 
And that really was the deciding 
factor. 

In fusing the rural Jamaican landscape, 
still life floral imagery of recognisable 
Jamaican flowers and feminised forms your 
paintings are lush, engaging and beautiful. 
What commentary do you believe your 
work to be making about the (Jamaican) 
environment and women’s places in it?

There are a lot of negatives out 
there. I want people to look again, 
with fresh eyes, and be able to 
recognise and appreciate things 
that are ignored everyday of life. 
It is commonplace for folks to get 
wrapped up in their existence 
and become oblivious. Jamaica 
has elegance, allure, mystique 
and a combination of fascinating 
qualities too often overlooked. 
Jamaica is so rich in its 
biodiversity; it’s my muse. I want 
to honour the variety and mystery 
of nature, its inspirational power 
and ability to move one’s intellect 
and emotions. I think women are 
an essential and fundamental 
part of the natural world (as is 
all of humankind). Our place in 
the natural world is integral and 
basic. I think it becomes more and 
more important that we feel this 
connection to our planet as our 
globe warms and life as we know 

#InConVerSation

Bookends Credits
Co-ordinator
Sharon Leach

Writer
Jacqueline Bishop

Art Director
Rorie Atkinson

Layout
Janice Johnson Richards

Contact Information
Mail:
Bookends c/o The Jamaica Observer Ltd, 40-42 
1/2 Beechwood Ave, Kgn 5

E-mail:
sharonleach715@hotmail.com

#InConVerSation
Jean ‘Binta’ Breeze: Third World Girl
JEAN from Page 1

Editor’s Note: Bookends 
acknowledges the assistance 
of Renaissance One for 
the transcribing work and 
arrangements made for this 
interview.

Jamaica’s Rich Bio-Diversity is 
Painter Amy Laskin’s Muse

Amy Laskin

Turn to AMY on Page 4



B
o

o
k

e
n

d
s

tw
itt

er
.c

om
/ja

m
ai

ca
ob

se
rv

er
 w

w
w

.ja
m

ai
ca

ob
se

rv
er

.c
om

   
TH

E 
SU

ND
AY

 O
BS

ER
VE

R
4

M
a

rc
h

 2
4

, 
2

0
1

9

#InConVerSation

it becomes threatened. Tropical 
environments and areas of rich bio 
diversity are always a good place 
to start raising awareness and 
consciousness.

Yet, it could be argued that your work 
to some extent is idealised, nostalgic, and 
could even be construed as exoticising of 
rural Jamaica, which suffers from some of 
the worst poverty and unemployment levels 
on the island, and encroaching violence. 
What are your thoughts on why these 
realities do not show up in your work?

The whole thing is quite 
paradoxical. Maybe I am more 
suited to be a healer than a 
firebrand. Yes, it is true about the 
poverty. I live in an impoverished 
area. Many in our community 
have to commute to town to 
find employment. It is a distance 
to town on a rough road. Many 
were not able to get an adequate 
education.  Most have no steady 
water supply, and some have no 
water supply at all. Many of us 
live on rainwater. We gutter our 
roofs, catch rain into tanks. There 
is no paved road in my area. They 
removed the asphalt over a year 
ago with the promise of fixing it. 
A year, and two rainy seasons 
later, it is worse than it was 
before they started. There are 
huge potholes and fine dirt and 
dust from the dryness, all over, 
all the time. Seeing homeless, 
abandoned and starving dogs 
on the road is commonplace. 
It’s very depressing for animal 
lovers like me. I haven’t had 
phone or Internet in two months. 
Apparently, some truck crashed 
into the phone line, took it out 
along with my Internet and they 
won’t tell us when it will be fixed. 
I feel frustration, agitation, and 
sadness about all of this. My 
painting is cathartic. I don’t let 
the negative distractions into the 
work. My work has never been 
about the outside. It is personal. 
It is my invention. The work is 
mythical. It is a statement about 
my obsessions. It is meant to 
transcend and go above everyday 
life experiences and engage 
the spirit. In my work I listen to 
and observe a wide variety of 
incredible colourful tropical birds 
and study a myriad of unbelievable 
plant life. That is where I want to 
put my focus.

It is also notable that often the women 
that are referenced in your paintings with 
scarves, slim and elegant and corseted 
bodies (contained though they may be) 
are not necessarily your average Jamaican 
women. Who are these women you are 
painting into and onto these Jamaican 
landscapes?

The women are allegorical and 
fictional. The figures personify 
abstract concepts that are applied 
to a sensory image. They need to 
be visualised. They are not literal. 
They are an idea. They stand for 
something not explicitly stated 
and it involves an interpretive 
process. They are made up 
of bits, pieces and groups of 
different objects or elements. 
They hold nature within them, 
they wear it, and they observe 
and become it. They are calm, 
complicated, intricate, beautiful 
and otherworldly. They are not 
real people at all. They don’t have 
emotions, stories or dramas. 
There are no faces, arms or legs. 
They are costumes. They are 
metaphors and trusses. 

Let’s step back for a moment and talk 
about your formation as an artist. You 
have spoken favourably about your time 
at the Chicago Art Institute where you did 
your MFA. At the Chicago Art Institute you 
came under the influence of the “Chicago 
Imagists” and “Hairy Who”. Can you tell us 
more about this time and these influences? 
Also, give us a sense of where you have 
now arrived at as an artist. Do you consider 
yourself a realist, hyperrealist or surrealist 
painter, or some combination thereof? Are 
there other mediums that you create outside 
of painting?

Before I moved to Chicago 
I was living and studying 
art on the east coast. The 
contemporary art I was used to 
looking at was neoDadaist, pop, 
minimalist, abstract expressionist, 
conceptual, etc. When I moved 
to Chicago, the type of work 
being done was very different 
than I had been used to seeing. 
In the mid-1960s the city of 
Chicago was an incubator for a 
group of artists collectively called 
the Imagists. They followed no 
trend, preferring their own path. 
Their work was representational, 
surreal, humorous or grotesque, 
influenced by cartoons, and 

popular 
culture. It was quirky. They were 
interested by the creativity, 
compulsiveness and the originality 
of vernacular art. Their work 
was highly crafted and they paid 
attention to detail. Although I 
was enrolled in the ceramics 
department I intentionally took 
classes with Barbara Rossi, 
Christina Ramberg, Karl Wirsum 
and Phil Hanson as a graduate 
advisor. They were influential and 
enthusiastic teachers and I was 
eager to glean a new perspective 
by their instruction. Rossi and 
Ramberg especially influenced 
me. Ramberg employed the use 
of torsos, lace, undergarments, 
and was not invested in exterior 
references. Her brushwork was 
meticulous. I always tended 
toward careful rendering but 
after my experience with Chicago 
art and artists, my proclivity 
for smooth surfaces, detail, 
representation and unusual 
juxtapositions took on a new and 
deliberate direction.

I consider my work a 
combination of genres. If 
surrealism emphasies research 
and is an exploration of personal 
fantasies through formal means 
of great beauty, then I would say 
I am a surrealist. If realistically 
painted images are removed 
from their normal contexts and 
reassembled with an ambiguous 
framework, I could go with that 
too. But then if magic realism is a 
genre in which realistic narrative 
and naturalistic technique are 
combined with surreal elements 
of fantasy, as an alternative to 
accepted reality, then that sounds 
like me too. Magical realism uses 
magical elements to make a 
point about reality. Magical realist 
works use the real world as the 
setting and any unreal elements 
of the story exist naturally as if 
they have always been a part of 
the world. Well then, that could 

be me too!

I had the chance to see (and personally 
enjoy) your work in the Seven Women 
Artists exhibition at the National Gallery of 
Jamaica. Two questions here: What was the 
experience like being asked to be a part of 
that exhibition? Given the subject matter of 
your paintings, do you consider yourself to 
be a “woman artist”? What does that term 
mean to you?

I am a woman artist, just 
by mere virtue of the fact 
that my gender is female. 
I don’t intentionally paint 
feminised images; I just paint 
my obsessions. I also don’t 
think one can determine by 
looking at a work if the artist is 
male or female. Sure, in some 
instances one could guess 
that a woman or a man does 
a work, but not necessarily. 
I was greatly honoured to be 
in the Seven Women Artists 
show at the National Gallery of 
Jamaica. I was thrilled, really. 
However, I want more equity in 
the art world. Women are way 
underrepresented in the art world. 

You are becoming more and more 
interested in the idea of quantum 
mechanics, and the corollary that mankind 
and nature are unified and inseparable. 
Can you develop your ideas some more for 
us here? 

I am not a physicist, but from 
the little that I can glean, quantum 
mechanics suggests that the 
world is a highly interconnected 
organism that extends through 
space and time. So there are 
two sets of laws. There is the 
level of what we can see with 
our naked eyes, and there is the 
world of our cells, atoms, nuclei 
and the subnuclear, all of which 
are complementary but which we 
cannot see unless aided in some 
way to do so. These seemingly 
contrary laws bubble up and 
permeate our reality. Time isn’t 
what it seems to be in quantum 

mechanics. Rather, things can 
move backwards in time and 
the future can determine the 
present. I think that is a wild idea! 
I can’t imagine it, but I like it! One 
proposed theory suggests that 
all particles on earth were once 
connected tightly together, and, 
as a consequence, maintain a 
connectedness. It is suggested 
that ever since the big bang there 
is a fundamental truth of unity 
and connection. I like that idea 
because it comports with what I 
instinctively believe.

Finally, I say to you: “Jamaica” and 
“Painting”. And you say?

Raw talent and lots of 
diamonds in the rough. 

The Gymnast & Other 
Positions is Jacqueline 
Bishop’s most recent book, 
which was awarded the 2016 
OCM Bocas Award in Non-
Fiction. Bishop, an associate 
professor at New York 
University, is also the author 
of My Mother Who Is Me: 
Life Stories from Jamaican 
Women in New York and 
Writers Who Paint/Painters 
Who Write: Three Jamaican 
Artists. She was a 2008-2009 
Fulbright Fellow to Morocco, 
and the 2009-2010 UNESCO/
Fulbright Fellow.
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