
 

How The People Feel: 
Visual Art and Socio-political Critique in Bermuda, 1959-2009 

 
by 
 

Edwin M. E. Smith, M.A.T., M. F. A. 
 

A Dissertation 
 

In 
 

FINE ARTS 
 

Submitted to the Graduate Faculty 
of Texas Tech University in 

Partial Fulfillment of 
the Requirements for 

the Degree of 
 

DOCTOR OF PHILOSOPHY 
 

Approved 
 

Kevin Chua  
Chair of Committee 

 
Dennis Fehr 

Carolyn Erler 
Kanika Batra 

Ethan Schmidt 
 

Peggy Gordon Miller 
Dean of the Graduate School 

 
August, 2012 



Texas Tech University, Edwin M. E. Smith, August 2012 

   

 

 

 

 

 

 

 

 

 

 

 

 

Copyright 2012, Edwin M. E. Smith 

 

 

 

 

 

 

 

 

 



Texas Tech University, Edwin M. E. Smith, August 2012 

  ii 

Acknowledgments 

I acknowledge and thank my parents, wife and sons for their unwavering support 
and patience as I undertook this part of my journey. 

To my committee members, I thank you for willingly sharing your expertise and for 
your committed guidance as I moved through the process. 

To the School of Art, I have received warm support from all. Thank you. I have fond 
memories of the years I have spent with you. 

Please accept my most sincere appreciation. 

Ed 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Texas Tech University, Edwin M. E. Smith, August 2012 

  iii 

TABLE OF CONTENTS 

ACKNOWLEDGEMENTS ...................................................................................................... ii 

ABSTRACT ........................................................................................................................ v 

LIST OF FIGURES. .............................................................................................................. vii 

INTRODUCTION ................................................................................................................. 1 

 Research questions ................................................................................................... 5 

 Brief Overview of the Growth and Development of the Visual Arts in Bermuda ... 8 

 Relevant Literature ................................................................................................... 26 

 Research Methodology ............................................................................................ 35 

 Finding ..................................................................................................................... 42 

I. “THE BOYCOTT APPEALED TO BOTH OF US ARTISTS” .................................................. 46 

 Two Bermudas: “He Has the Price of Admission but Still Can’t Go Upstairs” ...... 52 

 ‘Storm in a Teacup’ .................................................................................................. 76 

  Interconnectedness ................................................................................................... 83 

II. DISENFRANCHISEMENT AND IRRESISTIBILITY: POLAR AND PARALLEL MOTIVATIONS 100 

 Sociological Testaments for Intellectual Evaluation ............................................... 106 

 Anonymity and Marginalization .............................................................................. 116 

  Pacification ............................................................................................................... 140 

 Freedom to Offend ................................................................................................... 153 

  Self-Censorship ........................................................................................................ 163 

III.  SALLY AND JOHNNY ................................................................................................... 167 

 Artificiality ............................................................................................................... 175 



Texas Tech University, Edwin M. E. Smith, August 2012 

  iv 

 The Audience ........................................................................................................... 187 

  Tensions ................................................................................................................... 198 

BIBLIOGRAPHY ................................................................................................................. 212 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Texas Tech University, Edwin M. E. Smith, August 2012 

  v 

Abstract 

“No one is painting how the people feel, how they’re reacting to things.” 
Robert Barritt 

 

"Race doesn't appear in the paintings, sex doesn't appear in the paintings,  
gender issues don't appear, and above all else what doesn't appear is money.  

There is no critique of anything." 
Gregory Volk 

 

An artist and an art critic1 made the preceding quotes regarding the visual art of Bermuda. 

Is their perspective correct? Can overt social commentary be found in the visual art of 

Bermuda? In this dissertation I will tease out through a broad range of social evidence the 

implicit meanings and intentions in selected works of art and will show that Bermuda’s 

visual art does indeed present a critique and a perspective of its social conditions. In fact, 

the limited instances of these works are also a part of that commentary.  

Amazingly, neither the social realities nor the accompanying discourse as revealed 

in the visual art has changed significantly over the past half-century. The visual art 

commentary points to the fact that postcolonial Bermuda is experiencing a struggle 

entrenched in its racial relations. Public discourse ranging from the changing economy to 
                                                        

1 Painter, Robert Barritt (2009), and art critic, Gregory Volk (2004).  

2 “Volk art attack”. Royal Gazette (Hamilton, Bermuda), May 28, 2004.  

3 Cis-Atlantic history "studies particular places as unique locations within an Atlantic 
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the sustainable development of the country’s limited physical resources predictably 

returns to racial relations. More specifically Bermuda’s visual art speaks to identity and 

marginalization, contributing to the wider discourse of visibility/invisibility that extends 

even beyond the island’s racial and cultural relationships to the consideration of Bermuda 

as a whole as it makes determinations in regards to full decolonization, relationships with 

Atlantic World neighbors and its positioning in an age of globalization.  
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Introduction 

“In most countries, you can follow their history through their art” 
Robert Barritt 

 

I remember the energy and tension that was present in Bermuda in the spring of 2004 

when a visiting art critic gave his brutally frank evaluation of the art that he had seen 

during his brief visit to the island. Speaking at the National Gallery where he was invited 

to be a guest lecturer prior to the opening of the Biennial, Gregory Volk, art critic with Art 

in America, said: 

The time for pleasant oil paintings of harbor scenes is so over in 
contemporary art. This is something that ended decades ago, for a good 
reason. This idea of placid seascapes with bobbing boats and niceness and 
prettiness reveals an incredible lack of courage and an art world addled by 
money, basically a culture of tourist boats and cruise boats and marketing to 
those people. That is not doing Bermudian culture any favors and not doing 
young artists any favors. Young artists really have to break with it if they 
want to be serious. 

Race doesn't appear in the paintings, sex doesn't appear in the paintings, 
gender issues don't appear, and above all else what doesn't appear is money. 
There is no critique of anything. (Bell, 2004) 

 The artworld was polarized with Volk supporters, regarded as the progressives, and 

with the offended status quo who for weeks filled the Letters to the Editor columns of the 

local papers with their reaction, typified by this comment: “CLEARLY we now have no 

further use for our National Gallery. An ongoing contemporary exhibition of the only 
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subjects earmarked as ‘real’ art by the gallery and its visiting critical hatchet man Gregory 

Volk ‘gender, race and sex’ can be found decorating the walls in any public lavatory”2 

(emphasis already there). 

Five years later, on July 28, 2009, I was present as the Bermuda National Gallery 

(BNG) officially accepted into its permanent collection three oil paintings by Robert 

Barritt, a Bermudian artist, businessman and politician, including one entitled “Theatre 

Boycott, Upstairs Right 1959”. This oil painting, then celebrating a milestone – its fiftieth 

year, during the year in which the island community celebrated its 400th year of settlement, 

is regarded as Bermuda’s first painting with overt social critique (figure 11). Its subject is 

an epochal event in the country’s history, the Bermuda Theatre Boycott (June 15 to 29, 

1959) and its depiction was untraditionally sensitive to a marginalized perspective 

(Hodgson, 1989). Certainly then, there are examples of visual art with critical 

commentary that Volk did not see. Ironically however, Barritt, on this occasion of the 

BNG acquisition of his work, made the same lament “no one is painting how the people 

feel, how they’re reacting to things.” 

                                                        
2 “Volk art attack”. Royal Gazette (Hamilton, Bermuda), May 28, 2004.  
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Volk and Barritt are high-profile voices from both outside and within Bermuda’s 

artworld raising the issue of an apparent lack of critique in the visual art of Bermuda. As a 

practicing artist and an art educator from this Atlantic microstate, I share their interest in 

what visual artists are or are not producing. Also, I am more interested in artworks that 

embody social critique. These reveal the artist’s attempts to both understand society and to 

engage in dialogue. The results are critical works that simultaneously challenge as well as 

reinforce cultural practices.  

Undoubtedly, the incidents of overt critique in Bermuda’s visual art are limited. In 

this dissertation, which can be considered a response to the premise highlighted by Volk 

and Barritt, I have chosen to focus more on the content of these works and their reception 

with the understanding that art is “a medium for conveying political ideas, concepts, 

beliefs, and other information about the culture in which it was produced.” (hooks, 1995). 

An examination of them reveals, beyond the fact that there are Bermudian visual artists 

who have and who are using their media to focus on non-traditional subject matter and 

realities from non-traditional perspectives, that contributions are made to the discourses of 

race, gender, education, censorship and to the contrasting perspectives of ‘paradise.’ 

Actually this critique is hard to ignore especially in the increasing cases of art that has 
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come out of the gallery and shares space with the general public. It integrates or alienates, 

as one must determine their positions on the issues raised.  

Importantly, this cis-Atlantic3 research into aspects of the culture of a location 

colonized by Europeans since the 17th century is a postcolonial study and as such is a 

focus on power relationships. This probing however is not only to answer the question as 

to whether or not overt social commentary can be found in the visual art of Bermuda but 

also to determine its accuracy and significance. That which is revealed in the instances of 

overt social critique is powerful enough to expose the imperfect reality that many artists 

have intentionally chosen not to address. These instances combined with the rest of 

Bermuda’s visual art that was produced in the half-century between 1959 and 2009, reveal 

an affluent but deeply divided society, a colony whose status quo was being contested and 

challenged as it struggled to come to terms with a legacy of white supremacy and black 

resistance to colonial rule. My perspective is that in Bermuda’s visual art one can find an 

accurate critique of its social conditions, “how the people feel” and its cumulative history. 

                                                        
3 Cis-Atlantic history "studies particular places as unique locations within an Atlantic 

world and seeks to define that uniqueness as the result of the interaction between local 

particularity and a wider web of connections (and comparisons)" Armitage, David, and Michael J. 

Braddick, eds. The British Atlantic World, 1500-1800. (Basingstoke and New York: Palgrave 

Macmillan, 2002), 21. 
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Even the fact that there are limited instances of visual art with overt social critique is a 

part of that critique. This speaks to identity and marginalization, contributing to the 

discourse of visibility/invisibility that extends beyond the island’s racial and cultural 

relationships to the consideration of Bermuda itself in an age of globalization. 

It must be also noted that whether an artist intends to either address or ignore 

social critique in their visual art, the work may still manage to powerfully reflect 

significant evidences of the community’s social conditions and tensions including the 

visibility and invisibility of its social groups. This will be seen in the selected works of 

this study. 

 

Research Questions 

My intention in this Introduction is to provide a foundation for this dissertation by 

revealing ongoing social issues of Bermuda along with the impact on the artist. This is so 

that as I turn my attention more specifically to the work of Bermuda’s visual artists, there 

can be a fuller appreciation of the information that I am trying to derive from them and 

their underlying meanings.  
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In an environment where I see a range of artistic interests there is a limited amount 

of apparent interest in social critique. In fact, fifty years after Barritt’s response to the 

theatre boycott, few artists working in Bermuda viewed their work as an opportunity to 

comment on or reveal their reactions or positions on social or political issues. Undeniably, 

during this time Bermuda, still an overseas territory of the UK has continued to experience 

significant social and political activity ranging from the celebration of individual and 

community achievements to the chaos of civil unrest. One of these achievements, and 

perhaps a symbolic indicator of positive change, is the fact that in 1999, forty years after 

the aforementioned boycott, its organizers revealed their identities no longer fearing 

certain personal suffering and loss under the former segregationist colonial governments. 

Although greater significance is often attached to works after some time has 

passed, do artists see the potential of their work to positively affect the community at the 

moment of creation? Lisa Howie, Director of the Bermuda National Gallery, has queried 

about the limited instances of overt social critique and has posed similar questions: 

Something that interests me, particularly as director, is how artists might 
impact our society. How might art especially that which is reactionary 
and laden with social commentary — how might this art function as a 
pivot to social healing and development?" she said. "Perhaps this is 
difficult to measure, this intersection between art and social change, but 
certainly one that I believe has potential. Moniz, 2009. 
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Further, I want to know, have artists intentionally avoided overt social critique for fear of 

possible ramifications? If it is true that periods of socio-political turmoil coincide with 

intensive cultural activity, as has been suggested in more recent years by a Bermuda 

Biennial juror4, who has addressed Bermuda’s anti-colonial struggles? Can we detect in 

these works the voice of the displaced, marginalized, exploited, and oppressed population 

(hooks, 1990)? 

In Bermuda’s racially divided community beyond 1959, the white community and 

in particular the aristocracy of white families who were descended from the first 

seventeenth century settlers that had continuously ruled Bermuda saw blacks that were 

politically minded as dangerous troublemakers (Swan 2009) and already had a history of 

either ignoring them5 or depicting them in ways that were consistent with the picturing of 

                                                        
4 This comment, made by the Director of the Jamaica National Gallery Veerle Poupeye, 

was based on realities as she perceives them in other Atlantic states that have a colonial past. 

Poupeye, Veerle. “What Times Are These? Visual Art and Social Crisis in Postcolonial Jamaica”. 

Small Axe June 2009: 164-184. 

 
5 “What do these stones mean to you?” Royal Gazette (Hamilton, Bermuda), October 8, 

2011. 
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imperial perspectives.6 Significantly, the artworld was seen as an elite, conservative7 white 

domain and is still widely seen as such despite much effort to change this image. For 

many people this was hardly the place for them to express themselves. 

Professors Greg Dimitriadis and Cameron McCarthy have proposed that post-

colonial art are products of “colonial histories of disruption, forced migration, false 

imprisonment, and pacification”. (Dimitriadis and Cameron McCarthy, 2000). What are 

the implications of this for Bermuda? Is Bermuda’s art post-colonial? Does it reveal a 

contestation or challenge to colonization and to western hegemonic models of 

representation?  

 

A Brief Overview of the Growth and Development of the Visual Arts in Bermuda 

                                                        
6 Through British Eyes: Images of Bermuda 1815-1860. exhibition catalog, (New York & 

Bermuda National Gallery: The Pierpont Morgan Library 1996), 8.  

 
7 The fact that Bermuda is a conservative society and slow to change is highlighted by the 

fact that it held its first ever Modern Art exhibition, ironically also in 1959, nearly a half century 

after the famous Armory Show, an International exhibition of Modern Art that was held in New 

York City, literally one of Bermuda’s closest neighbors. 
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In 2009, Bermuda celebrated four centuries of existence of continued settlement. 

However, from its settlement there is little evidence of the creation of fine art for other 

than practical purposes. Necessity made Bermudians a hardy people who largely pursued 

the basic essentials and whose art was seen first in utilitarian formats that were both 

innovative and thorough. These centered on the maritime industry, home furnishings and 

the home itself. As master craftsmen Bermudians built ships that were highly sought after 

in the western Atlantic for their speed and agility that suited both the legal and illegal 

trades and raids in the open Atlantic. Bermuda’s cedar furniture, with samples available 

from as early as 1640, is world-renowned for its strength and beauty that were direct 

results of the extremely complex and uncommon dovetailing features used.8  Most 

celebrated, however, as the country’s “only true Bermudian artform” is its unique 

architecture with its characteristic white limestone roofs and pastel walls9 (figure 1). 

                                                        
8 Made in Bermuda: Bermudian Silver, Furniture, Art & Design. exhibition catalog, 23 

September 2000 – 27 January, 2001, Bermuda National Gallery, Hamilton Bermuda. 

 
9 Ibid. 
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Figure 1. This photo of Bermudian architecture shows many characteristic features, a white 

limestone roof, stepped chimney, push-out shutters and pastel colored walls. There is even a 

buttery, the room on the far right that would have served as a pantry before homes were equipped 

with electricity. Kemp, Chloe. Bermuda Architecture, 2009.  

 

The earliest examples of paintings and illustrations known to have been created on 

the island are artworks created by visiting artists in the eighteenth century and later visual 

records of the island that were created by naval military officers trained initially as 

military draughtsmen but who also received training to raise the standard of their drawings 

from merely detached recordings to reflect refined accomplishment. “They were expected 

to create classically inspired and visually harmonious images that would evoke the noble 
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truth of subjects…”10 The resulting work, created before the use of photography became 

commonplace, is an invaluable historical record of the island community in its earlier 

years. Later, when Bermuda took advantage of its geographical location and mild weather 

and developed its tourism industry, among its visitors were major artists from both sides 

of the Atlantic. These included Isabel McLaughlin, Winslow Homer, Georgia O’Keeffe 

and Frank W. Wood. Artists found an ideal situation: fine weather, beautiful land, brilliant 

color, an appreciative and wealthy upper class and no local fine artists skilled in painting. 

The visiting artists’ paintings were of Bermudian landscapes, seascapes, and also residents 

involved in daily activities. Even the artists who were originally employed to produce 

topographical records found that working independently as portrait and landscape painters 

was more financially lucrative for them and also provided for them a route to increase 

their social status.  

The presence of the numerous visiting “master” artists on the island established a 

critical historical connection between artists from Bermuda and the international artworld. 

However, while this provided much benefit for the local artists who were able to meet and 

                                                        
10  Ibid. 
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learn directly from them, 11  an experience that many other mainland and island 

communities would have been highly envious of, local artists emulated the colonialist 

aesthetic of the visiting artists to the point that they were not only influenced by their 

styles and techniques, they continued to simulate those same works (Seppa, 2010). There 

was a steady output of landscapes and imagery following this very picturesque aesthetic. 

Bermudian artists, still mainly of European decent, followed the western artistic 

hegemony with little evidence of any new imagination, or attempts towards challenging 

this representation, or even the further exploration into modernistic and avant-garde 

directions. 

                                                        
11 On the island there remains a long-held notion that artists, especially “master” artists, 

come from somewhere else. 
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Figure 2. Winslow Homer (American, 1836-1910) Inland Water, 1901 watercolor 21”x13 ¾” 

Collection of the Bermuda Masterworks Foundation. Devonshire, Bermuda. 

 

 

Figure 3. Ethel Tucker (Bermudian, 1874-1962) Bermuda, 1946, watercolor, 5" x 7.75". Owned by 

the Treadway Gallery, Cincinnati, Ohio. 
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A corner of the world painted Pink12 

One of Bermuda’s most endearing selling points is the color pink. The sand found 

on its beaches is actually pink13 and its contrast with the colors and imagery of harsher 

climates and metropolitan areas was used from the early development of the tourist 

industry in the 1920s as a major contributor to the concept of paradise. Exploiting this 

single element, Bermuda made pink the traditional color for literally everything from 

authentic business attire featuring pink Bermudian knee-length shorts (figure 5), and the 

color of residences (figure 3), to the Department of Tourism’s promotional campaigns. 

(figures 4 & 6) Within this environment, Bermudian visual artists turned their attention to 

the production of arts as a commercial venture targeting the island’s visitors. The Tucker 

sisters, Ethel and Catherine, were amongst the most successful at this, and from the 20s 

through the 50s famously created small paintings and postcard prints faithfully following 

the western hegemony of the exotic other, featuring tranquil scenes of a Bermudian 

paradise for visitors to take home with them as a keepsake (figure 3). These images often 

                                                        
12 This phrase was coined by long-time Bermudian resident and business writer Roger 

Crombie. “Lighting a Fire.” Risk & Insurance. (2008).  

 

13 Bermuda’s beach sand is created by the fine remains of pulverized dark red and lighter 

‘coral’ colored shells and coral skeletons. 
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included pink oleander flowers, pink cottages or pink beaches, amazingly using a color as 

a visual motif that would come to dominate Bermuda’s art. Referred to by contemporary 

artists as the “pink cottage syndrome” this new twist to the hegemony was so pervasive 

that even into the 21st century, there are many artists who continue in this tradition and in 

Bermudian homes and businesses it remains commonplace to find paintings of Bermudian 

scenery, although one could easily look out of the window and see the same thing 

(Gorham, 2011). 

Responding to this phenomenon, in 2009 Robert Barrett said, “In most countries, 

you can follow their history through their art, but not in Bermuda. I have always been 

critical that what we see, more than anything, is a lot of pink cottages and beaches...”14 

Even members of the business world have suggested that local artists need to move on. 

Roger Crombie, a respected analyst on Bermudian financial matters has indicated in his 

tongue-in-cheek manner that the “pink cottage” paintings have served their purpose and 

that perhaps now with the decline of the tourism industry and the increased exposure to 

the international scene due to the new international business environment present on the 

island, the artwork should feature ‘green cottages’. “In short, on our walls and in our 

                                                        
14 Tribute to Robert V. Barritt. exhibition training material. (Bermuda National Gallery: 

Hamilton, Bermuda 2005), 11. 



Texas Tech University, Edwin M. E. Smith, August 2012 

  16 

hearts the pink cottage has had its day. Given the preponderance of financial activities on 

the island, its successor it seems to me, is likely to be the Green Cottage” (Crombie, 2011). 

 

Top left. Figure 4. Vintage Bermuda travel poster (circa. 1936)  

Top right. Figure 5. Pink Bermuda Shorts with dark knee-length socks. With a blazer and tie this is 

traditional official business dress in Bermuda. Monica Williams, Pink Shorts, 2011. 
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Bottom. Figure 6. June 2011 website page of Bermuda Department of Tourism. 

Both Figures 4 and 6 are promotional materials that utilize imagery of a smiling young couple 

representing tourists in an accessible pink paradise.  

 

Progressive developments 

Bermuda’s “island aesthetic”15 with its conservative perspective of what art should look 

like and how the island should be portrayed remains alive and well. But while the pressure 

to represent the island as a place where all is pretty, safe and well remains, there is an 

emerging stream of more progressive work. This second stream is being fed by Bermudian 

artists who are based outside of the country and who in some cases are returning home 

from living and working abroad, continued communication with international artists 

whether on island or through social media and also by the efforts of local art institutions. 

The Bermuda Society of Arts refers to itself as the ‘People’s Gallery’ and has done much 

to encourage emerging artists. This gallery has created smaller exhibiting spaces, 

amalgamated their openings and allowed the space to be used as a venue for other arts 

each of which has attracted more artists and viewers into their doors.  

                                                        
15 Biennial 2010, exhibition catalog, 18 June to 26 November 2010, Bermuda National 

Gallery, Bermuda. 
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The Masterworks Foundation began in 1987 and from its inception has celebrated 

and promoted the ‘island aesthetic’. This was done initially by creating the Bermudiana 

Collection an endeavor devoted to collecting works of art created by the visiting master 

artists that were inspired by the beauty of the Bermuda Islands. These works, unabashedly 

regarded by some as representing the Golden Age of art in Bermuda, are also thought of as 

being ‘repatriated’. In 2008 Masterworks opened a major new gallery, Bermuda’s first 

purpose built museum. Their Charmin Prize, also launched in 2008, annually provides 

cash incentives for Bermudian artists with the continued objective of exhibiting artwork 

inspired by Bermuda. 

The Bermuda National Gallery, whose mission is to ‘promote, benefit and advance 

the visual arts in Bermuda’ has contributed much to the progressive development of the 

visual artists since it’s opening in 1992. As host of the Bermuda Biennials, they have 

overseen “ever increasing professionalism of our Bermuda artists and the ever-increasing 

standard of work submitted” 16 as well as an increasing amount of intentional commentary. 

The National Gallery promotes what they refer to as Internationalism. They want local 

                                                        
16Biennial 2000, exhibition catalog, 18 March ‐ 19 August 2000, Bermuda National 

Gallery, Bermuda. 
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artists to be internationally competitive and to have greater exposure and appreciation 

beyond Bermuda’s shores and believe that this can be accomplished when artists take bold 

steps moving away from the ‘technically legitimate’ but all-too-comfortable and safe 

“island aesthetic”.17  

Government Support 

The present government is aware of the effectiveness and challenges of using visual art as 

a force for societal change in Bermuda and it has demonstrated leadership in providing 

funding and sponsoring art for this purpose. It provides financial assistance through the 

Bermuda Arts Council and also through the Department of Community and Cultural 

Affairs. Among the visual artworks it has supported are two bronze sculptures that were 

erected as public art memorials in 2005 and 2009. The first of these two is Figurehead, 

(figure 7) a memorial to those members of the community who were lost at sea. The work 

of sculptor Bill Ming, this towering sculpture features a boat hull pointing towards the sky. 

The memorial was considered overdue, but the ethnically diverse families of the island 

with their long maritime history, including those who have lost loved ones at sea for the 

                                                        
17 Howie and the BNG are promoting what she refers to as Internationalism. Biennial 

2010, exhibition catalog, 18 June to 26 November 2010, Bermuda National Gallery. 
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past four centuries, have embraced it. The second is Carlos Dowling’s Sally Bassett. 

(Figure 33) Also a towering sculpture, this work is a memorial to a slave who was burned 

at the stake in 1730. It is a reminder of the country’s past and is the only dedicated 

monument to a Bermudian slave and ancestor of the larger black community. As such, this 

sculpture has had a very mixed reaction. While Ming’s Figurehead, remains 

noncontroversial and has been warmly received, Dowling’s Sally Bassett was met with 

polarized receptions that brought the racial tensions of the community to the surface. This 

will be covered more in Chapter Three. 
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Figure 7. Bill Ming, Figurehead, November 2005, St. David’s, Bermuda. Photograph 
courtesy of billming.com 

 

Contemporary Focus  

Founding member of the National Gallery, Dr. Charles Zuill, said that most 

artists are afraid to deal with issues and mostly tiptoe around them (Zuill, 2008). 

Complicating matters may be the fact that there may be a disconnection between 

the issues spoken to by many of the island’s visual artists and those addressed by 

the wider community. For example, in response to the strong commentary by Volk 

that I previously referred to, former National Gallery Director Marlee Robinson felt 

the need to defend the Biennial artists. "Did Mr. Volk see the same artwork I did?" 

Continuing, she said:  

He looks for work that challenges and asks difficult questions or makes 
comments on our society. Did he miss the mentally and physically painful 
wire corset by feminist Katherine Harriott? Rebecca Payne's fearful 
figure? Will Collieson's ironic modern commentary Hunter Gatherer? 
Betsy Mulderig's ancient hieroglyph-like image of a modern CEO's travels 
banded by ticker tape hiding Bermudian words? Death recalling life in 
Louisa Flannery's emotive Chick of the Village? Graham Foster's Afro-
centric sculptures?  (Bell, 2004) 
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Robinson’s defense of the artist’s work in the Biennial actually supported Volk’s 

criticism. The Biennial artists were not addressing the range of difficult subject material 

that many of Bermuda’s people faced. They did not address issues that reflected “all their 

aspirations and longings, politics and eroticism, vitality and fragility. What I especially did 

not see very often is black people, and in a nation that is 63% black.” There are however, 

artists whose work appears to have critique addressing these issues of national 

significance.  For example, Glenn Wilks’ installation Man Builds Cage, Man locks 

Himself inside, Man Throws Away Key (Figure 8) is a response to the incessant pressure 

that the corporate world of the early 21st century has placed on Bermudian society at large. 

John Gardner’s ‘The Rape and Murder of Rebecca Middleton’ (Figure 9) is a passionate 

outpouring based on “one event that wouldn't go away" and is a commentary on the 

islands faulty justice system and the tension in racial relationships.  
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Figure 8. Glen Wilks, Man Builds Cage, Man locks Himself inside, Man Throws Away Key, 

installation. 6.3’x6.3’x6.3’. 2005. Image courtesy of Glen Wilks. 
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Figure 9. John Gardner. The Rape and Murder of Rebecca Middleton. watercolor. 132”x48”. 2008. 
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Figure 10. Sharon Wilson. Secrets, pastel. 2005. 

 

Internationally known illustrator Sharon Wilson decided early in her career to 

address a deeply felt concern, the non-existence, misrepresentation and one-sided 

depiction of blacks in art. She began in the 1980s by creating works featuring young black 

girls, Her focus eventually moved beyond girls (Figure 10) to black life, incorporating 

more family members washing hair, doing laundry, singing around the piano or reading to 

each other. Her work is a social statement on the ordinariness of black life, readily 

recognized and enjoyed cross-racially both on the island and internationally. In 2008, 

influenced by the escalating levels of crime being perpetrated by young black males, 

Wilson stated that she is even more determined to use her work to address issues that 

continue to confront the island. While artists do not need to state their intentions or to 
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verbally defend their work in public, she is the only established artist on the island to 

publicly state that critique is an intention in her work. 

Amazingly, neither the social realities nor the accompanying discourse as revealed 

in the visual art has changed significantly over the past half-century. The visual art 

critique points to the fact that postcolonial Bermuda is experiencing a struggle entrenched 

in its racial relations. Public discourse ranging from the changing economy to the 

sustainable development of the country’s limited physical resources predictably returns to 

racial relations. More specifically the critique in Bermuda’s visual art speaks to identity 

and marginalization, contributing to the wider discourse of visibility/invisibility that 

extends even beyond the island’s racial and cultural relationships to the consideration of 

Bermuda as a whole as it makes determinations in regards to full decolonization, 

relationships with Atlantic World neighbors and its positioning in an age of globalization. 

 

Relevant Literature  

This research required examining a wide range of relevant literature, published over the 

last 50 years. I mention here some of those that I have referenced. 

New scholarship  
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New scholarship indicates an increasing interest in and reassessment of Bermuda’s social 

history. One of the more exciting of these works is In the Eye of All Trade: Bermuda, 

Bermudians by Michael Jarvis (2010) that provides clarification of the fact that Bermuda’s 

experience is an extremely valuable chapter in Atlantic World History. Situated 

approximately 700 miles east of the American Carolinas and over 900 miles north of the 

most northerly Caribbean neighbors, this tiny island colony is remote and confusion has 

existed as to whether it should be considered American or Caribbean. Bermuda is a part of 

the Americas and its history of settlement and colonization by the British has often been 

overlooked. 

Another newly released book that I have referenced is Black Power in Bermuda 

and the Struggle for Decolonization (2009) by Bermudian professor Quito Swan. This 

scholarly work, positioned by the author as presenting the wider picture of building 

relationships with and spreading awareness about contemporary African descended 

communities across the diaspora, actually provides an insight for Bermudians into 

relatively recent Bermudian affairs. These have only been verbally shared but not 

dialogued or even put into its postcolonial context by any other source. It is the only text 
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that views Bermuda’s Black paramilitary activities of the 60s as necessary and progressive 

actions in the drive for decolonization. 

Among the new theories that are presented is one that states that contrasting 

perspectives of life in paradise, also referred to as ‘an island wonderland’,18 were on the 

island from as early as within the first few days of human settlement. Marcus Redeker and 

Peter Linebaugh’s in the chapter ‘The Wreck of the Sea Venture’ included in their book 

The Many-Headed Hydra: Sailors, Slaves, Commoners, and the Hidden History of the 

Revolutionary Atlantic show a clash in incompatible perspectives and alternate ways of 

life which according to Redeker and Linebaugh epitomize the challenges and struggles not 

only in Bermuda but throughout the early expanding Atlantic World and on to recent 

times. The imperialistic drive of capitalism to override alternative perspectives and the 

resulting resistance to its inevitable exploitation is full of drama. Bermudians as have 

others, had to learn quickly to coexist and to “get along for profit and survival”, and have 

managed to do so for centuries. 

Biographies  

                                                        
18 This was the title of Betsy Mulderig’s work featured in the 2006 Bermuda Biennial. 
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There were a number of biographies written and published in the past two decades of 

Bermudian leaders that are great resources for any study of life in the Bermuda. Several of 

those I read were written by J. Randolf Williams: Lois: Grande Dame of Politics, Man of 

Stature: Sir Henry James Tucker, and Peaceful Warrior: Sir Edward Trenton Richards. 

Other biographies include Sir John Plowman by his son Piers Plowman and Me One, an 

autobiography of Paullo Karamakafego (formerly known as Roosevelt Brown). 

Older scholarship  

Freedom Fighters: From Monk to Mazumbo, by Ira Philip tracks the lives and 

struggles of two community leaders, Dr. E. F. Gordon and Reverend Charles Monk and 

their struggles with the oligarchical government. Incidentally these men were both non-

Bermudians- Trinidadian and American respectively. Philip also refers to three specific 

legislative acts that were passed that directly impacted on resident relations: Bermuda 

Constitution Act 1968, the Race Relations Act 1968 and the Immigration and Protection 

Act 1956.  

In her book Second Class Citizens: First Class Men, Eva Hodgson reveals the 

struggles within the community especially with the oligarchic government of the day. 

Unlike Philip however, Hodgson takes a broader look, looking at a number of community 
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leaders (both locally and foreign born) and community issues, establishing a context for 

decisions and results that occurred between 1959 and 2009.  

Some earlier texts used to pass on Bermuda’s history have done a disservice to its 

population. One of the worst of these is by Terry Tucker. In her book Bermuda’s Story, 

first printed in 1959, Tucker is extremely selective with her information mostly ignoring 

the involvement and contributions of the larger black population. It is seldom mentioned 

and when she first introduces blacks she defends their enslavement saying that most races 

were at some point “enslaved by another” and that slavery was to be thought of as not 

“belonging to one time or place, but rather as a stage in a nation’s history (Tucker, 1959).” 

This imperialist perspective was consistent with what has been referred to as "Bermuda’s 

own system of Apartheid”19 and has denied both black and white Bermudians of learning 

of their shared history. 

Cyril Packwood’s Chained on the Rock, was the first scholarly undertaking to 

establish a history and an account of the lives and experiences of Bermuda’s black 

families. It remains the primary source for this information. 

                                                        
19 “Premier: 'We can form one people out of two Bermudas’”. Royal Gazette (Hamilton, 

Bermuda), September 27, 2010. 
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Government Reports  

The government commissioned reports, in particular, have been of tremendous value to 

this research as they were produced immediately after incidents of major social unrest. 

The reports I read included the Wooding Report (1969), Clark Report (1978), Pitt Report 

(1978). These provided information from the earlier part of my timeframe in focus. 

Reports from the later half of my timeframe included Bermuda and the next Millennium 

(1997). Since one of the intentions of these reports was to ascertain Bermuda’s social 

environment and to identify factors that contributed to periods of unrest, these have 

provided an official portrayal of the environment that the artist found him/herself in.  

I have also looked at various manifestos that have been presented as the platforms 

for the various political parties that have sought election to political power in Bermuda. 

These provide an insight to the thinking of the time in regards to what were considered to 

be urgent social issues that needed priority treatment by the government and also the steps 

they would take to resolve these issues. This hindsight allows one to see if these were 

similarly identified across the parties and if they were eventually addressed. 

Literature, music and the performing arts 
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I agree with the position stated by authors such as McCarthy and Dimitriadis that “the 

very separation between literature and other art forms is an illusory one, challenged by the 

histories of dialogue that have gone on between these artists, their ideas and their work.”20 

(McCarthy and Dimitriadis, 236).The island’s literary and performing artists have 

addressed the country’s social and political issues in various ways and a review of their 

works has been helpful with this research. Bermudian novelist Brian Burland has focused 

directly on Bermudian society and relationships. In two of his novels The Sailor and the 

Fox (1973) and The Flight of the Cavalier (1980) he openly reveals Bermuda’s racial 

struggles.  Other Bermudian novelists who have focused on the tensions in Bermuda’s 

society include Angela Barry who wrote Endangered Species. Unfortunately, although 

these novelists have been ahead of their visual artist counterpart they have not been 

celebrated and widely embraced by the community.  

Jamaica Kincaid’s A Small Place is a compact novel that focuses on the 

relationships and interconnections between black and white residents and tourists in a 

small British colony. It is a memoir by a native Antiguan of her homeland, but although 

                                                        
20  
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not written about Bermuda or by a Bermudian her account in many ways parallels the 

Bermuda experience. 

A review of work by Bermudian musicians has also contributed to this research. I 

have referred to several of these. According to musician Ron Lightbourne, “Bermuda’s 

entertainers have rarely been concerned solely with entertaining. They also engage wider 

social issues in their music (Lightbourne, 2003)”. There have been many songs written 

and sung by Bermudian musicians, many of which are equivalent to the pink cottage 

paintings and images of paradise created for tourist consumption. These works have been 

crowd-pleasers and have made money for their performers. At times coding has been used 

to provide double meanings but often works with overt critique have used non-mainstream 

genres and were received by smaller audiences. Unfortunately at times the lyrics were not 

recorded and many have been forgotten.  

Beyond literature and music, I have also gathered data from film and performing 

arts sources. These include Errol Williams’s film When Voices Rise (2003) and Ruth 

Thomas and Company’s Mosaics (2011), When Voices Rise, is an important documentary 

based on Bermudian civil rights struggles and told by many of those who were directly 

involved in bringing about desegregation. Mosaics is a unique theatrical performance 
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much like "fireside chats and conversations"21 usually involving four people and much 

audience participation. The chat reflects both seriously and humorously on the island’s 

history of social change. Over the past 25 years, 73 different ‘Mosaics’ have been created 

and performed (some repeatedly) and in 2011, in collaboration with the Bermuda 

Government’s Department of Community and Cultural Affairs, a book with nine of the 

‘Mosaics’ was published. 

Newspapers and periodicals  

My data collection relied heavily on Bermudian newspapers, magazine and smaller 

publications. This included The Royal Gazette (daily newspaper), The Bermuda Sun 

(biweekly newspaper) The Recorder (now defunct weekly), The Bermudian (monthly 

magazine), and RG Magazine (monthly magazine). Some of these media and their 

operations are still regarded with suspicion by a significant portion of the community as 

they have been owned and managed by Bermuda’s oligarchy. A former Premier of 

Bermuda’s Government, seen as the Black Government and who has been in power since 

1998, has described the Royal Gazette newspaper as being a part of the ‘combined 

political opposition’. The newspaper has emphatically denied this label. However, while 

                                                        
21 This description was given to the work by the Bermudian magazine. 
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the paper serves as an invaluable historical resource, its own history as a publication that 

would carry the views of the colonial administration cannot be denied. In fact throughout 

the British colonies, in addition to other newspapers, there were over 40 Gazettes and 

approximately 8 of these were Royal Gazettes and these same charges of biases of the 

paper to western and colonial perspectives have been made (Martin, 1839). With this in 

mind, I studied and corroborated the information gathered from these sources in 

conjunction with that from other sources. 

 

Research Methodology  

My research methodology was qualitative and ethnographic in nature based mainly on 

collecting data through first person interviews, an analysis of selected artwork, and 

secondary sources. My intention was to obtain wide-ranging, data to satisfy my research 

questions. Some findings led my research in other directions such as uncovering additional 

relevant publications and potential interviewees. This is a bottom-up approach and I 

considered the details as significant contributions to my eventual analysis and 

interpretations.  
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Interestingly, I could be considered a participant observer in this research. I see 

myself in it. I am a participating member of the Bermudian artworld and have interacted 

with some of the individuals in my study; the geographical area is my homeland and the 

timeframe to be covered almost matches my age.  

First Person Interviews 

This research was inconceivable without first-person interviews. Fortunately for me, 

because of the window of time under consideration, most of the artists, their acquaintances, 

artworld administrators, and critics are still alive and available to communicate with. Of 

the six primary works that form the basis for this research, four of the artists are alive and 

two of these were available on island. By meeting them in their homes, or by telephone or 

by email, I had the privilege of communicating with Robert Barritt (now 86 years old), 

Peter Woolcock (also in his 80s), Carlos Dowling, Desmond Fountain and with Charles 

Tucker’s widow Theresa Tucker (also in her late 80s). The illustrators for the National 

Youth Alliance, a group that is now defunct, remain anonymous but I did manage to speak 

with a member of the group22 as well as with other young adults who remembered the 

                                                        
22 I am completely satisfied that this individual was a bona fide member of the 

organization because of the depth of information, and the numerous evidences and collaborations I 

have received. 
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tensions that existed when the police were trying to find information about its leaders and 

to put a stop to the Alliance. 

Every individual approached to be interviewed graciously agreed and in some 

cases indicated genuine surprise that there was interest in their perspective. The 

conversations repeated and confirmed what I had gathered from secondary sources but 

often there were unexpected and enlightening moments. One of these occurred when I 

interviewed Peter Woolcock, an elderly white man renowned in Bermuda and the UK for 

his children’s illustrations and political cartooning. When our conversations turned to the 

topic of marginalization, along with other things that he said were the words, “I am 

nothing.” This totally unexpected and self-deprecating declaration from this man whose 

work is in such demand that he continues to work full time and is continuously declining 

new commissions, totally emphasized for me the point that despite his apparent success, 

he personally lived through years of marginalization and that discrimination is no 

respecter of race or persons or even famous artists. 

Artwork analysis 

Important to this research, is the fact that Art can be used as data (Weber, 2008). With the 

understanding that the visual will surpass the limitations of text, I have analyzed works 
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regarding them as expressed opinion and a reliable source of period-created critique. My 

analysis and interpretation of the artwork was supplemented with the statement and 

intention of the artist, viewing the work in context with the artist’s and peer portfolios, and 

finding the societal meanings and associations in the iconography and overall composition.  

The Use of Pairs 

I have found that in discussions of works of art from this half century there are works that 

have been spoken of together. Sometimes these pairings naturally occur such as with 

Barritt’s ‘Theatre Boycott 1959’ and Tucker’s ‘Storm in a Teacup’ as the two artists had 

an established personal relationship and these paintings were created at the same time and 

based on the same subject matter. However, comparisons and contrasting references have 

also been made of other works for a variety of reasons resulting in intriguing connections 

and controversial pairings.  

Pairing may occur more often than one might first imagine. Much has been written 

about the modernists Picasso and Matisse who have been compared and contrasted 

because of their rivalry and friendship (Flam, 2003). Bettye Saar and Kara Walker are 

now often considered together as they are both African American females who share an 

interest in black imagery but who differ strongly in their appropriation of such black 
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imagery. And recently I was intrigued to hear a presentation on two very different young 

South African artists Andrew Putter and Garth Erasmus whose work has focused on the 

indigenous Khoi‐Khoi people and culture but coming from their very different 

perspectives. 

In this research, although I make references to numerous artworks, I have chosen 

to focus more on selected pairings. Because both Barrett and Tucker’s paintings are 

regarded as the first artworks to have overt social commentary and are commemorative 

markers of a watershed event of 1959, occurring during the year of Bermuda’s 350th 

anniversary, I have chosen to look at both works together and to use them as the opening 

pair of works for my study. I cannot take credit for linking them but I do find it 

particularly significant that they were friends and collaborators who were respectively 

white and black, and as such, represented both sides of the divide they addressed. The 

union of their friendship and work in an era of legalized segregation serves well to expose 

the racist system and its artificiality (Swan, 2009).  I then looked for an appropriate time 

to use as a conclusion. As it was presently 2009 and Bermuda was celebrating its 400th 

anniversary, and the Bermuda National Gallery had just acquired Barritt’s Boycott 

painting, this decision was immediately easy and seemingly already designated for me. 
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Barritt and Tucker’s paintings and Bermuda itself were exactly 50 years older, providing 

for me a tidy timeframe and a significant one for a look at growth and change. 

Finding a pairing of artworks to represent closer to the end of this 50-year window 

also seemed ready-made for me. Carlos Dowling had his commissioned bronze sculpture 

“Sally Bassett” installed on the grounds of the Government Cabinet Office in 2009. This 

towering controversial sculpture features a defiant young woman moments before being 

burned at the stake and is based on a locally well-known and referenced historical event23. 

Interestingly, I found that some objectors mentioned a preference for another bronze 

sculpture located approximately half a mile away entitled the ‘Spirit of Bermuda’ by 

Desmond Fountain. This sculpture features the smiling and waving senior citizen Johnny 

Barnes, Bermuda’s internationally famous city greeter. This became my pairing to 

consider. Brought together for me by objectors, these bronzes both feature black 

Bermudians in very different ways and reflect very different perspectives.  

The search for works to represent the middle of my timeframe provided more of a 

challenge. In 2009, contributing to a particularly busy year in Bermuda, Professor Quito 

                                                        
23 Sarah Bassett (more popularly known as Sally Bassett) was burned at the stake on June 

21, 1730. According to local folklore it was an extremely hot day. Since then, older Bermudians 

still refer to a very hot day as a “Sally Bassett day”. 
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Swan published his book, Black Power in Bermuda: The Struggle for Decolonization and 

briefly referenced the National Youth Alliance and included one of their cartoon 

illustrations ‘Tea and Crackers’. According to him, “This depiction of a colonial tea party 

was an intelligent and informed analysis of Bermuda’s colonial structure (Swan, 2009).” 

With this prompting I remembered the National Youth Alliance and their crude anti-

colonial newsletters that brought about excessive police attention and attempted charges of 

treason. This reception reminded me of the contrasting reception received by Peter 

Woolcock. Most Bermudians today are unfamiliar with the National Youth Alliance, their 

newsletters and their cartoons24 but almost all are familiar with and enjoy the political 

cartoons of Woolcock. His satirical views on current events have appeared regularly in the 

Royal Gazette25 for the past 21 years, making him a household name and a part of 

Bermuda’s culture. Certainly this was not a ready-made pair but an appropriate one to use 

to represent the middle of this 50-year timeframe as the pair exposes continued 

marginalization and frustration in the midst of a community that had positioned itself as 

                                                        
24 Several artists created the cartoons in the Nationalist newsletter, each of them signing 

their work using aliases. For this dissertation, as I see them speaking as a single entity with one 

voice, I regard the Alliance as creator of the cartoons and I give the acknowledgement to them.  

 
25 The Royal Gazette is Bermuda’s daily newspaper. 
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paradise and was enjoying economic prosperity. The National Youth Alliance and 

Woolcock have not otherwise been linked in any discourse to my knowledge. In fact, 

Woolcock himself was not even aware of the Alliance and their work until I informed him.  

From each of the three selected pairings I have selected specific issues they raise 

and use them as the basis for the following three chapters. In Chapter One I address racial 

relations and the concept of ‘Two Bermudas’, along with interconnectedness. I also look 

at the influence of education and international exposure and what I consider to be re-

appropriation. In the political cartoons of Chapter Two I focus on pacification, anonymity 

and marginalization and offensiveness. Finally, in Chapter Three I analyze the issues of 

contrasting perspectives leading to continued tension in Bermuda’s race relations, the 

façade or artificiality of paradise and the comparison of Bermuda with regional neighbors. 

 

Findings 

Divisions 

Racial divisions persist and remain for Bermuda a default lens through which many 

important issues are viewed. Politics, education and employment still show racial 
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polarization although Bermuda has been economically successful.26 Also, the division in 

Bermuda’s artworld between the older representational artists and the typically younger 

“progressive” artists has not diminished. In fact the polarization may be greater than ever. 

A Model of Interpretation 

While it was not my intention to follow any model of interpretation, it can be argued that 

the three pairings in their chronological presentation provide support for the three-phase 

model interpreted by professor Richard L. W. Clarke but originally proposed by Frantz 

Fanon in regards to a trajectory of work by artists in the post-colonial development of a 

national culture (Fanon, 2004). Certainly Bermudian artists assimilated into ‘colonial 

aesthetics’- they followed and mastered the approved direction of colonial hegemony. For 

Fanon, this is phase one, and the work consistent to this aesthetic is responsible for the 

criticisms of Volk and Barritt. The second phase is a transition towards a new interest in 

non-European roots and values and a seeking of equality. This is accurately represented by 

the illustrations of the National Youth Alliance as the work of its illustrators. And finally, 

work such as Dowling’s Sally Bassett can be used to represent the third phase. One 

                                                        
26  Bermuda is ranked fifth in first world countries in terms of gross national income. IMF- 

International Monetary Fund, World Economic Outlook Database, April 2005. 
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question that this sculpture raises is which was more cruel and horrible, the alleged actions 

of Bassett or the horrors of a life of enslavement. Also, Dowling returns the gaze by 

getting all to contemplate the subject, just as the government of 1730 did when it used the 

burning at the stake as a public spectacle to deter further acts of defiance and 

insubordination. According to Fanon, the postcolonial artist becomes one who wants to 

“shake the people”. He wants to “awaken them” and is working towards a revolutionary 

and national literature.27 

There are Regrets 

One finding that I did not anticipate, but noticed was reoccurring as I reviewed the 

responses I received from my interviews, was a startling admission. As they contemplated 

their personal experiences, my interviewees were expressing regrets, without my 

prompting, about the limited instances of overt social critique in their work and in the 

country at large. For example, Barritt who had earlier said to the press “At my age, after 

so many years, I feel disappointed that we haven't made further headway in becoming 

united as a people”28 said to me, referring to the few instances of overt commentary found 

                                                        
27 Ibid. 

 
28 “Theatre Boycott Upstairs Right, 1959,” Royal Gazette, (Hamilton, Bermuda), 

March 10, 2009. 
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in Bermuda’s visual art “I feel responsible for not painting more to make it happen.”29 

Retired Art Educator Shirley Pearman said that she has asked herself- “Why didn’t I do 

anything more socially conscious?” Dawn Simons Thornhill said of her mother former art 

educator Olga Simons in regards to speaking out of issues through her art said– “She was 

too modest, why didn’t she do more?” 

Woolcock did not express any regrets. Rather, he expressed an appreciation for life 

and his accomplishments and for the fact that he is still actively working at his age. This 

may be due to the fact that he sees himself as an observer rather than a commentator or 

that he refers to his works as intentionally ‘milk and water’. Dowling, in contrast, may be 

regarded as the one who should have expressed regrets. After the relentless controversy 

surrounding his work and where it should be located and amidst the exposure of the 

island’s still existing raw racial attitudes, he saw his commission requests reversed and his 

slow but steady studio workload dwindled to nothing. Not able to get sustainable work in 

his own homeland he is looking for work overseas.  

 

 
                                                        

29 Robert Barritt, in personal interview with author. January 26, 2012. 



Texas Tech University, Edwin M. E. Smith, August 2012 

  46 

Chapter One 

“The boycott appealed to both of us as artists” 

 “The seating in the movie theatres was only a symbol of all that seemed wrong to them…” 
Barbara Hunter 

 “a story of the yoking of opposites”                                                                            

Anita Seppä 

 

Introduction 

Two young males, homegrown30 but institutionally-trained visual artists, a rarity in their 

colonial homeland in the 1950s,31 both decided to respond with their art to an 

unprecedented occurrence in the history of their country. Fifty years later, those resulting 

works were celebrated as the first instances of overt social commentary to be found in the 

visual art of their homeland, and became commemorative markers of that historical event. 

My focus in this chapter is on this pairing of artists, Robert Barritt and Charles Lloyd 

                                                        
30 This is not an insignificant fact to consider as their home is an island and residents had 

to leave when pursuing education beyond the high school level. This also contributed to a widely 

held belief that experts and expertise comes from other places. 

 
31 There were very few other Bermudian male visual artists whether trained or not. One of 

the others of note was The Hon. Hereward T. Watlington who is more readily known for his 

collection of European art that was bequeathed to Bermuda and forms the core of the Bermuda 

National Gallery that opened in 1992.  
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Tucker, and specific issues that are raised in and through an analysis of their respective 

paintings, Theatre Boycott, Upstairs Right, 1959 and Storm in a Teacup.  

 Briefly described, Theatre Boycott, Upstairs Right, 1959 (Figure 11) is a semi-

abstract painting of a group of placard-bearing people surrounding two black men who are 

discussing the money that one of them is holding in an outstretched hand. Barritt insists 

that he was “really trying to depict the crowd being orderly and generally what was going 

on (Hind, 2009)”. Tucker’s Storm in a Teacup (Figure 12), is a more abstract painting 

featuring large supple humanoid figures that are flexing and cavorting and apparently 

rising like steam from a teacup that is located near the bottom of the painting. Barritt’s 

placard messages and Tucker’s teacup, along with the titles of their paintings, are cues that 

ensure that these works are associated with the Theatre Boycott that occurred in Bermuda 

between June 15 - July 2, 1959 and to the expressions of frustration and protest towards 

the legalized racial segregation structure that was in place. Undoubtedly the combined 

imagery is quite unlike the usual and abundant depictions of the time depicting a 

Bermudian paradise, such as those created by Adolf Treidler (figure 13). 
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Figure 11. Robert Barritt. Theatre Boycott, Upstairs Right, 1959, 1959. 



Texas Tech University, Edwin M. E. Smith, August 2012 

  49 

 

Figure 12. Charles Lloyd Tucker, Storm in a Teacup (detail), 1959. 
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Figure 13. Adolph Triedler, Bermuda. c1933. One of many of Triedler’s illustrations created for 

the Bermuda Department of Tourism showing tourists in paradise.  

 Barritt and Tucker’s paintings provide a commentary by witnesses living at the 

beginning of the half-century leading up to the 400th anniversary of man’s settlement on 

the islands, arguably the years of the country’s most intense social change. There are 

illustrations created by Thomas Driver and others from as early as the 1820s, although 

mainly visitors to the country, who have at times focused on the human conditions and 

interaction between the members of Bermuda’s population at least as they perceived it, 

that can be considered as critical commentary. There are other instances were critical 

commentary can be derived from a work although it may not have been the artist’s 

intention. However, I do consider Barritt and Tucker’s paintings as overt social critique 

and a valuable contribution to the country’s social history, contributing meaningful and 

under-represented perspectives32 to the discourse of issues of national interest and even 

presenting other information about the culture in what was a non-typical way to do so 

(hooks, 1995).” These paintings were not always thought of in this regard. Although both 
                                                        

32 Recognized historians and writers of Bermuda’s history such as Terry Tucker have 

largely ignored the perspectives of Bermuda’s marginalized and one not knowing otherwise can be 

easily led to believe that there was little tension or disparities in Bermudian society and that the 

demographic breakdown would reveal a population primarily comprising of persons of British-

European descent. 
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were exhibited after they were painted, comments on them were limited to compositional 

and technical aspects. “No comment was made on the social and political message 

depicted (Hind, 2009)”. Barritt acknowledges that this fact is in itself social critique and 

“a reflection of our history”.33 But these paintings were also forgotten. Former Director of 

the Bermuda National Gallery, Laura Gorham, notes that in the case of Barritt’s Theatre 

Boycott, Upstairs Right, 1959, although exhibited first in 1959 shortly after it was created, 

it was somewhat of a new discovery in 2000. She saw it when she visited Barritt’s home 

on his request to see it and said, "Never before the day I walked into Mr. Barritt's home, 

had I seen a [Bermuda] artist who painted, not only a modernist style, but social 

commentary. I cannot begin to tell you how important these works are to Bermuda and 

how unique Mr. Barritt is as an individual, and artist. Not before, nor since, has there been 

an artist like him (Moniz, 2009)." 

Without a doubt, the incidents of overt social critique in Bermuda’s visual art were 

and remain limited. Both before and beyond the 1950s there existed in the artworld a 

general dependence on the production of images of paradise for both attracting tourists 

and for quick sale to them when they visited, more than on the development of one’s craft 

                                                        
33 Robert Barritt, in personal interview with author. January 26, 2012. 
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associated with the passionate pursuit of beauty or meaning. Barritt and Tucker had 

opinions on what they saw occurring around them and had come to view their art as an 

appropriate medium for response as they attempted to understand their society. In these 

paintings they focused on an uprising that resulted when a breaking point was reached in 

the unequal relationship between the marginalized and mainstream communities, 

demographics that were virtually synonymous with the black and white communities. 

They are then primarily based on social changes and a racially discriminatory divide that 

was not mutually seen by those communities as a problem in the 50s, and was not openly 

discussed. In my analysis, beginning with Barritt’s Theatre Boycott, Upstairs Right, 1959, 

I will explore and attempt to decode the implicit meanings of the art, to find the intentions 

of the artists and to determine the influence and impact of the culture in which they were 

created. The issues raised are varied but related and include struggles associated with 

racism and power, cultural uniqueness and also the existing fear associated with speaking 

on them.  

 

Two Bermudas: “He Has The Price of Admission But Still Can't Go Upstairs”  
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In Barritt’s painting we view two men, theater patrons, facing each other and animatedly 

communicating about the money that one of them is holding. They dominate the 

composition partly due to their large size but more to the intensity of their conversation 

and an enveloping sense of frustration. Over their shoulders there are other people. One, 

the only white person in the composition, is an approaching policeman who is making an 

attempt to intervene and perhaps exert some authority over a potential violent situation. 

The others are bystanders who are showing their support for the two men at the window; 

while some bear boycott messages on picket signs, one speaks into a bullhorn.  

 The stylistic techniques employed by Barritt in Theatre Boycott, Upstairs Right, 

1959, include simplified geometrical shapes that break the composition into multiple 

forms. Although many of the forms are rectilinear, the primary form is a large circle that 

assists in focusing attention on the two men. This area appears to be a painting within a 

painting especially since Barritt darkens the values beyond the circle. Barritt says that the 

circle represents the opening traditionally found in the glass of a ticket booth of the time 

but the circle can just as easily be interpreted as a repetition of the bullhorn mouthpiece 

seen to the right, the view through a telescope or even as a beam of light from the torch of 
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the policeman. Nevertheless, each of these possibilities succeeds in highlighting and 

unifying the men who are no longer on the periphery but who now occupy centre stage. 

 Cubist in nature, Barritt’s modernist style is both experimental and studied but not 

obscure. It has the rhythm and balance found in the work of cubist artists such as Robert 

Delaunay and Pablo Picasso but lacks their palette of vivid colors. He does not claim to 

have been directly influenced by any cubist artist, but Barritt is aware of and may have 

received some cubistic influence by the work of Albert Gleize. As an artist, Gleize, was 

not only associated with Delaunay as one of the pioneers of cubism and recognized as a 

theoretician of the cubism movement, he also had an association with Bermuda and died 

during the decade when Barritt was a young and emerging artist. He completed many 

paintings in Bermuda with the cubist tradition during his stay in the winter of 1917 

including Landscape, Bermuda 1917. (figure 14) and some of these works remained on 

the island with several now acquired by the Masterworks Collection. 
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Figure 14. Albert Gleizes – Landscape, Bermuda 1917 oil, 1917. 

 

Barritt’s cubist style seems to be a natural fit with his emphasis on social and 

political critique. Cubism effectively simplified the subject placing the attention on 

the critique. It makes the point that social situations are multi‐faceted with many 

influencing factors and possibilities. Fortunately for him, the style was already 

known and appreciated by Bermuda’s art patrons although Bermuda had not had its 

own exhibition of modern art as yet. These patrons were also familiar with the work 

of Albert Gleize and were knowledgeable of his visit to the island.  
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Theatre Boycott, Upstairs Right, 1959 reveals an atmosphere that was full of 

tension. According to a policeman on duty at the time, “There was so much tension that it 

would take only one arrest to aggravate the situation (Proctor, 2003).” Perhaps more 

specifically, the imagery reveals a previously mostly quiet marginalized population that 

had become irritated and agitated. Like Barritt’s theatre patron who is upset about the fact 

that despite having the required price of admission he is not allowed to sit wherever he 

chooses,34 they have endured the many unfair legal restrictions imposed upon them but 

still cannot rise above second-class citizenship.  

Not easily seen but definitely appearing in the center at the top of the painting are 

the words “Now Showing”. The phrase confirms the fact that the setting is a theater 

entrance and, combined with the dominant circle, situates Barritt’s painting as focusing on 

an unprecedented dramatic performance that was unfolding. More importantly it serves as 

a subtitle and a call for one to consider the course of modern western colonial expansion 

and its contestation.  

                                                        
34 Black patrons could not sit upstairs in the theaters or even in the other seats when the 

seats designated for them had no vacancies. While the painting is about much more than this 

specific experience of these patrons, it was the first to raise the issue of the impact of sanctioned 

segregation and its relationship with the economy. 
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Figure 15. Robert Barritt, Two Weeks Before Christmas, 1960, 1960. 

 

It was Barritt’s opinion that one part of Bermuda had no idea of how the other half 

lived. He told me of an experience he had when a white female commented on his painting 

Two Weeks Before Christmas, 1960. (figure 15) He said that the viewer, not knowing that 

he was the artist who created the work, said in his presence “Thank God that painting is 

not depicting anything here in Bermuda”. He said that he saw this as a confirmation of his 

opinion.35 The painting, based on a scene quite familiar to him, depicts three black boys 

                                                        
35 Robert Barritt, in personal interview with author. January 31, 2012. 
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who were collecting goods from amongst the smoldering debris at Pembroke dump. Back 

in the 50s and 60s this place was a community resource for the families that lived in the 

area. Children played games there and families took home many items including 

foodstuffs that were dumped there.36  

Barritt’s inclusion of the residence of the palatial Government House emphasized 

the extreme contrasts in the life of the colony.” By working in the family business, 

Bermuda’s oldest and largest manufacturer and distributor of soft drinks, Barritt had the 

opportunity to travel to all parts of the segregated island and to see the contrast between 

these two worlds had a knowledge and understanding of disparities based on race that 

many others in the white community did not have. More than this however, he had a 

genuine interest in seeing a united Bermuda. Barritt said that he “heard of ‘black fellas’ 

playing basketball at Prospect Gym and would go and play with them”37 Through acting 

on this personal initiative he got to meet and know many black people, including many 
                                                        

36 Author Llewellyn Emory grew up in this area and wrote about his fond experiences of 

life around the dump in Nuthin but a Pond Dog. The dump was part of a landfill where a pond and 

marshland were being reclaimed. Those who lived near the dump where referred to as ‘pond dogs’ 

and got this name from the fact that there were wild dogs that roamed the area. The term is 

regarded as a term of endearment and is proudly used to this day by area residents as a 

confirmation of identity. 

 
37 Barritt interview. 
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whose families would have personally benefitted from the dump or knew what it was like 

to play there. All told him openly that they had never seen a white man play with black 

people before. Several became close friends and eventually colleagues. Approximately a 

decade later when he entered into party politics, a move that he initially hesitated to do as 

he saw it as fostering division rather unity, he was welcomed by the black male 

constituents in the community where he was canvassing as he already had a relationship 

with them. 

Viewed in racial terms  

According to the statistical figures I have received, in 1960, Bermuda’s total population 

was 40,253.08 with blacks making up 61.2% of this number, whites and others made up 

the balance. In 2010, Bermuda’s population was 64,237 and the demographic breakdown 

was 55% black, with 31% white, and 16% mixed and other.38 

 During the 50s, it was acknowledged by its residents that although the country was 

very small with everyone living in close proximity,39 there were different Bermudas, 

                                                        
38 Bermuda 2010 Census, Department of Statistics, (Hamilton, Bermuda), 2012. 

 
39 Virginia Bernhard (1999) notes that even during its slave history, Bermudian slaves and 

slave owners lived in extremely close proximity and had many sexual unions- illegal but the law 

was un-enforced. 
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portrayed as “black Bermuda”, and “white Bermuda (Burchall, 2007)”. Without a doubt 

“the institutional tradition has made the races separate and self-contained groups, each 

with its own cultural style and outlook (Manning, 1978).” Barritt and Tucker, however, 

were among those who were comfortable crossing the racial lines although it was 

generally agreed that “Most inter-racial contact occurs at places of work, but when the 

office closes the white employee and the black employee go down in the same elevator 

only to turn in opposite directions and not meet again until the office re-opens (Pitt, 

1977).” Essentially, everything in Bermudian society was viewed in racial terms and for 

some time beyond 1959 this division remained with non-whites automatically relegated to 

a second-class status. The country’s on-going social struggles still appeared to many, 

years later, to be based in high levels of distrust between the island’s major racial groups. 

One observer noted in 1968: 

When I came to Bermuda first of all I regarded a coloured man as an equal in 
every particular category, as I did with my colleagues in the police force. Very 
soon I learned that in social circles the word 'colour' was whispered and it is 
my view that although we have a token integration in Bermuda it is merely 
lip-service. Frustrations are in my view brought about by the complete 
antipathy in the past between the peoples living in Bermuda. . . . This 
frustration has grown over the years, imparted from the parent to the son, and 
although Bermuda has done wonders during the past 10 years there is still a 
deep-seated resentment (Wooding, 1969).”  
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It was actually the blatant racial shutout in 1959 during the celebrations to 

commemorate the island’s 350th anniversary of settlement that ignited the planning for the 

Boycott protest. The theme for the year-long celebrations, entitled “This Island’s Mine”, 

despite being seemingly indicative of nationalistic pride, left no doubt as to who “Mine’ 

really referred to. The enforced racial segregation ensured that virtually no involvement 

was offered to the black community although this demographic made up three-fifths of the 

island’s total population (Bernhard, 1999). After being largely ignored as a matter of 

practice in occasions of national importance, Black Bermudians generally showed little 

interest in them and were mainly apathetic towards such pompous events (Williams, 1988) 

which essentially became and were spoken of as ‘lily-white’ occasions (Proctor, 203).” It 

was at this time that several young people, recent college graduates and seemingly non-

revolutionary types, going secretly by the name ‘The Progressive Group’, organized the 

Theatre Boycott. They strategized correctly that this protest, the latest instance of sporadic 

Black protest, would be more effective during this year of celebration.  

I am using the terms “black” and “white” in a very general manner to identify the 

races or the major groups of people found on either side of the racial divide established by 

segregation. I understand the slipperiness of these categories and its ongoing challenges. 
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In February 2009, the Masterworks Foundation opened an exhibition entitled '32N/64W A 

Revelation: Bermuda's Black Artistic Legacy'. This exhibition was created to showcase 

visual art created by past and present black Bermudian artists and was said to have been 

“incredibly well received by the participating artists who have embraced the idea with 

enthusiasm (Hill, 2009)." However, with Bermuda’s very mixed population, a high 

percentage of the population has both white and black family members. In this 

environment, and for an exhibition of this nature, who decides who is black enough? I 

know of one instance, and there may be others, of an artist and arts administrator of mixed 

parentage who does not immediately appear to be black who told me that she was not 

allowed to enter work into this exhibition. 

Certainly, the consideration of race is “of profound importance to any discussion 

of social integration in Bermuda” (Pitt, 1977) because beyond the traditional references to 

heredity or ethnicity it has been a signifier of differences such as that of power, wealth and 

status. For example, even in Jarvis’ book on the importance of Bermuda in Atlantic 

Maritime History, In the Eye of all Trade, published in 2010, references are made to white 

and enslaved sailors on Bermudian sloops, and white and enslaved Bermudians in general. 
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‘Enslaved’ is synonymous with the non-white population that was in Bermuda’s case, as 

well as most of the British colonies of the Americas, the black population.40 

Even the use of the word “race” is divisive and the consideration of its meaning 

has evolved. Today in 2012, Bermuda’s Commission for Unity and Racial Equality 

(CURE) promotes the position that ‘race’ has no basic biological reality.41 The term 

attempts to classify ‘subspecies’ of human beings according to physical characteristics, 

psychological or behavioural traits and superior or inferior status,42 and as such it runs the 

risk of promoting racism, the belief that races classified as inherently superior have a right 

to dominate those regarded as inferior.”43 This result is not implausible as race is still for 

                                                        
40 This is a typical reference: “The postwar shift of many white seafarers into alternative 

maritime occupations …contributed to the rising trend of using enslaved seamen.” Jarvis, 148. 

 
41 CURE subscribes to the position that has been stated by Yale University biologist and 

anthropologist, Johnathan Marks that race is actually a social or cultural concept rather than a 

biological one. Human Biodiversity: Genes, Race, and History. (New Brunswick: Transaction 

Publishers, 1995). 

 42 A Neighbourhood Conversation on Race: A Talk Worth Having. October 14-26, 2003. 

(The Amistad to Boston Host Committee: Massachusetts 2005), 39. 

43 The American Heritage® New Dictionary of Cultural Literacy, Third Edition. Houghton 

Mifflin Company, 2005. 2 January 2012. 
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many a signifier of differences to the extent that it has become aligned “closely with the 

idea of national belonging” and “complex cultural difference (Gillroy, 1993).” 

Certainly racial classification has been used as a tool for discrimination and 

exploitation. In fact, evidences of classifying a hierarchy of humans appeared early in the 

trans-Atlantic slave trade. James Thornton notes that “Africans and Europeans regarded 

slaves legally as a species of junior kin, a point firmly entrenched in the American custom 

of referring to slaves by names indicative of children or the frequent use of diminutive 

forms of words (Thornton, 1998).” Anthropologists Steven Gregory and Roger Sanjek are 

convinced that the classification served no other purpose than to ruthlessly exercise 

power: 

The roots and growth of a ranked hierarchy of races lie in nothing more “real” 
than the conquest, dispossession, enforced transportation and economic 
exploitation of human beings over five centuries that racial categorization 
and racist social ordering have served to expedite and justify. As part of this 
legacy … millions of people today continue to accept inherited racial 
categories as fixed in nature and to interpret the systematic inequalities of 
racist social orders as based on “real” differences among “real” races 
(Gregory and Sanjek, 1996).” 

 The fact that this racial classification that is based on white hegemony, existed in 

Bermuda is not disputed. A governor who wanted to “allow the actual supremacy of the 
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Whites to survive” promoted the colony’s pre-emancipation control to remain in place.44 

White supremacy and segregation were inextricably linked and blacks were expected to 

know their place. They could not ‘go upstairs’ because those of non-European descent 

were considered as ‘other’. The ‘other’ is not even expected to be orderly or civilized, 

                                                        
44“Letter of 24 June 1834”, Governor Chapman’s Despatches (1834-38). 65. 

 James Smith, former clerk to the Legislature has also noted the following from Governor 

Chapman’s Despatches: 

Prior to the Emancipation of the slaves throughout the British colonies on 1st August 

1834, legislation was passed locally which virtually doubled the property value qualifications for 

voting, for running as candidates for House of Assembly seats and for municipal and parochial 

offices.  

This across the board increase in property value voting requirements made it quite clear 

that the Legislature of the day wanted to protect the status quo by restricting the opportunities for 

the newly-emancipated slaves (and those Blacks who had been free citizens prior to Emancipation) 

to become directly involved in the management of Bermuda’s affairs. This was borne out by an 

official despatch from Governor Chapman, which highlighted the injustice of the new law by 

observing that, with the new legislation in place, there would be only thirty-four eligible black 

voters and only three Blacks who would be qualified to run as candidates in general elections. Those 

Whites who did not own real estate of the required value also suffered from a political impotence 

induced by the restricted property-based franchise, the number of qualified electors at that time 

(and well into the twentieth century) amounting to a very small percentage of the total adult 

population.  

Governor Chapman’s Despatches (1834-38) Letter of 24 June, 1834. 65.  

Note: As with James Smith, I have used the spelling of “Despatches” as was in the original 

publication by Governor Chapman. 
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(Hodgson 1963) as were the boycotters that Barritt took pains to depict: “They were well-

organized, with no scuffle with the police. It [the protest] was well done. I was pleased.”45 

 Bermuda’s most internationally known novelist, Brian Burland draws attention to 

the familiar condescension towards blacks – even during a time of crisis and disaster. For 

example, near the end of The Flight of the Cavalier, upon being rescued from a plane 

crash in the cold Atlantic waters, the passengers received accolades for their heroism and 

bravery including ‘Bravest Woman alive’. The only exception to this was the sole black 

Bermudian passenger who did no less than anyone else but was mentioned quite 

differently: ‘Native Bermudian behaves surprisingly well everything considered (Burland, 

1980).’  

 Blacks, supposedly, were not even capable of thinking for themselves. Their protest 

efforts were downplayed46 or alleged as mimic actions influenced by outside sources. 

Referring to the Boycott and subsequent confrontations, sociologists have referred to the 

                                                        
45 Barrett, interview.  

 
46 Author Barbara Harries-Hunter, in her book The People of Bermuda: Beyond the 

Crossroads. (1993) seems to downplay the 1959 boycott by referencing previous smaller local 

protests and also larger boycotts that took place in other countries such as the bus boycott of 

Montgomery, Alabama in 1955/56 and similar subsequent protests in the early 60s in communities 

nearer and more similar to Bermuda such as in Chapel Hill, North Carolina. (p. 80). 
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actions of black Bermudians in seeking equality as “merely symptoms that the demands 

for changes in the socially-defined status of the races in Africa, the Caribbean and the 

United States had infected Bermuda (Clark, 1978).”  These demands for social changes 

occurring elsewhere included the arrest of Rev. Martin Luther King Jr. only a year earlier 

in Montgomery, Alabama for his participation in the civil rights movement. That 

sociological perspective however is not supported by an analysis of the accomplishments 

of the black population and social historians such as Drs. Eva Hodgson and Quito Swan. 

Both have stressed that the black communities from the pre-emancipation and pre-

integration eras contained many bright and well-travelled men and well-read women who 

were aware of their place within the African diaspora but who were also very much aware 

of the dire lack of equality in their own situation and that any changes to the status quo 

had to come from their efforts.   

According to them the measure of the success of this community can be seen in the 

fact that blacks knew that they had to work very hard to be better than those they came up 

against in order to survive. There was no sense of entitlement for them as there was for 

most of the white resident population and even for those whites who came to Bermuda as 

vacationers and quickly found opportunities for employment and social ascendency, very 
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often with no qualifications but quickly moving into positions of importance (Proctor, 

2003). Blacks assisted one another in the building of their homes, churches, schools, 

lending institutions and clubs and they found ways for their families and communities to 

thrive despite the legal and social obstacles implemented to ensure their second-class 

status. They were also looking at ways to “overthrow colonialism" (O'Kelly-Lynch, 2010) 

at great risk to themselves and their families but succeeded, as did the Progressive group, 

in setting the pace in regards to accomplishing changes in social thinking (Pitt, 1977). 

Apparently, Black Bermudians were ready for change and responded to the call to boycott 

the cinemas to make it happen. As a result of their unified peaceful demonstration in this 

instance, the theatres capitulated within weeks, setting an example soon followed by 

hotels, restaurants, and other public facilities anxious to avoid the bad publicity of a 

confrontation. Even the Church of England eventually stopped its practice of pew renting, 

which had effectively reserved the front half of the church for whites (Manning, 1978). 

Pushback against Imperialism  

 Barritt depicted the frustrations of a people who were denied access and equality by 

an entity that had the power to do so. Interestingly, a representative of Bermuda’s 

Portuguese community, a group that may be considered the marginalized of the 
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marginalized,47 said somewhat apologetically that this second-class treatment represents 

“Man’s eternal quest for power, domination, and superiority knows no limits and 

Bermudians had, since its beginnings, been subjected to many injustices in race, religion, 

sex and class (Mudd, 1991).” However, another Bermudian, Brian Burland, a novelist 

whom I have already referenced, looked at the social struggles and the boycott experience 

and chose to represent it more brutally. In his novel The Sailor and the Fox, he used the 

analogy of a boxing match and did not attempt to conceal the fact that his story was based 

on the racial relations in Bermudian society leading up to the Theatre Boycott. He used 

many of the same facts. In his story the opponents were a white champion who was “a bit 

over the hill” and a younger fitter black challenger. This black versus white fight was a 

serious formal event held in 1959 and as a part of the celebration of Bermuda’s 350th 

Anniversary and was an event anticipated to draw a big crowd of fervent supporters 

(Burland, 1973). The black community was regarded as having grown up and “what 

blacks wanted was to see a black man beat up a white man and what the whites wanted 

was to see a white man whip a black.”48 Fortunately the result was that after the fight there 

                                                        
47 This community is mentioned in more detail in chapter two. 

 
48 Ibid., 10. 
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was “something better achieved, a high degree of racial integration, if only temporary.”49 

Together, these artists illustrate the point that the power held by the ruling class of a 

society has to be seized when necessary. Their works illustrate the point made by historian 

Walter Rodney, who stated, “the question of power determines maneuverability in 

bargaining, the extent to which one people respect the interests of another, and eventually 

the extent to which a people survive as a physical and cultural entity (Rodney, 1972). 

 Bermuda’s ruling class had no intentions of relinquishing its power. However there 

was a gradual recognition that a response had to be made towards the growing internal and 

external pressure towards the change in the treatment of minority groups and to blacks in 

particular. Sir Henry Tucker, (no relation to Charles Lloyd Tucker) a banker and a 

politician and part of Bermuda’s oligarchy is acknowledged as being amongst the first to 

recognize that social change was inevitable and that in order to survive the government 

must be seen to be inclusive. He believed that the colonial government could manage to 

preserve its control through ‘pre-emptive’ token inclusion of some blacks into prestigious 

positions in Government that would give the appearance of full inclusion. To this end 

Tucker was instrumental in the establishment and chairing the Inter-Racial Committee set 

                                                        
49 Ibid., 47. 
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up in April 1953 that facilitated the opening of certain positions to the members of the 

black community. Tucker biographer Randolf Williams notes that this move also 

strategically ‘divided the enemy’. Tucker had successfully gambled that this giving up of a 

little control, which was hardly a giving up at all, would succeed in creating different 

classes within the black community ensuring that there would no longer be a united front 

of opposition (Williams, 1987). 

 

According to historian Ira Philip, “White Bermudian colonialists or 

oligarchs felt secure in their ability to control all facets of the island’s economic, 

political and social affairs” although they would now have to do so with more 

subtle measures rather than “through merciless intimidation, victimization and 

abuse of the political and legal process (Phillip, 2003). Much of this was 

exemplified through The Hon. James E. Pearman, Sir Henry Tucker’s cousin, who 

was a prominent lawyer and member of the Colonial Parliament and President of 

the Bermuda General Theatres, the managing corporation of all of the Island’s 

movie houses (Harries-Hunter, 1993). On June 17, 1959, he insisted that racial 

integration was on the board’s agenda and said that with the building of a proposed 

new theatre, scheduled to open in November 1959, the segregation policy would 
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end.50 With the determination to maintain societal control and the concern as to 

whether the black community was well behaved enough to mingle freely with 

Europeans (Hodgson, 1988), any integration was to be done in phases whereby the 

desirable non-white families would have first access to previously designated 

white-only areas. However, this phase-in proposal held no appeal, not even for 

those who may have been its intended first recruits. One prominent black lawyer 

expressed her disgust when she became aware of this suggested ‘phasing in’ 

although she knew that she personally would have been considered among the 

“privileged” as “all four of the island’s coloured lawyers and their families would 

be included in this group” (Hodgson, 1988). Nevertheless, a proposal of this nature 

failed to satisfy the promoters of the boycott and of the black community who 

insisted that “The seating in the movie theatres was… a symbol of all that seemed 

wrong to them, and was the target they felt would be the most vulnerable to attack, 

because more black people patronized the cinema than any other segregated 

                                                        
50 It was confirmed that the discussion of creating an integrated theatre had taken place by 

the Theatre directors over a year previously, in February 1958. However, this was already June 

1959 and the idea that a segregated theatre was to open in November although no announcements 

had been made to the public and no construction had begun, was seen as another delay tactic or 

outright lie to the black community. 
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premises (Harries-Hunter, 1993).” Six years earlier, Pearman had already stated his 

preference to maintaining segregation, as integration could not be limited to blacks 

that met his criteria. Using the analogy of being a restaurant owner he said that 

would not object to accepting blacks that met his standards but that if he did so he 

would have to accept all blacks no matter how undesirable to him as long as they 

could afford the meal (Williams, 1998). Pearman’s remarks referred to black 

individuals such as those who served on the Select Committee Concerned with 

Racial Relations. This government appointed committee created in 1953 was the 

first of its kind in Bermuda and included Dr. Edgar Gordon, Hilton Hill, Russell 

Pearman, and Edward T. Richards, men described as being amongst the most 

progressive and best-educated members of the “coloured” community. However, it 

can be said that despite the dismantling of legalized segregation51 it would appear 

that this perspective of white superiority has still managed to dominate Bermuda’s 

social structure. The Hon. John Plowman, another prominent white politician who 

was later acknowledged as being instrumental in the integration of the races in 

                                                        
51 This began in the 1950s with committees such as the Select Committee Concerned with 

Racial Relations but continued through the 1960s culminating with the passing of the Bermuda 

Race Relations Act in 1969. 
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sports and education indicated, whether intentionally or not, that while integration 

was seen as desirable, it was mainly a one-way process of assimilation, only a 

certain sector of the black community was allowed into the white world: 

 Among the people who fought most strongly for integration were blacks 
who had got a better education, been away to university, come back, and 
succeeded, and on the whole are now absorbed in the white community. 
But it has left behind the majority of blacks, who have little in common 
with white people. (Plowman, 2001) 

The imposition of the dominant race’s interest upon another has been 

relentless. Those with the perspective of white superiority, whether Government 

officials or not, sought wherever possible to maintain the status quo and found that 

they could retain a measure of their control from beyond the grave, at least for some 

time. There were those who placed directives in their wills instructing that their 

properties could not be sold to a person of color and monies bequeathed to 

institutions  (Phillip, 1987) were at times done on the condition that persons of color 

could not enter or benefit (Williams, 1987). 

Unlike any other work that was created before on the island, Barritt’s work 

included blacks in a primary role and, with the circle large enough to also include the 

money held by one of his subjects and the pointed finger of the other person towards it, 
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there is an intentional linking of segregation with economic considerations. This 

connection was accurate. As long as the oligarchical government decided on the future of 

the island, the dollar sign would remain as a major factor dictating social progress, or lack 

of it (Williams, 1987). It was the government’s expressed opinion that the black 

population had to be good and ‘reasonable’ and to endure the institutionalized segregation. 

According to the government leader Sir Henry Tucker, if change was to occur in the social 

status quo it must happen very gradually as Bermuda could not be seen to be more 

progressive than the American neighbors that the island depended heavily on for its 

income. “The American visitors do not expect anything but what they find. If we should 

ever attempt to precipitate a change ahead of opinion in the United States, it would be the 

surest way to starvation we know.” 52 Blacks on the other hand, also recognized the power 

of money and concluded that withholding it and their patronage to any business despite 

the perspective of the ruling class was necessary and right. 

  Certainly then, more than merely commenting on a local struggle that was coming 

to a head, this work addresses the exploitative relationship between the West and its 

                                                        
52 “Banker Urges Bermuda Negroes to be Reasonable in Demands”. Bermuda Recorder. 

(Hamilton, Bermuda), 11 March, 1953.  
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‘Others’ that was evident even in one of the smallest and remotest of the British outposts 

(Gandhi, 1998). Furthermore, it simultaneously provides supportive evidence of the 

country’s uniqueness that is the result of the interaction between a distinct location within 

the Atlantic world and “a wider web of connections (Armitage and Braddick, 2002)." 

Theatre Boycott, Upstairs Right, 1959 is not merely a recapitulation of injustices but 

rather is a contribution to the discussion of ‘otherness’, still regularly referred to in 

Bermuda as the ‘two Bermudas’. 

 

Storm in a Teacup 

With his life spanning from 1913 to 1976, Charles Lloyd Tucker lived at the crossroads of 

integration. According to his biographer “His lifetime embraced the servile attitude of the 

colored population (less than one hundred years of freedom to their credit) to their forceful 

march along the path to equality (Smith, 1975).” Acknowledged as a Renaissance man and 

Bermuda’s first professionally trained black male artist, Tucker’s interests were quite 

unlike many of his peers. In fact he is known first as a musician with intentions to travel to 

Europe to train as a concert pianist. Thwarted by the outbreak of World War II his plans 

had to change, but later on the advice of tourists who saw some of his paintings and 
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drawings he was encouraged to leave the island and go to art school abroad. He did 

eventually go abroad to school, studying at London’s Byam Shaw School of Art, choosing 

to develop his skills in visual art instead of in music. Tucker would return to Bermuda to 

work. His work was labeled as “negro” art although its subject matter, themes and palette 

were very much consistent with the British training he received and despite the fact that 

his detractors did not have the qualifications he had. Nevertheless, he was prolific and 

well received and went on to serve as the first art educator at the Berkeley Institute, 

Bermuda’s high school for the black community. 

A Re-appropriation 

Tucker’s approach to his painting Storm in a Teacup was somewhat different from what 

he was known for. This is not in terms of media as in his landscapes, portraits and still life 

he demonstrated mastery in a variety of media and techniques, all of which he enjoyed.53 

In fact all of these were represented in his first one-man exhibition at the occasion of the 

opening of his studio “Morrox” in 1954. He acknowledged that these works were 

representational in nature and with an emphasis on technical mastery.  

                                                        
53 Theresa Tucker, in personal interview with author, January 24, 2012. 
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Storm in a Teacup however, is definitely more abstract than any of his previous 

paintings and its imaginative composition contains an implicit message. On this change 

one critic remarked: “An artist who has dallied less with modernism in the past, Charles 

Lloyd Tucker takes the step with confidence with an animated dance of several 

streamlined figures in Storm in a Teacup (Smith, 1975)”. The approach was intentional. 

According to his friend Barritt, “He [Tucker] was going to take an abstract approach to the 

subject Storm in a Teacup based on the remark made by the President of the Bermuda 

General Theatres (Moniz, 2009).” This remark, that the whole protest was nothing more 

than a ‘storm in a teacup’54, exemplified the dismissive perspective of the oligarchical 

colonial government towards the marginalized community who alternatively saw the 

protest as “the most significant social protest in Bermuda’s social and political 

development since emancipation (Hodgson, 1989)”. Its vitriol captured Tucker’s 

imagination and he neutralized it by embracing what was intended to be derogatory and 

                                                        
54 ‘Storm in a teacup’ is a phrase that generally means that one is making much out of 

nothing. It also seems appropriate in the Bermuda context as a storm was responsible for 

Bermuda’s origin as a settlement and teacup may be a loose reference to the British and their 

connection with the island colonies of the Americas. 
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belittling. His use of this specific phrase as the name for the painting along with its 

abstracted style ensures that this work memorializes the polarized perspectives of the 50s. 

 Initially, the choice of an abstract style felt incongruous, as the boycott was 

centered around blacks.55 In Storm in a Teacup, was Tucker avoiding a depiction of 

blacks? He did not follow the stereotypical representation (or non-representation) of 

blacks in Western art in which they were not often featured but rather included as 

indicators of wealth or as additional secondary elements providing confirmation of exotic 

foreign environments, nor realistic imagery that was then-available in Bermuda (for 

example figures16, 17, 18) – all examples of imagery that would fit into white hegemony, 

how whites wanted to see everyday life and social relations in Bermuda. 

 

                                                        
55 While Tucker’s work was largely representational, the oil paintings and sculptures that I 

observed in his studio clearly revealed an increasing looseness in his painting style. However, 

although ‘Storm in a Teacup’ was the most abstracted of his works to date, in later works he chose 

to return to a less abstracted style. 
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Figures 16, 17, and 18. 

Figure 16. (Left). Ethel Tucker, Cumberland Street, St. Georges. Circa 1940s. 

Figure 17. (Middle). Bermuda Natives and Architecture. Photographer unknown. ‘To Live in 

Bermuda’, The Art World. March 1918. 

Figure 18. (Right). Ogden Pleissner, The Mango Tree. detail. 1950. 

 

 If this was not a conscious denial then the depiction could have been evidence of an 

internalization of dominant racial norms to a white counterpart. This acceptance would be 

an internalized racism. Frantz Fanon, one of the first to speak about this phenomenon and 

postcolonial reality said “colonialism with its explicit conceptual underpinnings of white 

racial superiority over non-white peoples, has created a sense of division and alienation in 

the self-identity of the non-white colonized peoples (Fanon, 1967).” This perspective of 

division and alienation has also been addressed by a white Bermudian. In 2008, Mark 
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Nash a white man who has acknowledged that he is a descendant of the slave owners who 

once owned Bermuda heroine Mary Prince (Nash, 2011) stated that this reality is a by-

product of integration: 

This is the devious nature of our condition - several generations ago the 
concerted efforts to continually privilege whites at the expense of Blacks were 
moved off the front burner of legislative agenda and onto the back burner of 
unconscious acceptance of a skewed reality. We began to fall back on the 
ideals of individualism, the idea that with universal suffrage and integrated 
schools in Bermuda and with Black political leaders we had somehow arrived 
in a place of equality for all. As some Black folks began to slowly inch their 
way into white circles, whites continued to segregate themselves socially. The 
myth evolved that, simply with hard work, anybody could get ahead in 
Bermuda (Nash, 2008). 

 

This internalized racism has had far-reaching and disastrous consequences. One of 

Bermuda’s leading advocates for improved race relations, Dr. Eva Hodgson, has 

revealingly said that, “The greatest tragedy for the Negro was that many coloured 

supporters were convinced that the Negro who spoke about the injustices had committed a 

far greater crime than the white man who perpetuated them (Hodgson, 1989).” 

 Nevertheless, Tucker’s figures, whether solely representing blacks or not, were 

included within this composition not as peripheral elements but as central primary subjects 

(such as in his later Blue Rhapsody Figure 18) in a deliberate act by an artist who 
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identified with the protesters. Rather than following a stereotype or accepting an inferior 

role, this was an instance of rejecting the traditional or expected. In Storm in a Teacup, 

Tucker has re-appropriated (Chakrabarty, 1996), the capacity to represent himself and his 

race. His multi-colored, twisting and rising vapor-like figures now appear as newly 

released souls, seemingly celebrating and enjoying unprecedented liberties and cannot be 

contained by the apparently insignificant teacup that they eclipse and dance around. 

 The abstracted approach is inspirational and with it Tucker had achieved a 

transcendent quality whose application is not limited to the depiction of a race of people 

and a particular historical victory, as portrayed in this instance, but is a reference to the 

marginalized and their struggles globally. 56 Abstraction allowed Tucker to not limit his 

figures as “black” in 1959. It enabled a strategic de-localization, leaving room for him to 

ally these figures with the struggle of similarly oppressed/marginalized peoples around the 

world. 

                                                        
56 For example, it was not fully recaptured fifty years later when another artist, Chesley 

Trott was commissioned to create a commemorative bronze sculpture for the Boycott “When 

Voices Rise”  (figure 19) 
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Figures 19 and 20. 

Figure 19. Left.  Charles Lloyd Tucker. Blue Rhapsody. Oil, 1950s.  

Figure 20. Right.  Chesley Trott. When Voices Rise. Commissioned sculpture to commemorate the 

50th Anniversary of the Theatre Boycott. Unveiled July 2, 2009. 
 

Inter-connectedness 

Art brought Barritt and Tucker together and they became genuinely close friends. In 

addition to their shared artistic endeavors, Barritt was Tucker’s best-man and the 

godfather of his son, Hans. The two met often to talk art, politics and life often at Tucker’s 

studio and sometimes in Parlaville Park and it was on one of these occasions when they 

decided to respond to the Theatre Boycott. Barritt said, “The boycott appealed to both of 
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us as artists and we both decided to tackle it.” But beyond Barritt and Tucker’s personal 

friendship and their shared theme, interconnectedness is present in their work. Barritt’s 

semi-abstract style incorporates diagonal lines that connect the composition’s 

foreground and background. This modernist style was not unusual or a new direction for 

Barritt. It can also be seen in "Two Weeks Before Christmas, 1960” where the lines 

clearly connect the three characters to each other and to the other elements in the 

composition. He told me that he couldn’t paint in any other way. “It just comes in the 

work that I do- and if that is what is coming out, I let it happen. It seems to work for me. It 

just flows!” Tucker, who did experiment with a new style, achieved a similar sense of 

inter-connectedness with his use of his mingled “snakelike” figures (Smith, 1975). The 

multicolored figures appear to move together in a choreographed dance or at least are 

participating in a shared experience.  

These motifs of connection extend beyond the boycott. Because of the island’s 

remoteness and small size, its residents have had to work closely alongside each other in 

each of the island’s successive major industries: agriculture, shipbuilding and sailing, 

tourism and international business. This is to the extent that it can be argued that there is 

an “attachment of each race to the other” and that the black community in Bermuda has 
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had a “physical and personal closeness to whites that was unknown in the plantation 

societies of the Caribbean (Manning, 1978)”. Nevertheless, despite this perspective, the 

divisions existing in the 50s and 60s were real and extraordinarily harsh. However, the 

recognition that blacks were not treated fairly came from both sides of the divide. Lawyer 

Donald Smith prophetically said: ‘Ultimately… the coloured people… are going to take 

control of Bermuda on a racial party basis… because, in our [white] foolishness we have 

failed to devise a proper democratic system.’ The House of Assembly is a ‘House of 

frustration and discrimination’ (Jackson, 1980).” Also, both blacks and whites worked 

together to fight segregation and had to do so secretly or face repercussions. Among the 

documented instances of this is the report of several white women who after fifty years 

came forward and revealed how they played significant roles in assisting the blacks with 

their efforts in the boycott movement (Jardine, 2009). 

An Integrated artworld? 

The Bermuda Society of Arts, founded in 1952, as with its predecessor the Bermuda Arts 

Association had both black and white members before the 1959 Boycott. In fact, Barritt 

and Tucker were amongst its founding members. Here the races were able to co-exist 

while elsewhere they could not publicly eat, worship or watch movies together. But was 
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the artworld really more progressive than the rest of society? This apparent early 

integration was largely due to the influence of foreign artists living and working in 

Bermuda. One of these was Byllee Lang a sculptor who came to the islands from Canada 

and who, in addition to her sculpting responsibilities taught art and welcomed both white 

and black students into her classes. However, when I asked about what it was that made 

integration work in the artworld, Barritt’s response implied that while integration was 

welcome and progressive it may not have been as embracing as it is sometimes portrayed, 

“I don’t know that it ‘worked’, however there were no barriers, if you chose to, you 

painted and submitted work to be juried.” Barritt added that the Association became an 

exclusive ‘social event’ much to the disappointment of some of the better artists. And as 

progressive as it may have appeared to be in the 50s, 50 years later the attendance and 

support has never reflected the demography of the island. The artworld is still seen by 

much of the population as a bastion for white Bermuda and many black people have little 

interest in patronizing art galleries such as the Bermuda National Gallery. 

Cross-fertilization  

While there were international artists traveling to Bermuda, there were Bermudian artists 

traveling to other locations. Each could take advantage of the ‘other’ and everyone could 
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be regarded as a tourist. “For every native of every place is a potential tourist, and every 

tourist is a native of somewhere (Kincaid, 1988).” Barritt and Tucker were among those 

who saw an advantage in leaving the island even if it was only for exposure to other 

cultures and to view home from a distance. Barritt said: 

Having had the opportunity of going to Canada to further my education and 
art studies (the only one of five children to do so), I had the chance to view 
life 'off the Island' and perhaps see Bermuda in a different light. Until then, 
having grown up in Bermuda, I accepted segregation as the norm. It was not 
an immediate change of thinking, but part of a gradual maturing (Moniz, 
2009). 

Cross-fertilization constantly took place. American watercolorist Charles Demuth 

who spent time in Bermuda as many other artists had done found that his work 

“underwent a radical change (Calnan, 1994).” Tucker, who had an interest in adding more 

vibrant color and an African influence in his work left Bermuda and travelled to Haiti to 

work with artists there.  However, despite the availability and accessibility to other 

environments, cultures and expertise, both Bermudian and visiting artists appear to have 

chosen and pursued their own interests. The Tucker sisters Ethel and Catherine, like 

Barritt and Tucker (no relation to the Tucker sisters), were also trained overseas but unlike 

these men their work remained the epitome of the colonial aesthetic, they steered clear of 
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critique. Norman Lewis and Alfred Birdsey are additional examples of artists who have 

been respectively restricted and supported by the cultural hegemony of the day. 

Black American artist Norman Lewis is claimed by both the black and art 

communities of Bermuda as also being one of theirs. Although there is no record that he 

personally had ever visited the island, both of his parents were Bermudians who had 

immigrated to New York City. With New York City being one of the closest ports to 

Bermuda, and artists of fame making their way to the island, Bermudian artists had 

excellent excess to the American artworld and those with an interest in black culture 

would have been fully aware of Lewis’ work within the broad movement known as the 

‘Harlem Renaissance.’ Lewis had been exhibiting for approximately twenty years before 

Tucker, and his style transitioned from a representational one with social themes to the 

abstract work (figure 21) that he became known for.  

Ironically, it was Lewis’ race that influenced his decision to change from overt 

social critique. He said, “I did a lot of looking and listening. I wanted to be above criticism, 

so that my work didn't have to be discussed in terms of the fact that I'm black.” “Apart 

from those who saw abstraction as the latest trend, many artists genuinely believed it was 

the only viable route away from the formal and ideological limitations of social realism: a 
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tradition that… was increasingly viewed as constrained by politics, varying schools of 

cultural nationalism, and an overwhelming social agenda (Powell, 2003).” However, a 

social and political dimension remained in Lewis’ work. This was not unexpected. 

According to critics, this decision to shift towards to abstraction is merely a conscious but 

not total repression on the part of the artist (Zimmer, 1999). This phenomenon was already 

evident in the work of many other well-known abstract painters who had acknowledged 

the pressures of racism and had made the decision to move away from intentional social 

critique, but in whose work a social and political dimension remained.  
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                                      Figure 21. Norman Lewis, “Harlem Courtyard”. 1954 

Persistence of social and political dimensions

 Bermudian artist Alfred Birdsey and American Regionalist artist Joe Jones are 

another pairing of interest that illustrates cross-fertilization and the persistence of social 

and political dimensions in visual art. Their works provide additional information that 

helps one to grasp the racial politics of the 1950s. Alfred Birdsey (1912-1996), a 

contemporary of Barritt and Tucker, has long been one of Bermuda’s celebrated artists. 
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Known as a humble man who enjoyed chatting with visitors, Birdsey immersed himself in 

the arts, reading extensively and experimenting with various media and techniques. He 

was fascinated with everything around him as life in Bermuda was so different from his 

childhood home in England. Never satisfied, however, he constantly searched for more 

effective and liberating ways to create representations of life around him. All of this 

changed however, after he met American artist Joe Jones. According to the Royal Gazette: 

However, it was a meeting with Joe Jones, an American modernist artist 
who came to Bermuda to paint in the winter of 1958, that led to the 
development of the style with which Birdsey is most closely identified. As 
the duo experimented with various painting styles and imagery, the 
Bermuda artist, working in watercolour, began to develop his characteristic 
mature style of loose brushwork and minimalist imagery. By the late 1960s 
he was the complete master of a medium that was uniquely his (Acton, 
2010). 

It is not surprising that Joe Jones (1909 - 1963) came to Bermuda. Having 

achieved fame in New York City, he left for Bermuda, which had quickly become the 

quick getaway destination especially for elites in the American northeast. Jones is 

considered a major twentieth century painter and printmaker. His name is mentioned 

alongside Thomas Hart Benton and other regionalists and he was also one of the leading 

artists of the social protest movement throughout the Great Depression and until the end of 

World War II. According to Time magazine: 
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Joe Jones was one of the angriest proletarian painters of the 1930s. His 
canvases were packed with demonstrators, motherless waifs and starving 
victims of capitalist greed. In his milder moods, he turned out farm scenes 
in the best Midwestern tradition, with bright, theatrical coloring. Said Joe 
Jones, simply and violently: "I want to paint things that knock holes in 
walls (Jones, 1951)."  

 

                  Figure 22. Joe Jones. Mural section of “The Struggle of the South”. 1935.  

                 University of Arkansas, Little Rock Archives. 

 

 Jones certainly knocked holes in walls and established himself as an artist with a 

social conscience by depicting the bad along with the good in his American regionalist 



Texas Tech University, Edwin M. E. Smith, August 2012 

  93 

work. His subject matter included the organized demand for fair treatment by blue-collar 

workers,57 and the cruelty of racial crime including rape and murder by the Ku Klux 

Klan,58 and lynching (figure 22). However, by the time he visited Bermuda his work had 

already undergone significant changes. The depictions of an angry protesting subaltern 

were replaced with abstracted modernist explorations of the relationships between the 

elements of art. Jones had been looking for a new direction and he found it in the East 

Asian art of the color silk-screen. He dedicated himself to the exploration of this new 

medium and the resulting works have been regarded as masterworks of their time. 

However these new depoliticized works lack the passion and force of his earlier, socially-

concerned work. 

Jo Birdsey Linberg has remarked that she observed her father and Jones spending 

many evenings together painting at the kitchen table.59 They shared their aspirations, 

challenges and techniques late into the night. Birdsey was fascinated with Jones’ newly 

acquired technique and saw its abstracted approach as providing the liberating dimension 

                                                        
57 Jones, Joe. We Demand, 1934. 

 
58 Jones, Joe. American Justice, 1933. 

 
59 Jo Birdsey Linburg, in telephone interview with author. February 2010. 
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that he was looking for. Birdsey embraced and adopted Jones’ modern abstract style. His 

brushstrokes became minimized and were not much more than mere suggestions of his 

favorite subject matter (figure 23). Eventually Birdsey brought Jones’ technique to a new 

and higher level. 

I became aware of Joe Jones in 2009 and upon seeing his (later) work his technical 

influence on Birdsey was instantly apparent to me. Both were artists involved in a search 

for inspiration, fresh ideas and confidence and benefited from their interaction. 

Nevertheless, knowing the fervent support and interest that Jones had for the marginalized 

peoples in his homeland and the expressive visual art that he was driven to create as a 

response, I would like to have seen Birdsey influenced by Jones’ ‘angry’ period as well. 

Bermuda was facing its own social challenges at the time and the monumental theatre 

boycott took place only one year after Birdsey and Jones first met.  However Birdsey did 

not have to be so directly influenced. Despite his apparent appearance as a non-

confrontational artist prolifically creating spontaneous abstractions of paradise (according 

to long-time friend E. Michael Jones up to 25-30 per day) there are undeniable evidences 

that traces of politics can be seen in Birdsey’s seemingly apolitical work. With his faceless 
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people, Birdsey contributes to the discourse of invisibility/visibility, roles and the social 

expectations of the island. 

Birdsey was influenced by Jones’ modernist style, not his “knock holes in walls” 

work. As a result, although he was mentored by one of the world’s renowned proletarian 

painters and lived during a high degree of social change in his community, and even 

though he typically included blacks in his work, Birdsey chose not to address it. The 

blacks were depicted as faceless people. Much like British art from the previous two 

centuries, their inclusion was deemed necessary but their identity was not. These 

faceless people can be seen then as supplementary impersonal elements in an artificial 

landscape in compositions that are an extension of the tradition of the picturing of colonial 

power.60 

                                                        
60 Through British Eyes: Images of Bermuda 1815-1860. exhibition catalog, (New York & 

Bermuda National Gallery: The Pierpont Morgan Library 1996), 8. 
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Figure 23. Alfred Birdsey. Untitled. Circa 1970. Collection of E. Michael Jones and on display at 

ACE gallery May-November 2010. 

 

Tucker also had faceless people in his Storm in a Teacup, but his figures were 

central primary focal points that were in control of their environment while Birdsey’s 

merely contributed to the composition. Even Barritt’s abstracted figures and faces 

provided expression and evoke an empathetic response. Unlike Birdsey and Jones, Barritt 

and Tucker did chose to look critically at the social realities of life in their colonial 

homeland and with their paintings based on the events of June 1959 they intentionally 

addressed a situation that did not reflect paradise.  
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A yoking of opposites? 

Barritt admitted that the boycott appealed to him and Tucker and that they both decided to 

tackle it. A decision of this sort comes as no surprise to Postcolonial theorist Gayatri 

Spivak who suggests that one who has been subjected to subordination and unequal 

treatment may have a heightened appreciation and interest in human values and a better 

life (Spivak, 1988). Both Barritt and Tucker replaced the traditional western perspective 

and interests with an opposing point of view (Seppa, 2010). Just as the Progressive Group 

chose to reject aspects of colonial behavior, these artists exercised their own voyeuristic 

gaze or necessary ‘true vision’ (Said, 1978). Bearing in mind their race, they apparently 

represented both sides of the divide. But can this be considered as a yoking of opposites? 

While their corroboration with each other can be seen as the races coming together and by 

extension, the coming together of the colonizer and colonized and by further extension the 

west and its others, it involves more than this. According to Professor Anita Seppa, the 

yoking of opposites is really the postcolonial realization that concomitant with 

‘enlightenment’ and modernization was Western brutality and savagery. Rather than 

positioning the West as enlightened and the rest as needing to be, Westerners, represented 

by the British colonialists had both characteristics and as such were no different from 
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anyone else. The significance of this is that dominance based on race or cultural 

differences has no real basis- it is something imposed, artificial. Especially in a hybrid 

people located in a “third place”, there can be no distinctions such as two Bermudas with 

one having a superior perspective over the other. Barritt and Tucker may have understood 

this. Their work demonstrates that each tried to view and represent life from other 

perspectives, seeing each as equally important. Novelist Jamaica Kincaid came to a 

similar conclusion: 

Of course, the whole thing is, once you cease to be a master, once you throw 
off your master’s yoke, you are no longer human rubbish, you are just a 
human being, and all the things that adds up to. So, too, with the slaves. 
Once they are no longer slaves, once they were free, they are no longer 
noble and exalted; they are just human beings (Kincaid, 1988). 

 

The fact that artists have shied away from critique even after Barritt and Tucker 

had made their bold steps in this direction serves as evidence of the pressures against 

societal change.  Added to this is the fact that neither Barritt nor Tucker continued to 

produce and exhibit works with overt social commentary. Barritt explained to me a 

number of progressive ideas that he had but were never completed. And before his death 

in 1976, Tucker’s work included much modernist experimentation but did not return to the 

same intentional critique. 
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Conclusion 

The motivation to produce art that had as its goal bringing about the end of second-

class citizenship (Harries-Hunter, 1993) had to be personal and is exemplified by Robert 

Barritt’s statement that “It just comes in the work that I do- and if that is what is coming 

out, I let it happen.” Combined with Charles Lloyd Tucker, he has created works that cast 

critical attention on issues arising from Bermuda’s colonial experiences. Barritt’s ‘Theatre 

Boycott, Upstairs Right, 1959’ and Tucker’s ‘Storm in a Teacup’ are works that reveal 

that Bermuda was experiencing a postcolonial power struggle expressed mainly through 

racial tensions. But more than merely commenting on a local struggle that was coming to 

a head, these works address the exploitative relationship (Gandhi, 1998) between the West 

and its ‘Others’ that was evident even in one of the smallest and remotest of the British 

outposts. If only for a short while, both artists stepped outside of their immediate cultures 

and were open to exploring, and expressing themselves on national and international 

issues.  
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Chapter Two 

Disenfranchisement and Irresistibility: Polar and Parallel Motivations 

“The cartoon has much to offer the historian concerned with 
public opinion and popular attitudes.” 

Thomas Milton Kemnitz 
 

“… their emotions became a creative tool, that helped generate powerful art.” 
Charles Zuill 

 

In 1994, exactly ten years before Gregory Volk expressed his concern that 

Bermuda’s visual artists were not addressing real issues, several young men were taken 

into police custody for doing just that. These young men were believed to be members of 

the newly formed National Youth Alliance, an underground association that formed to 

speak out against what they perceived as the injustices of the "evil power structure'' in 

Bermuda. Remaining anonymous, this group chose to get their message out by publishing 

a newsletter ‘The Nationalist’, that contained essays, poetry and graphic illustrations in 

which they urged the black population to mount a ‘brutal freedom fight’ against the 

politicians and the political structure which they portrayed as benefiting from the legacy of 
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slavery and remaining racist. The arrests and the charges that these young men faced61 

along with the fact that the National Youth Alliance members saw it necessary to keep 

their identities secret are among the realities that are to be considered when one questions 

the choices of the visual artist and why there appears to be a lack of addressing real issues. 

Certainly the western march of European civilization62 that created these new hybrid 

societies has also played the most significant role in this deficiency. Its colonial leadership 

and dominance that are responsible for what can be regarded as “successive 

displacements,” are also responsible for “special conditions of existence (Gilroy, 1993)” 

that have placed limits on the freedom of expression. Some of these I will explore. 

I am particularly interested in the use of the socio-political illustration as a medium 

of expression in the effort to effectively communicate a perspective on substantive issues. 

I have found that within the half-century from 1959 to 2009 there were artists working in 
                                                        

61 Association with the National Youth Alliance could not be proven and the charges of 

obscenity and sedition were eventually dropped. “No Charges Expected in ‘Nationalist’ 

Investigation,” Royal Gazette (Hamilton, Bermuda), January 23, 1995. 

 
62 Atlantic historian Bernard Bailyn says that between 1603 and 1660 approximately a 

quarter of a million Englishmen left home to resettle in various parts of the Atlantic basin and is, 

in his opinion,  “the greatest population movement in World History”.  Bermuda is a true colony. 

The islands had no indigenous people when the British arrived and persons of color were brought 

to the island later firstly for their expertise and then for enforced labor. 
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Bermuda who chose to reveal their feelings and positions on these issues and the less than 

ideal realities, and they saw socio-political illustrations, which I will refer to as cartoons 

from this point, as the ideal medium to do so. Cartoons, largely because of the efforts and 

directions taken by its earlier creators, are generally expected to contain overt social 

commentary, as they often bring together issues and conflicting opinions. In fact, one 

celebrated illustrator has admitted that cartoonists fear ideal and perfect situations and said 

“what subject would that leave for his art (Laxman. 1989)?” 

Bermuda has had several skilled cartoonists whose work has been featured 

regularly in its local publications63, but most Bermudians today would associate 

cartooning with the work of Peter Woolcock. His satirical views on current events have 

appeared regularly in the Royal Gazette for the past 21 years. Woolcock is now a 

household name and his cartoons are woven into Bermuda’s culture. There are those who 

have expressed a sense of achievement when referenced in one of his works. One of these 

said “There is a secret satisfaction in knowing that you ‘made it’ into what has become an 

                                                        
63 In addition to Peter Woolcock and Simba, the cartoonists that I primarily focus on in 

this chapter, other popular cartoonists whose work has appeared in local publications include Ken 

Giles and Al Seymour. 
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important part of our national treasury of humour.”64 However, as familiar as Bermudians 

are with Woolcock, they are equally unfamiliar with the National Youth Alliance, their 

newsletters and their cartoons65. (For brevity I will hereafter refer to the National Youth 

Alliance as the Alliance.) In this chapter, I have paired the works of both. From Woolcock 

I have selected to focus on two cartoons in particular. He has not named them but I refer to 

them as Wally Redondo’s Egg Farm, (2000), see figure 29, and Glass Ceilings, (1996) see 

figure 30. One shows a confused Portuguese farmer seen standing among his multicolored 

chickens being urged to choose his racial classification by the Government Statistics 

Department. In the other, a despondent black politician is shown apparently reacting to 

perceived continued discriminations based on race. These cartoons address the pervasive 

nature of the issue of race in Bermuda and the absurdity that can be associated with it 

when one considers perspectives relative to areas such as employment and social 

classification. From the Alliance, I focus on their cartoon Tea & Crackers, (1994) see 

figure 27. With the use of a fictitious tea party on the lawn of the Governor’s House, this 

                                                        
64 Idwal. Hughes, ‘Introduction’. Woppened #17: Royal Gazette’s Year in Review for 

2004-2005. (Bermuda: Royal Gazette, 2005).  

 
65 Several artists created the cartoons in the Nationalist newsletter, each of them signing 

their work using aliases. For this paper, as I see them speaking as a single entity with one voice, I 

regard the Alliance as creator of the cartoons and I give the acknowledgement to them.  
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cartoon exposes perspectives on colonial rule in Bermuda and the status of the country’s 

citizens with blatant racial overtones. 

Unlike the pairing of Barritt and Tucker in Chapter One where both were actually 

friends the Alliance and Woolcock was not a ready-made pair. They have not otherwise 

been linked in any discourse to my knowledge. In fact, Woolcock himself was not even 

aware of the Alliance and their work until I informed him. In this chapter I will explore 

contrasts between this pairing, their works and motivations but I have focused more on 

what they have in common: their shared art-form, their shared context of time and place. 

They are ideal primary resources to identify and substantiate the national issues. Even the 

extremes of their receptions provide valuable evidences of the social climate, exposing the 

amount of progress towards integration that had occurred in the Bermudian society since 

Barritt and Tucker daringly injected critique into their paintings when segregation was 

sanctioned and actively practiced. These cartoons are part of a small body of work that is 

sufficient to prove that art is a language and a powerful medium to influence change and 

that these are expressions of “how the people feel”. 

In my analysis of these cartoons, it is important to note that issues such as race 

relations covered in Chapter One cannot be avoided and will have some prominence 
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because of the disproportionate representation within the classes. The haves and the have-

nots are still largely thought of as synonymous with whites and blacks respectively, not 

only by those old enough to have lived through segregation but also by those who see that 

the demographics of employment, neighborhoods, and social institutions indicate real 

racial disparities. Certainly, in the growth of the Americas, “racial subordination played 

the central role.”66 However, it is my intention in this chapter to examine the issues of 

anonymity and marginalization, pacification, and the freedom of expression. But before 

this, it is imperative to begin by defining the cartoon and providing a brief history of its 

evolution including mention of the work of a few trailblazers. The overview discloses that 

the involvement of artists in cartooning, no matter who they are, is another example of the 

following of western aesthetic hegemony and much more importantly it anchors the fact 

that the regard for this form of art has evolved from that of merely comic drawings to 

being regarded as legitimate visual artworks that serve as valuable resources.  

 

                                                        
66 Avalos Manuel, et. al. “Race, Land, Money and Power: The Persistence of Racial Stratification 

in Brazil and the United States”. 1997 Annual Meeting of the American Political Science Association 

catalog. 
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“Sociological Testaments for Intellectual Evaluation”67 

Definition 

The term cartoon originally referred to a preliminary or actual-sized preparatory drawing 

for a painting or other work of art and at times is still used with this definition in mind. It 

has come to mean an image that is oftentimes intended to be humorous and made so by the 

use of exaggerated representations of the characteristic features of persons or things 

(Streicher, 1967) or the use of satire or caricature for the purpose of making a joke or 

expressing an opinion (Kemnitz, 1973). Conventional artists and illustrators create these 

artworks, as they have found this to be fun, effective or a provocative way to express their 

thoughts about individuals and events, and there are those for whom this became a 

specialty.  

The socio-political-themed works, the focus of my interest, became very popular in 

mid 18th century Britain (Laxman, 1989). At the time there was a gradual rise to economic 

power of a middle class and the artists, along with their new middle class patrons had 

changing perspectives on the world around them (Greider, 1996). For example, the 

                                                        
67 This phrase was coined by art historian John Canaday. 
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politicians and aristocracy and their lifestyles were increasingly seen now as hypocritical 

and ludicrous and, for the artist, their behavior as perfectly suited for satirical treatment. 

For centuries visual artists had already created works that contained underlying messages 

and also works that contained elements whose combined meanings created a narrative 

understood by the observant and informed viewer. This British audience, familiar with 

both the individuals and people types portrayed and the general references to the 

contemporary follies and social conditions, understood and enjoyed the satirical treatments 

such as the overstuffed John Bull68 and the ridiculous extravagance and shenanigans of the 

upper classes.69 With their patron’s support, the artist had now become more overt in his 

commentary and there was no censorship legislation to govern the extent to which he 

could go. 

A quartet of famous British cartoonists 

Unfortunately, not much is known about previous generations of cartoonists. There are 

several individuals who are considered to be very important including a quartet of famous 

                                                        
68 James Gillray. “John Bull taking a Luncheon”, 1798. 

 
69 William Hogarth. “Marriage a’la Mode”, 1743–1745. 
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British cartoonists, William Hogarth, George Cruikshank, Thomas Rowlandson, and 

James Gillray, but less information is available about their rivals who actually produced 

most of the cartoons from 18th century (Kemnitz, 1973). Hogarth is the best known of 

these four and in his prints, which were among the first to be mass-produced and available 

to the public, individuals were depicted as they were, with both their normal physical 

attributes and their less than perfect attitudes and behavior. (See figure 24A) This is 

necessary to highlight, as it was a departure from the usual tradition of making subjects 

appear better than they were, and at times even elevated to a god-like appearance. Hogarth 

also intentionally focused on common themes and subjects. While these characteristics 

may not seem to fit the definition of cartoons, the critical depiction of the behavior and the 

interests of the subjects hardly needed exaggeration. With this, Hogarth can be considered 

as one of the earliest modern artists and his work became a standard that is so well 

referenced that those whose style is representational but also satirical, sequential and with 

moral themes are referred to as Hogarthian. 

Much the same as Hogarth, James Gillray was a superb draughtsman who was not 

interested in flattery and beauty but rather in exposing the ugly truth as he perceived it in 

the characters he chose to focus on. He earned his place in this quartet because of his even 
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sharper satirical treatment. His ‘victims’, mainly social subjects at first and politicians 

later were, unlike those of Hogarth, severely distorted, sometimes obscene and often 

offensive. (See figure 24.B) Gillray worked hard at his craft and his preliminary work 

shows his careful attention to his printmaking techniques. As a result his work, mainly 

published between 1792 and 1810, has been enjoyed long after the incidents behind the 

work have been forgotten, leading him to be regarded by many as the leading caricaturist 

of the late eighteenth century, and the father of the satirical cartoon.70 

Gillray was, in turn, an influence on George Cruikshank.71 With a style that was 

looser and sketchier than Gillray but often just as vicious, Cruikshank was enormously 

popular during his day and his prints were widely distributed internationally. His 

viciousness was known to be particularly ‘biting’ when he deemed necessary. (See figure 

24.C)  In fact, his attacks on his subjects were so effective that King George IV offered 

him a bribe to cease focusing on him. However, Cruickshank’s legacy includes important 

precedents. The cartooning he did for authors such as Charles Dickens tremendously 

helped their works to become popular. The hilarious series he produced called 

                                                        
70 “James Gillray: The Art of Caricature.”  Tate Britain. 11 September 2011. 

 
71 “George Cruickshank.” Spartacus International. 12 September 2011. 
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Monstrosities (1816-1829), in which he mocked the fashion of the day, is a forerunner of 

fashionable illustrated journalism. Perhaps even more importantly, in 1819, Cruickshank 

used his work to present his perspective on the Peterloo Massacre that occurred that 

summer. Although created in his cartoon style, the depiction of the perpetrators, the 

victims, and the horror of this incident remains a powerful precedent for other responses to 

tragedies of human slaughter such as that which was exemplified in Picasso’s Guernica 

created over a century later in 1937. 

The final member of this quartet is Thomas Rowlandson. He lampooned the 

current behaviors and fashions in numerous prints but he is distinguished from the 

previous three cartoonists by being the one who may have created the first cartoon 

character. Rowlandson provided the illustrations of the fictitious character Dr. Syntax (see 

figure 24.D) that appears in a series of three books written by William Coombe that are 

based on the imaginary tours and adventures of Dr. Syntax’s life (Combe, 1868). 
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Figure 24. Details from a quartet of famous British cartoon pioneers. 

A. William Hogarth. Marriage A-la-Mode: #4 The Toilette, 1743. 

B. James Gillray. John Bull Taking his Luncheon, 1798. 
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  C. George Cruikshank. A Free Born Englishman! The Admiration of the World!!! And the 
Envy of Surrounding Nations!!!!! 1819.  

D. Thomas Rowlandson. Dr. Syntax Stopped by Highwaymen, 1820. 

 

These cartoonists also satirically addressed realities associated with life in the 

Atlantic colonies. Situated in England and working during the 18th century they were 

impacted by European expansion and the establishment of colonies in the Atlantic regions. 

As a result of colonialism, there was a new and increasing presence of exotic goods that 

were produced in the colonies and of African and new world persons. Hogarth for one 

includes black servants in his work such as in his Marriage à la Mode series. Their 

inclusion certifies affluence and luxury as they represent a foreign import much the 

same as sugar and coffee. However the inclusion of blacks by Hogarth also serves as 

an indicator of depraved moral values, vanity and greed. In plate four from this series 

(figure 25), Hogarth’s black servant was placed in the center of the composition. 

Totally contrasting with the other occupants of the room, he appears to be the only 

sane person in the room as he looks with amazement at the aristocratic guests and 

their absurd undignified behavior. The other black person is a male child playing in 
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the left foreground and he too is being used by Hogarth to reveal the immoral 

intentions and desires of the Countess and her suitor Silvertongue. 

 

Figure 25. William Hogarth, The Countess's Levée, plate 4 from the series Marriage à la 

Mode, London, 1743. 

Beyond Great Britain 

British illustrators did not continue to dominate the art of cartooning. Subsequent 

important works soon originated in other places such as France and eventually with the 
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spread of Empire was also created in the colonies. Appearing more in newspapers and 

other periodicals as opposed to stand-alone prints, and with its imagery of social types and 

classes, it was found to be particularly effective in communicating a message (partisan or 

not) very quickly with all viewers, even the less literate. The exaggerations and minute 

details they provide in their work are deemed necessary and important, significantly 

contributing to the intended message. The resulting cartoons provide the viewer with 

much information although one can run the risk of reading too much into them, insisting 

on meanings that may never have been imagined or intended by the creators. These same 

elements also provide excellent insight and illumination for today’s audiences, collectors 

and art institutions of socio-political information of previous times not easily obtained 

through other sources, often revealing that the issues and concerns are not much different 

from that of today message (Kemnitz, 1973). 

The very reasons why cartoons were so successful in England in the 17th and 18th 

centuries make them appropriate in postcolonial contexts as well. For example, satire is 

just as effective as a tool or weapon in the hands of the disenfranchised in their efforts to 

expose and undermine the injustices experienced under colonial power. The postcolonial 

artist having assimilated the culture of the colonial hegemony and coming to the 
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realization that he has an experience and a history that has not been represented, then 

turned his attention to his own indigenous heritage and story and finally uses his art to 

inform and motivate the community he represents, often the marginalized (Fanon, 1967). 

This is an action that is often motivated by protest (Harrington, 2004) and from a newly 

empowered position, and as such is truly counterhegemonic (Seppa, 2010). Apparently 

whoever assumes the ‘gaze’ typically thinks of the other’s behavior as strange or 

inappropriate. 

When seen as a creative response that has the potential for defining a period, or 

when seen as a critical resource or even as a weapon that has proven to be effective for the 

marginalized of different places and times, cartoons are then much more than enjoyable 

entertainments. They are unmistakably credible evidences that contribute to the discourse 

of how the people feel, or "sociological testaments for intellectual evaluation."72 This is 

my basis as I look at the issues raised in the cartoons created by Peter Woolcock and by 

the Alliance. 

 

                                                        
72 John Canaday as quoted by Arthur Berger. “Taking Comics Seriously”, The Wilson 

Quarterly, 2.3, 96. 
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Anonymity and Marginalization 

To hide or not to hide 

As I turn my attention directly to the cartoons of Peter Woolcock and the Alliance, an 

issue that comes to the fore, even before a consideration of the actual imagery and content, 

is the glaring contrast in the identification of the originators of the works. Peter Woolcock 

has never hidden his identity while the creators of the cartoons of the Alliance used aliases. 

In fact, in this regard the contrast in the authorship between the two cannot be greater. 

Many Bermudians I encountered said that they have never heard of the Alliance or its 

publication and have no recollections of the waves they stirred in 1994. In regards to anti-

colonial organizations, such as this group, the public is more familiar with the efforts of 

the Progressive Group (from Chapter One) and of the Black Beret Cadre73, an 

organization that held the same anti-colonial perspective twenty years earlier. Woolcock, 

                                                        
73 The Black Beret Cadre was a Bermudian paramilitary black power organization that was 

fashioned after the US Black Panthers. Although I mentioned the Berets as one group that more 

people are familiar with, this familiarity can be attributed to the fact that this organization was 

more open, holding public meetings and eventually the Black Power Conference, a major Global 

conference that brought pro-black activists from across the world to Bermuda in 1969. 

 



Texas Tech University, Edwin M. E. Smith, August 2012 

  117 

on the other hand, is well published and regarded not only as an exceptional talent but also 

as Bermuda’s favorite political cartoonist.74 

Choosing to remain anonymous can be used as part of a strategy in order to have 

the audience concentrate on the issues presented rather than on the identity of the artist. It 

nonetheless leads to questions about the artist and can be suggestive that this person may 

be either a coward emboldened by the anonymity or is one who considers himself as one 

who is operating outside of the mainstream and who fears potential suppression or 

retribution. I began this chapter with references to the fact that the Alliance was an 

underground association. Although now defunct, the members of this group have 

remained anonymous and there is no official listing of its members75 Even the creator of 

the cartoon Tea & Crackers remained anonymous by signing his work with the alias 

                                                        
74 These accolades can be found in the Bermuda National Gallery catalogue for the 

Autumn 2004 exhibitions: Variations on Bermuda theme; the genius of Peter Woolcock. 

 
75 John Gibbons, one of the young men who was arrested by the Police Special Branch 

officers and who faced charges of breaking obscenity laws and sedition before being eventually 

released on bail, is the only name that is publicly associated with the Alliance. Now 36 years old 

and an Insurance manager, this young man remains a progressive thinker and activist. He has 

stepped back (September 2010) into the public eye as a political candidate with an environmental 

platform as he believes Bermuda can become one of the first oil independent countries in the 

world. 
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Simba, a name that is entirely consistent with the Alliance’s pro-black philosophy. 

Although it is a male name of East African origin from the Swahili language meaning lion 

and thus has the desirable connotations of a strong African male, one cannot discount the 

fact that Disney’s introduction of this name to the wider world in the same year (1994) in 

its popular animated film The Lion King in which Simba was the central figure may have 

also had a major influence on its selection.  

Keeping one’s identity hidden for personal safety was a necessary practice of 

Bermuda’s marginalized community76 since before emancipation77. I hasten to add that the 

marginalized community of Bermuda has been mostly but not exclusively synonymous 

with the black community, a point that will be developed further later. When the slaves 

were allowed to have free time78 they practiced their own traditions including the ‘gombey’ 

(pronounced gum-bay) tradition, a spectacular visual display and colorful dance of West 

African, Caribbean and North American Indian roots. (figure 26) Coming from a non-

                                                        
76 Until 1998, like South Africa, Bermuda’s white minority population held government 

and economic power. After then, with the Progressive Labour Party winning the General Election, 

the balance of power changed.  

 
77 August 1, 1834 

 
78 This was only on two days per year, Boxing Day and New Year’s Day. 
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western, non-white perspective, this activity matched some of the intentions of the 18th 

century British cartoonists, in that it provided for its practitioners and audience much 

entertainment and significantly served as an outlet to express in an open arena, although in 

coded form, exactly how they felt about their social situation.   

 

Figure 26. Bermuda Gombey dancers, 2010. The headgear of the Bermuda Gombey 
costume includes a mask to hide the identity of the performer. 

While mocking their masters and their European traditions the gombeys hid their 

faces behind hideous masks (Godet, 1860), an occurrence that the authorities may not 

have fully understood but were nevertheless uncomfortable with. Historian Ronald 

Lightbourne says: 
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We know that amongst the measures taken by Bermuda’s Legislature 
following the 1761 conspiracy to revolt was the banning of Gombey 
dancing. One surmises that the government feared the decorative Gombey 
masks, which obscured the performer’s identity, and allowed him to escape 
political retribution. In the Gombey we see an archetypal Bermudian 
entertainer: masked, in a group, performing dances that tell stories of 
resistance and survival. This is so even today (Lightbourne, 2003). 

 

One hundred and twenty-five years later in 1959, anonymity was still seen to be a 

necessary strategy by the marginalized in Bermuda. The members of the Progressive 

Group, spoken of in Chapter One and responsible for the Theatre Boycott, operated 

anonymously and remained anonymous from 1959 until 1999 when they revealed their 

identities on the fortieth anniversary of the boycott. Even while using the name ‘The 

Progressive Group’ in advertising and other documents relating to the Theatre Boycott 

they called themselves ‘The Johnson Literary Society’ in order to appear to be an ordinary 

social group and to open a bank account without suspicion. Apart from the fact that people 

would not pay much attention into what they were promoting anyway, as they were a 

group of young people newly returned from college abroad79, they felt anonymity to be 

                                                        
79 This is a reflection of colonial hegemony. Both black and white Bermudians had a habit 

of scornfully inquiring, “Who do you think you are?” and often, good ideas were rejected when it 

was realized that they came from those not deemed to be important, with important translated as: 

caucasian, expatriate, or an older person with undeniable expertise in an area. All others and young 

people in general were traditionally seen as ‘upstarts’.  
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important because they knew they were putting themselves and their parents at risk. They 

found that police detectives were watching the home where they met regularly, and they 

were aware of instances where families lost their homes on suspicion of actions taken that 

were not approved of by the government.80 This is confirmed by Pauulu Kamarkafego, a 

former Member of Parliament and regarded as the father of Universal Adult Suffrage in 

Bermuda: 

Whenever representatives of the oligarchy came around during election 
time to solicit support, they would remind the coloured people of how they 
got their houses. And also about the mortgage on the houses and how it 
could be called in at very short notice and the coloured people were and 
still are very fearful of such actions.” “There were very few Black 
Bermudians without this inferiority complex (Kamarakefego, 2002). 

 

The serious decision as to whether or not to disclose authorship can be further 

complicated by the concept that knowledge of authorship may be as important as the 

discourse itself, especially when one considers it as not resting solely on an individual but 

on the community of like-minded or affected individuals whom the perspective represents. 

Often, as in Foucaultian theory, “the author’s name manifests the appearance of a certain 

                                                                                                                                                                       
 
80 The members of The Progressive Group shared this experience in the Bermuda 

documentary ‘When Voices Rise’. 
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discursive set and indicates the status of this discourse within a society and a culture 

(Foucault, 1969).” One cannot be “an indefinite source of significations which fill a work; 

the author does not precede the works; he is a certain functional principle by which, in our 

culture, one limits, excludes, and chooses (Foucault, 1969)”. With this, the cartoons of the 

Alliance and of Woolcock can be regarded much the same as an anonymous posting on a 

wall that one may consider as having a writer but not necessarily that the writer is the 

author With the posting, attention is focused on an issue but any indication of authorship, 

even with a pen name, has the heuristic function of informing one more of relationships, 

status and perspectives.  

Marginalization  

The members of the Alliance felt marginalized and were energized by their disdain for the 

limitation to a second-class status that they felt was still forced on Bermuda’s black 

population by what was seen as its white government. Their work was born out of a 

feeling of disenfranchisement and they saw numerous instances, seldom dramatic, and 

never needing to be, that reminded them of their standing in relation to others in the 

community. “History has shown us on occasions that our lives mean little to them, so why 

worry about what they think of us? We must worry less about their feelings and more 
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about our own concerns”81, a sentiment of independence that is reminiscent of that of 

Frantz Fanon who has said “He who is reluctant to recognize me is against me (Fanon, 

1952).” 

Peter Woolcock represents a different although very similar scenario. He has 

publicly stated that he found the political activity irresistible. Although the Alliance would 

not have used the term irresistible, like the Alliance he was driven to respond to what was 

going on around him. As a white non-Bermudian resident, he exposes tensions that have 

existed between expatriates and Bermudians from pre-emancipation, through the decades 

of sanctioned segregation, and beyond the 1960’s when educated white expatriates were 

attracted to the island to fill very important positions and given rights that were not 

available to black Bermudians (Kawaley, 1994). Woolcock represents the expatriate 

community living and working in Bermuda of which up to 70 percent are white, and as a 

member of this group he has received the constant reminders of his temporary and 

insecure status despite the length of time he has been in the country. Those who have 

acquired their Bermudian status not by birth but by application are commonly referred to 

as ‘status’ or ‘paper’ Bermudians (Critchley, 1995). To date, Woolcock has invested thirty 
                                                        

81 The Nationalist. March 1994, 1. 
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years in Bermuda and he has received his PRS (Permanent Resident Status), but he still 

considers himself to be marginalized. Referring to himself, he has told me “I am 

nothing.”82 According to him, as an outsider in the community and especially one who has 

dared to openly take a critical and satirical gaze at the characters, actions and issues of the 

socio-political world, he has lived with the sword of Damocles hanging over his head. He 

has even wondered if he would have been treated differently if he were black. This 

marginalization however, was not new to Woolcock. He fully understood the complexities 

of overt expression and freedom of speech, as he is an Anglo-Argentinian who 

experienced life under the Peron administration with its culture of restrictions on both 

artists and the media in which political commentary was not allowed. And he experienced 

a life without privilege as he had to work menial jobs such as raking horse manure as he 

sought opportunities for employment and to live a comfortable and rewarding life.  

The Alliance’s cartoon Tea & Crackers (figure 27) is an intriguing work that 

reveals a perspective on race-based marginalization. It features an afternoon tea, taking 

place outdoors in a colonial setting. There is sufficient evidence to indicate that this would 

be at the Government House in Bermuda especially as six of the depicted characters have 

                                                        
82 Peter Woolcock, in personal interview with author, July 11, 2011. 
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visual identities that are meant to be known and would have been more readily 

recognizable to Bermudians living mainly between 1970 and 1995. More importantly the 

viewer is confronted with an image that is neither essentially British nor an island paradise. 

The Alliance has succeeded in illustrating the fact that there is an element of 

ridiculousness when there is an attempt to maintain traditional British customs and culture 

as the standard in locations as far-flung from Britain as the Atlantic colonies (Bhabha, 

1994). According to one source, “Such tensions and contradictions arose out of combining 

a colonial setting with formal principles and visual idioms that grew out of British 

institutions and reflect British social and economic relations (Tobin, 1999).” 

Racially, four of the eight characters depicted are black and four are white (figure 

28). The Alliance depicts each of the four blacks, all males, in inferior roles.83 Two do not 

represent anyone in particular and none occupy a seat at the table.84 The then Premier of 

                                                        
83 Although this distinction is depicted satirically, the depiction of blacks by European 

artists as subordinate and disempowered was hardly unusual. Even Hogarth included black 

servants in this cartoons that can be seen as a subtle reference to the wealth derived from 

connections to the West Indies.   

 
84 Underscoring the racial division in Bermuda, for the 350th Anniversary celebrations, 

held in 1959, not a single black Member of Colonial Parliament (MCP) was invited to the 

celebratory dinner at Government House. Much more amazing is the fact that, having been used to 
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Bermuda, Sir John Swan, is shown simultaneously as a seat for the governor and as a dog 

about to retrieve a bone that is identified as his ‘orders’. Member of Parliament Jerome 

Dill is depicted as a water fountain sculpture standing in the pool on one leg with 

outstretched arms and with water gushing out of his mouth. Both Swan and Dill, shown 

smiling as they perform ludicrous and demeaning tasks, are really being depicted as 

powerless black leaders who are actually controlled by colonial interests. 

 

                                                                                                                                                                       
this segregated treatment, not one black member complained until visiting members of the British 

press raised the matter. 
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Figure 26. Tea & Crackers, 1994. 

 

 

Figure 27. The six specific characters depicted in the Alliance’s Tea & Crackers. The remaining 
two of the eight serve as ‘informers’. 
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The white characters reflect the colony’s historic leadership. The Chief of State, 

her Majesty The Queen, is seated at the head of the table facing the Governor and 

expressing her approval to him for his control of the black (expressed as ‘nigger’) 

population. Her likeness is the iconic image seen on stamps and currency. The governor 

Lord Waddington, resplendent in his ceremonial dress including plumed hat, accepts her 

approval and briefly explains how he did it. To the Queen’s left side there are two 

Members of Parliament Sir John Sharpe and Dr. Clarence Terceira. Sharpe, with smoking 

pipe and crossed legs, corrects the queen by indicating that the term nigger should be 

substituted with kaffir, an inclusion that links Bermuda’s white rule with that of South 

Africa.85  

Tea & Crackers presents a perspective of life in Bermuda from the position of 

many of the country’s young people near the end of the twentieth century who saw 

themselves as outsiders in their homeland. The fact that they had organized themselves 
                                                        

85 Bermuda and South Africa share experiences as part of the British Empire. Between 

1900 and 1902, several Bermudian harbor islands served as a Anglo-Boer War prisoner-of-war 

camp for 4,600 men and boys who were transported here from South Africa, a distance of over 

6000 miles. Other camps where in St Helena, Ceylon, Portugal and India. Over the years 

Bermudian residents have shared the story of the foreign prisoners on the harbor islands to their 

children and grandchildren but the experience was not formally included in scholarship until 1959 

with Colin Benbow’s excellent documentation Boer Prisoners of War in Bermuda, 1982. 
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and were expressing this viewpoint supports the concept that the margin is the site of 

resistance.86 The Alliance consisted of individuals who had matured to the point where 

they personally recognized the realities of living in a society that had blatant privilege for 

a distinct set of people who they did not see as representing them. This was a new 

association and a movement representative of a new generation, although their perspective 

was certainly not new. The previous generation of young blacks in the 60s and 70s had 

expressed the same perspective through their involvement in such groups as the Black 

Beret Cadre (see footnote #174), the Progressive Group in the 50s, and so on. In fact, my 

selection of the Alliance as part of the pairing of artists and their works for this chapter is 

partially because I see them as representing the incredibly consistent perspective of the 

young blacks and their movements that occurred during these decades. One activist 

suggests that these same movements that helped to change society can be considered as 

rites of passage for young blacks.87 The Alliance had however acknowledged their own 

place in these successive movements and their respect for their predecessors: 

                                                        
86 This concept is attributed to Mahasweta Devi. 

 
87 Glen Fubler, in discussion on radio station HOTT107.5. 9 October, 2011 

 



Texas Tech University, Edwin M. E. Smith, August 2012 

  130 

The struggles that we undertake today are not for our own benefit, but for 
the benefit of future generations. We must always remember that the 
luxuries that we enjoy today were only made through the Trojan efforts of 
innovative and creative Afrikan men and women who sacrificed much to 
ensure that the future would be better than the present. For example, had it 
not been for the Committee for Universal Adult Suffrage you, as an 
Afrikan-Bermudian would not be allowed to vote as you did on October 
5tth of last year. Had it not been for the Progressive Group, you would not 
be allowed to freely enter the Island’s hotels, theatres and restaurants. 
These and other gains are taken for granted – the challenges faced and 
overcome by the heroes and heroines of a bygone era in Bermuda history 
are not given the respect and appreciation that they deserve from those who 
today benefit from their struggles.88 

Years later, an historian justified the perspective of young blacks by saying:  

If the State increases taxes against businesses, don’t they react? If the State 
is not friendly with the international business community, doesn’t it react? If 
the white community feels neglected by government, don’t they march? 
What do you expect from young black men, when they are targeted in the 
way they are? They react too, and with some justification, don’t you think? 
(Scott, 2011) 

 

But these movements not only link generations in the Bermuda context but also with the 

experiences of those who are colonized anywhere and especially in the Atlantic colonies. 

According to Paul Gillray: this “unusual perspective has been forged out of the experience 

of racial subordination” and has come to “constitute black cultures (Gilroy, 1993).” 

                                                        
88 The Nationalist, March 1994. 13. 
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Tea & Crackers is however more than conventional statement of black 

marginalization. Adding to the complexity of this cartoon is the fact that with its depiction of 

marginalization the cartoon reveals a system that is divided three ways. The butler in Tea & 

Crackers says “Well! Well! It looks like massas got a new gnome!” ‘Gnome’ (basically a 

short man in the garden) is a slur reference to the Portuguese. This statement places attention 

on Terceira who is of Portuguese descent and is thus an intentional reference to the 

segmentations that was still a prominent part of Bermuda into the 90s.  

After emancipation in 1834, Portuguese nationals were attracted to work in Bermuda. 

It is alleged that the appeal for agricultural laborers was originally to attract more whites to 

the island because the community resented having to pay those whose recent labor had been 

commanded for free for so many centuries (Hodgson, 2011). Whites, especially British, did 

not take up this appeal but rather large numbers of Portuguese workers came from Madeira, 

the Azores, and Cape Verde. Since the first arrival of 58 immigrants in 1849 they have 

assimilated into the society and today it is estimated that up to 25% of the total community 

have Portuguese ancestry (Mudd,1991). However, having been used as ‘pawns’ (Hodgson, 

1988) in a racial and class struggle, the Portuguese had a hard early existence in Bermuda; 

experiencing discrimination by both blacks and whites. MP Trevor Moniz, a well-known 
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politician, said that he felt the discrimination as a young man although he is a third-

generation Portuguese Bermudian: 

Everyday somebody made some sort of comment about the fact that you 
are a little bit different from everybody else. I didn't suffer any terrible 
miscarriages of justice but there was always the feeling that you were the 
odd man out, that somehow socially you were not as good as the others. 
Bermuda had a very rigid hierarchical class structure with the blacks and 
the Portuguese at the bottom of that structure.89 

 

These tensions continued into the 21st century as the country debated the granting of rights 

to long-term residents and their children. The Coalition on Long Term Residents reported 

that it was saddened to learn of Portuguese families who, because of the abuse directed at 

them during the course of Government-sponsored public forums on long-term residents, 

had decided to leave Bermuda.90  

Having the ‘UBP Pocket Manual’ next to Terceira in Tea & Crackers has multiple 

references. UBP identifies the ruling government party of the day (the United Bermuda 

Party) and pocket is a reference to the perspective that Terceira is seemingly allowed to 
                                                        

89 “Independence, Trevor Moniz: Going it alone could spell economic disaster”. Royal 
Gazette. 13 December, 2000.  

90 “Open Letter to the Portuguese,” The Coalition on Long Term Residents. 28 January 

2001. 
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the table and perhaps as a token representative of the Portuguese community. The word 

‘Manual’ may refer to the fact that Terceira had the responsibility for the Education 

Portfolio but it is also another poke at Terceira’s heritage (although a homonym based 

reference)91. 

To be truthful, the depiction of the Anglo-Saxon British as privileged colonizer 

and of all others in the colony as subservient is commonplace, but it is quite possible that 

Bermuda was the only place in the world where one was identified as being either: white 

(sometimes referred to as lily-white or those of unmixed European descent) (Harries-

Hunter, 1993), black (the largest segment and mainly descendants of imported African 

slave laborers) or Portuguese. Referenced until the present day in general conversation as 

if legitimately race-based, this absurd three-way classification has existed despite the fact 

that Portuguese is not a race.  

While there were existing cartoons with stereotypical references to whites and 

blacks, whether together or separately, Tea & Crackers may be the first published with 

                                                        
91 As Manuel (locally pronounced the same as manual) was a common name of many 

Portuguese males, many Bermudians indifferently called all Portuguese males Manuel, a reference 

that is still occasionally heard. 
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reference to the inter-relationships between all three of these major groupings in one place. 

The next cartoonist to reference this three-way classification must be Woolcock with 

cartoons such as Gusty Ridge: Wally Redondo’s Egg Farm, 2000 (Figure 29) in which he 

portrays the concept as confusing and ridiculous. 

 

Figure 29. ‘Wally Redondo’s Egg Farm’, Peter Woolcock, 2000. 

Woolcock’s ‘Glass Ceilings’ (figure 30) also speaks to the sensitivity of race-based 

marginalization. In this cartoon, Member of Parliament Dr. Grant Gibbons tries to console 

Opposition Member of Parliament Alex Scott who is depicted as perceiving continued 

racial discrimination in the plans for the development of the formerly leased base lands 
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that were recently handed back to the Bermuda Government by the U.S. Government.92 

Although the committee is shown as consisting of Bermudian businessmen93 and inclusive 

of both black and white members, Scott is not convinced and the concern of 

marginalization remains. This cartoon illustrates the continued mistrust between the races 

and including the race-based political parties. Woolcock is nodding towards continuing 

discrepancies in opportunities for all despite appearances. Woolcock may also be making 

reference to historical realities where the colonial government in the first half of the 

twentieth century through the Trade and Development Board, while seemingly appearing 

to be working for the good of all of the country’s citizens chose to keep the non-white 

population in a second-class inferior role to meet the expectations expressed by North 

Americans who were being targeted as potential visitors to the island. (McDowell, 1999). 

                                                        
92 The bases were closed in September 1995 and the lands were formally returned to the 

Government of Bermuda in 2002. The Bermuda Land Development Corporation (BLDC) sees these lands as 

truly distinctive and well suited for development as tourist, residential, business and community recreation 

sites. 

 
93 Traditional male business dress in Bermuda still consists of a blazer and shirt and tie along with 

knee-length shorts and knee-high socks. 
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Figure 30. ‘Glass Ceilings’, Peter Woolcock, 1996. 

The Opposition MPs, represented by Alex Scott, who later rose to became the 

country’s Premier under the PLP administration, were fully aware of the history of 

segregation and had the perspective that any distrust of the UBP was a situation that was 

exacerbated by themselves. Supporting this position, Historian James Smith adds: 

Bermuda’s post-Emancipation governments failed to tackle the question of 
race relations directly, leaving a complex and firmly entrenched legacy of 
discrimination and segregation which the present generation of Bermudians 
are now trying to deal with. One of the main indications of this official 
reluctance to lay any solid foundation for racial equality can be found in the 
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franchise law which perpetuated a government by the more affluent whites 
(J. Smith, 1976). 

 

Marginalization is also seen in nontraditional segments. For example, Woolcock 

has identified politicians as another group that has shown fear of exclusion. Although they 

may be considered a privileged and powerful group, he believes that politicians, regardless 

of ethnicity, are afflicted by what he refers to as the Oscar Wilde syndrome. In his decades 

of portraying them he has found that their attitude towards him is generally ‘consult me 

but don’t ignore me’. Politicians want to be included in his work and have expressed 

displeasure when they have not seen themselves represented.94 According to Woolcock, as 

long as you are fairly gentle [in portraying the politicians] they rather enjoy the 

experience! Past leaders have gone on record praising Woolcock for his work and many 

have purchased from him every cartoon in which they were included. 

Anonymity, Homogeneity and Depicted Characters 

Both Woolcock and the Alliance have used an effective technique to maximize the 

opportunities to communicate their message to the viewer. In their work, both use 

                                                        
94 This conclusion was also made by the British MP Edwina Currie (Health Minister 1986‐

1988) in regards to the treatment of politicians in the television program ‘Spitting image’ a program 

that has been described as a living, breathing Punch and Judy show. 
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anonymous characters that serve as informers. Appearing regularly in his cartoons and in 

both examples provided (figures 29 and 30), Woolcock emphasizes his main issue with 

the use of his sidekick lizards who he has named Lucy and Leroy. In these cartoons, for 

those who may not understand the references to historical segregation and discrimination 

based on race, the lizards restate and simplify the issue at hand, offering assistance to 

those who need it as they contemplate and discuss the confusing race categories as given 

in the Manpower Survey. Ironically, their placement on the edge of the cartoon makes 

them almost invisible and can be read as a marginalized perspective. Nevertheless, their 

comments and antics are strong enough to raise the problem, to make Woolcock’s 

originally intended point and to inject humor into it. 

The Alliance’s ‘Tea & Crackers’ has two black characters that do not represent any 

specific persons and who seemingly speak to no one in particular but are used as to 

provide important information to the viewer. One of these is a uniformed butler who is 

serving the guests at the table and who identifies the colonial administration as ‘massas’. 

The other is in the foreground, standing on the periphery away from the tea party, an 

onlooker assessing the scene and informing the viewer. Like the Alliance, there are times 

in which Woolcock includes anonymous people in his work as well but he has found that 
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he cannot draw a person who is intended to be an intentionally anonymous person, a 

‘nobody’, without someone insisting that they know whom the person must represent. 

These cartoons with their recognizable and anonymous characters as well as the lizards 

can be seen as the artists exercising their postcolonial imagination and full control of their 

voice and message as well as personal control of whether they are seen or not. There is 

now a questioning and readdressing of former discriminations and of blatant exclusions 

such as is revealed in this account: 

… it wasn’t until the mid-’80s that a curriculum highlighting black 
Bermudian history was introduced into school education. Ironically, a 
much-used text, ‘The Story of Bermuda and Her People’ by William Zuill, 
mentions that in 1619 the first black man, Venturilla, arrived in Bermuda. 
Zuill doesn’t mention blacks again until 1968, essentially denying the 
voices of black Bermudians as though they did not exist. Consequently, 
their stories were not told.95 

As a final observation, while anonymous characters are intentionally used at times 

to fill what may be regarded as a set, sometimes individuals to be recognized have an 

appearance that is apparently homogeneous. Woolcock told me that, in his observation, 

today’s politicians (the characters he portrays most often) from about the 90s onwards, 

                                                        

95 “What do these stones mean to you?” Royal Gazette (Hamilton, Bermuda), October 8, 

2011. 
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have ‘no distinctions’, a situation that is quite unlike the politicians from some years ago. 

He says, “It is hard to draw them because they look alike.” While this is a seemingly 

absolute comment based on physicality, it is surely a reference to homogeneity, a part of 

the long ongoing process of globalization of which colonialism was an earlier component.  

I am reminded of the occasion when the late Dame Lois Browne-Evans, a well-

known and respected political leader and Attorney General, told MP Marc Bean to cut off 

his dreadlocks. She was convinced that people would take Marc seriously only with a 

close-cropped haircut. This is particularly intriguing because Dame Lois represented a 

political party who saw independence from Britain as an ultimate objective while still 

accepting its prestigious titles and standards. Obviously for them, the enduring colonial 

hegemony continued to dictate the approved perspective, taste and decorum. 

 

Pacification   
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Despite the strong contrast in the identification of the originators of the works, and even in 

their styles96, the Alliance and Woolcock direct attention to the same important social 

issues. One of these is pacification. I choose the anthropological reading of this term, as I 

see this as the process of calming, settling and taking control over an object, person or 

situation by extending the authority of national government over formerly autonomous 

people whether by force or persuasion. This process has subtle but definite social 

manifestations and both of these artists make references to pacification in subtle but 

definite ways.  

Keep Smiling, You are Better off Than Your Counterparts 

In Glass Ceilings, MP Grant Gibbons leans over to calm MP Alex Scott who appears 

distressed. He is shown taking control of the situation, extending his authority and calming 

the fears of the one who perceives inequalities and limitations due to racial prejudice. In 

Tea & Crackers, everyone appears pleasant and cordial. After all, they are at a tea party. 

Even Sir John Swan and MP Jerome Dill are smiling and apparently happy as they 

                                                        
96 Compared to Woolcock’s polished style, the Alliance’s cartoons were fairly crude. This 

was exasperated by the fact that the underground newsletters were produced by the relatively 

primitive cut and paste and photocopy technology of the day. 
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perform their humiliating and degrading tasks. These depictions remind me of Frantz 

Fanon’s mocking of the perspective of Octave Mannoni who in his book Prospero and 

Caliban: The Psychology of Colonization (1950)97 had stated his perspective of the 

relationship between the colonizer and the colonized. Fanon said that Mannoni’s 

perspective can amount to a simplified message to the indigenous people of Madagascar, 

“Be glad you’re French, you lucky Blacks, even if it is a bit tough, for in America your 

counterparts are more unfortunate than you are (Fanon, 1967).” In the mid 70s the New 

York Times echoed the sentiment: “Compared with their black-bereted counterparts in the 

U.S., however, Bermuda's militants have little cause for complaint. In contrast to 

America's ghettoed cities, Bermuda is close to a paradise.”98 

There was abundant evidence to support the perspective that the marginalized 

population was a successful lot with a high standard of living that has little need to either 

complain about perceived injustices or to seek to develop any relationships- particularly 

with neighbors to the South. It is true that despite its tiny size and racial divisions, 

                                                        
97 Ironically, the references to Prospero and Caliban are taken from Shakespeare’s 

‘Tempest’ that was in turn influenced by the British landing on Bermuda in 1609. 

 
98 “Bermuda: Clouds Across the Sun”, Time. (March 26, 1973).  
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Bermuda has been financially successful. It has the distinction of being a recognized 

leader in international business. The community has worked together to prosper 

financially and even within a recession it is in a position enviable of many of its neighbors. 

Reflecting the prevailing attitudes of smugness brought on by the influence and effect of 

this business success, one Member of Parliament said "If you can find an independent 

small island which has produced more economic well-being than we have I would be very 

interested to hear''.99 

As it is an island near the US east coast, many non-Bermudians consider Bermuda 

to be a part of the Caribbean, and there is the expectation that there would be extensive 

cultural interaction between these locations. However, prior to 1998, the government of 

the day, seen by many as an extension of pre-party politics colonial rule, emphasized that 

Bermuda was not a part of the Caribbean and openly discouraged political and cultural 

relationships with the region. This was despite the fact that Bermuda has extensive 

historical and genealogical ties to this geographic region. Relationships with other Atlantic 

World neighbors was never discouraged. Since then the Progressive Labour Party (PLP) 

                                                        
99 “Independence, Trevor Moniz: Going it alone could spell economic disaster”. Royal 

Gazette. (Hamilton, Bermuda), 13 December, 2000.  
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government (labeled as the black government) has sought to recognize the historical and 

cultural relationships with the Caribbean and to formalize them.100  

The perspective that life in Bermuda for the general population has been 

“prosperous and contented”101 and considerably better than it has been for its southern 

neighbors in particular began with the persistent and controversial perspective that 

Bermuda’s black population had a comparably milder slave experience as compared with 

the populations further south in the Caribbean. This perspective may have originated in 

the 18th century with the accounts that were received of Bermudian seafaring slaves who 

had chosen a life in Bermuda over freedom offered to them elsewhere.102 However, 

                                                        
100 The PLP established relationships with CARICOM (The Caribbean Community) as an 

Associate member. CARICOM is an organization of Caribbean nations and dependencies whose 

main purposes are to promote economic integration and cooperation among its members. 

Strengthening Bermuda’s Links to the Caribbean: Associate Membership of the Caribbean 

Community: A Discussion Paper. July 2002. 

 
101 This was the terminology used in annual Colonial reports even during the heights of 

segregation. Williams, J. Randolf. Lois: Bermuda’s Grande Dame of Politics. (Camden Editions: 

Canada, 2001),16. 

 
102 Michael Jarvis has related the account of seventy black sailors with five white officers, 

on board the Bermudian vessel Regulator captured by the United States Navy on May 9, 1782, 

during the War of Independence. Instead of being auctioned off as property, the impressed judge 

offered the black sailors personal freedom and life in the States. Not a man accepted the offer, 

choosing rather to be returned to Bermuda as slaves. In an account related by J. Maxwell Greene, 
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Bermuda’s unique realities, including its small size, remote location, specialized labor 

force and low ratio between the colonists and slaves did not mean that the harsh realities 

of slavery that existed in other Atlantic colonies did not exist there (J. Smith, 1976). In fact, 

what may be the first and most widely referenced Atlantic slave narrative revealing the 

brutal and inhumane treatment of slaves by their British masters was actually written by a 

Bermudian slave, Mary Prince, in 1831. Her account of her personal life and of the lives 

of her fellow slaves, which are required-reading in many Atlantic History and Postcolonial 

courses, should be sufficient to eliminate the notion that slavery in Bermuda was of a 

milder and gentler nature. The issue persists however and was part of a row in 1994103 

when a new tourist-aimed booklet was published by the Ministry of Tourism with copy 

that referred to slavery in Bermuda as benign. In Chapter One, one of the points I made 
                                                                                                                                                                       
the black sailors of two Bermudian ships were offered unconditional freedom when they arrived at 

an Irish port in 1828. Only three of the eleven accepted the offer. Jarvis regards the first account as 

revealing a complex situation requiring “a close look” at not only Bermuda but the varying 

conditions of the treatment of slaves throughout the Atlantic colonies. Greene uses the second 

account to support his view that the treatment of slaves in Bermuda was ‘mild’. What would have 

been even more fascinating to know is the perspective of the slaves involved. These were 

intelligent men, proven experts in their field, (demonstrated by their skills and levels of 

responsibility given to them by their colonial masters) who surely considered the options: freedom 

alone in a new land with nothing but the surety of continued abuse and discrimination or to return 

to home and the abuse and discrimination they shared with their families. 

 103 This is the same year that the cartoon ‘Tea & Crackers’ was published. 
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was that there were polar perspectives on the Theatre Boycott that fell largely along racial 

lines. Here we see the same thing. While many generally regarded slavery in Bermuda as 

‘benign’, others found this perspective to be particularly offensive and in order to avoid a 

prolonged public conflict the project had to be withdrawn and reprinted with the taxpayer 

facing a five-figure cost.104 

Forced Dependency 

The pacification alluded to by this pairing of cartoons speaks to the unique historic 

relationship that developed between the colonizer and the colonized. Although theorists 

generally agree that the colonizer and the colonized need each other (Ashcroft, Griffiths, 

& Tiffin.1995), in Bermuda this was a relationship of forced dependency due to shared 

destinies on a tiny island home. The first slaves introduced into Bermuda were done so to 

do specific jobs. Even the first people of color to arrive on the island, an American Indian 

and an African, both free men and arriving before slaves, were brought to the island 

because of their skills as pearl divers. While some male slaves were responsible for 

                                                        
104 “Row over ‘Benign’ slavery comment in tourist brochure,” Royal Gazette. (Hamilton, 

Bermuda), 20 January, 20, 1994.  
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farming, they were mainly imported to be trained as master artisans and craftsmen and 

were needed mainly for the maritime industry.  Eventually, their typical jobs were as boat-

builders, sail-makers, blacksmiths, deckhands and pilots.105 This activity made Bermuda’s 

colonists and their slaves experts on the sea and they came to know the American east 

coast ports and Caribbean ports intimately but it also forced master and slave to live in 

extremely close proximity of each other for months at a time away from home and their 

families.  

This close physical proximity did not equate to close relationship. There is no 

question that the heavy involvement of the slaves in Bermuda’s maritime activities 

specifically as sailors, was to satisfy both a labor need and to satisfy a security concern. 

The colonists believed that if the majority of the white men were off-island, transporting 

salt, agricultural goods and even newly built vessels to clients, then their wives, children 

                                                        
105 This industry began in earnest with the development of the salt trade. Salt was in 

demand and Bermuda’s colonists were determined to make this industry successful. Bermuda 

itself did not have the vast basins required for this operation, but the colonists found that the 

geography of the Turks and Caicos Islands lent itself perfectly to this, and they boldly assumed 

authority over these mostly unoccupied islands. The male slaves provided the labor needed in the 

shipyards to build the boats and provided the deck and pilot skills to sail the boats the 850 mile 

distance to Turks and Caicos. They then worked in the salt ponds producing, raking and harvesting 

the salt, loading the ships and transporting this precious commodity to other colonies for trade 

before returning home.  
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and property would be vulnerable to a potential slave uprising. The situation was serious 

enough for it to be addressed by the governing body and a law, perhaps the first of its kind 

anywhere, was passed to address it. This law authorized the master of any ship to use as 

many slaves as crew necessary but limited the number of whites allowed aboard to six.106  

Long after emancipation, many Bermudians seemed to accept second-class 

discriminatory treatment as long as they received benefits from the relationship. This 

situation is referred to by one source as a national façade and as a realization of what he 

refers to as the Bermuda Code: “Be wrong and unfair if you must; but be nice about it 

(Burchall, 2007).” However, this pacification was sporadically of no effect as evidenced 

by incidents such as the 1959 boycott and the 1968 and 1977 riots occurring when pent-up 

feelings and racial tensions could no longer be contained. 

A Fear of Speaking Out 

Robert Barrett’s concern that Bermuda’s artists were not addressing real issues is 

consistent with the sentiments of those who believe that Bermuda has a silent majority 

                                                        
106 Although the ruling was relatively clear, at least one historian plays down the 

possibility of a slave uprising fear and indicates that the law was more for protection from enemy 

invasion. Bernstein, 181. 
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consisting of individuals who do not speak up on issues and who may not do so because of 

fear.107 This is believed to be so pervasive that it can amount to a wall of silence. I raised 

this issue with several senior and less active artists. They generally agreed with the 

assessment and responded that even as they considered their own work they wished that 

they had used their art to speak to the issues or that they wish that they had done more of 

that. They did also, however, attest to fears of losing employment and the loss of 

important income that might result. 

Silence, however, can be read in very different ways. It can be used as an 

intentional resistance by the marginalized and even as a tool used to seize control and 

exercise power, however this is not seen as the case in Bermuda. In a postcolonial context 

it can refer to the absence of non-colonial voices or people as if they did not exist.”108 

More often it would refer to the denial of the use of native languages or indigenous 

communication. Having to communicate in the language of the colonizer is an example of 

imperial domination. In art this is manifested when the accepted art is based on the 

                                                        
107 Walton Brown, Bermuda Speaks in discussion on radio station Hott 107.5. October, 23, 

2011. 

 
108 “What do these stones mean to you?” Royal Gazette. (Hamilton, Bermuda), October 8, 

2011. 
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aesthetics of the colonizer or any level of assimilation to a colonial hegemony in order to 

be viewed or read. This would still be applicable to Bermuda although the island may 

have had no indigenous people; it was uninhabited when the British landed on it in 1609. 

Those who were forcibly brought to the island from the African continent eventually lost 

their own languages and forms of communication 109 and almost lost their longest 

surviving artform, the gombeys, several times by attempts to outlaw it in the 18th and 19th 

centuries. 

Silence may also be read as a resignation or a passive acceptance of circumstances 

that are seen as inevitable forces. Ironically, this reading is also an accurate interpretation 

of the philosophy ‘Whither the Fates carry us’ which is in fact the translation for 

Bermuda’s official national motto ‘Quo fata ferunt’. When considered in relation to a 

                                                        
109 In Bermuda, due to smaller number of slaves directly because of the island’s small size, 

assimilation into the British hegemony would have occurred fairly quickly. This was different 

from the experience in the Atlantic sister colonies. In Africa and Africans in the Making of the 

Atlantic World, 1400-1800, John Thornton speaks of the “re-African” phases in which new 

imports of African slaves not only helped African language and culture to survive but also to 

thrive in some instances.  
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perceived wall of silence, this motto, taken from Virgil's Aeneid,110 eerily appears to be 

more precise and bizarre than one would normally care to admit. The source of the motto 

appropriately evokes Bermuda’s maritime history but postcolonial Bermuda, not as silent 

as it once was, is increasingly questioning the wisdom of its translation.  Journalist John 

Burchall has queried, “What does it say about our country when our national motto quo 

fata ferunt is a template that recommends passive acceptance before the impersonal forces 

of fate and chance?” 111  Social commentator Walton Brown took the sentiment further. He 

adds: 

We have been guided inappropriately in my view, by a motto that has never 
been suitable for Bermuda- ‘quo fata ferunt’, because the motto is a recipe 
for pacificity, whither the fates lead. It has never been applicable in my 
view, it is never a recipe for building a country- to allow the fates to decide 
our future or our destiny. We need to seize control and seek our destiny.112 

 

                                                        
110 The Aeneid was written by Virgil in 19BCE. This latin phrase ‘quo fata ferunt’ comes 

from Book 5.709 which has been roughly translated “son of a goddess let us follow where the fates 

takes us or take us back: whatever will be, every fortune can be overcome through endurance.” 

 
111 John-Anthony Burchall, Keynote Speech. Premier's Bermudian Students Reception, 

Washington DC, March 1, 2007. 

112 Walton Brown, Bermuda Speaks, in discussion on radio station Hott 107.5. August 21, 

2011. 
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When former Premier Dr. Ewart Brown created the Bermuda Race Relations 

Initiative in 2007 to promote a national dialogue on what he felt was Bermuda’s biggest 

concern, the issue of race, he did so with the understanding that the situation was as dire as 

it is because there existed an institutionalized fear of speaking out.113 According to him, 

Bermudians historically were taught it was "wrong, impolite and dangerous" to talk about 

anything that might be offensive such as the issue of race. 

Through intimidation and fear the children of the slave masters and the 
children of the architects of Bermuda’s own system of Apartheid were 
robbed of the knowledge and understanding of Bermudians of color and 
taught to be silent. Black and white Bermudians were taught to be “polite,” 
to act like everything was alright and to ignore the undercurrent of division 
and subjugation between our people.114 

“The Big Conversation” was designed to benefit the entire community by getting its 

citizens to stop talking behind each other’s back or at one another and to begin to talk to 

each other. The wall of silence was to be dismantled. Burchall, W. Brown and E. Brown 

are in fact proposing that rather than allowing the fates to decide one’s future, individuals 

                                                        
113 This initiative quickly became known as “The Big Conversation”, and consisted of 

panel discussions and dialogues held monthly for a year beginning in March 2007.  

 
114 “Premier: 'We can form one people out of two Bermudas’”. Royal Gazette (Hamilton, 

Bermuda), September 27, 2010. 
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must speak up and use their combined imagination and influence to seize control of their 

own destiny. For them the evolution of society and culture should not come by chance but 

by intentional efforts.  

Freedom to Offend  

Salman Rushdie and Jonathan Rauch famously asked and stated: “What is freedom of 

expression? Without the freedom to offend, it ceases to exist. (Rauch and Rushdie, 

1997).” However, seemingly, the freedom to offend without censorship that we 

understand as a democratic right might have been more prevalent at an earlier time than in 

a modern democracy (W. Brown, 2011). The British cartoonists of the Georgian era that I 

considered earlier ran the risk of being politically incorrect, offensive and even obscene. 

They were infamous for the inclusion of tastelessness including flatulating politicians. 

Gillray boldly employed obscenity as a strategy by famously depicting George III as the 

map of England proudly defecating on France.115 Hogarth, with his technical skills was 

able to be subtler with his work, but he was just as debaucherous as the rest including 

                                                        
115 James Gillray “A New Map of England and France. The French invasion - or John Bull 

bombarding the bumboats”. 1793. 
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merciless attacks on his contemporaries, obscene amusement, and sexual double entendre 

(Krysmanski, 2010). 

Offensiveness 

The charge that Bermuda’s visual art does not contain critique of anything becomes 

confusing when one realizes that several of the very issues that allegedly did not appear 

are exactly the same issues that have been the reasons why certain works have been 

deemed offensive. But both scenarios are consistent with an environment in which there is 

a prevailing attitude of “Let’s not talk about it because it has the capacity to offend (Scott, 

2011).” 

Have the messages presented by the Alliance and by Woolcock been offensive?  

This depends on the audience as offensiveness is reflective of one’s perspective and 

exposes a society of many different perspectives. One perspective is that freedom of 

expression must take into consideration the values of others. It is not a license to disregard 

the sensibilities of others. Woolcock subscribes to this perspective. The two cartoons I 

have provided by him (figures 29 and 30) are only two of many in which he has dealt with 

the issue of race, but these illustrate his polite regard of the sensibilities of others. In them 
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he has used a comforting politician and a fictitious but confused Portuguese egg farmer 

and his yard full of differently colored expressive chickens to make his point. He also 

sensitively treated the three-segmented society that the Alliance had earlier referred to.  

But there is also the view that one should have the right to insult others without 

attempting to be polite (Harkness, Magid, Roberts & Richardson, 2007). Obviously, the 

Alliance has taken this route, beginning with the title of their cartoon. Tea & Crackers has 

a double meaning. With its reference to both a British tradition and derogatively to whites, 

its use can be seen as part of an effort to balance power in what was seen as an 

overwhelmingly one-sided affair. Actually, their 1994 language may appear commonplace 

when compared to the daily blog responses that can be found to many political news 

stories post 2009. Nevertheless, as offensive as the language and depictions are in Tea & 

Crackers, this is not unlike the language and behavior that has been used in the House of 

Assembly by the leaders of the country. In one infamous incident, in response to 

overwhelming cries of “Shut up and sit down” by the UBP members, PLP member Pauulu 

Kamarakafego  (referred to earlier) loudly demanded “Which one of you bastards is going 

to sit me down?” After a further exchange and eventually being asked to leave the 

‘Queen’s house’, Kamarakafego took the opportunity to refer to the Queen as a syphilitic 
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whore and to the UBP members as asshole creepers (Kamarakafego, 2002). Years later, 

and in a move that clearly links the Alliance with the antics of parliament and with earlier 

movements of disenfranchised blacks, the Alliance used the same offensive reference to 

the Queen in their newsletter. 

To determine the extent of what has been considered as offensive in Bermuda, I 

have considered the publicized reaction to additional visual artwork beyond my selected 

pair of cartoons.116  These instances reveal the limits of acceptance of representations of 

race, nudity or sex. The first of these is a cartoon entitled Quiet Wedding, Bermuda Style 

(figure 31) that appeared in the Royal Gazette in 1954 and as such was published a few 

years prior to my timeframe of interest. It establishes a benchmark of what was considered 

racially offensive prior to 1959. This cartoon depicts a black man leaning over a wall 

surrounding his property with his back to his wife who is dutifully washing clothes by 

hand in the yard while surrounded by eight extremely noisy children and a barking dog. 

He is observing a traditional wedding motorcade passing by with its happy entourage and 

honking horns. He muses aloud, “I bet they won’t be so fond of noise in a few years time.” 

                                                        
116 Two of these are not cartoons but are included as an indicator of the subject matter produced and 

seen in Bermuda that has been considered to be offensive.  
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The cartoon, printed in the daily during sanctioned segregation, was later berated by a 

prominent member of the community who referred to the printing of this cartoon as ‘a new 

low in scurrility’, ‘outrageous’ and deserving of the ‘harshest condemnation’ (Harries-

Hunter, 1993) as it presented the stereotypical colonial perspective of black men, women 

and children and an overall depiction of the race as very happy, carefree, lazy, and 

basically irresponsible.  

 

Figure 31. ‘Quiet Wedding, Bermuda Style’. Ken Giles. 1954.  
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 Other instances of work that provoked responses to the media from offended 

viewers occurred in 1997 and 2001. In the first of these two, headlines were made when a 

photograph had to be removed from the walls of a health club because of a complaint by a 

member that in the photo, featuring Dari Tribesmen from Indonesia, male genitals were 

exposed. The 2001 incident brought about greater interest within the country. An artist 

who was displaying prints of his original paintings at his stall on June 13, 2001 during a 

summer street festival had several prints confiscated by the police after a member of the 

public complained that some of the prints were obscene.117 The main print in question 

Body and Soul (figure 32) displayed a nude couple in a sexual embrace and was removed 

on two consecutive occasions before it was left unchallenged. Unlike the Dari Tribesmen 

photo, which was documentary in nature, this work was produced as a critical commentary. 

The artist Manuel Palacio stated that his intention was to specifically challenge 

perceptions of the black male as a threatening individual. According to Palacio, "Media 

tends to portray black males as big, physically aggressive human beings. But, having 

young, black daughters, I wanted to show the black male as a tender loving human being 

                                                        
  117 The seizure of Manuel Palacio’s Body and Soul was based on a Summary Offences Act 

created in 1926 which stipulates that "to openly exhibit any obscene print, picture or other 

indecent exhibit is an offence" against public morality. 
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by depicting him in a tender moment (Theriault, 2001)." 

 

Figure 32, Body and Soul, Manuel Palacio, 2001. 

In 1998 a group supportive of the ruling UBP government placed a controversial 

advertisement in the daily newspaper. (figure 33) This ad, condemned by both major 

political parties and by many Bermudians generally, includes an image of the face of a 

smiling black dreadlocked man in the center of rings of concentric circles that create a 

target. Above the imagery are the words ‘Jennifer’s choice for finance minister’ and below 

is the question “Do you really want this man to ‘broaden the tax base’”? While this work 

has the elements of a modern cartoon with its combination of imagery and text, its use of a 
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photographic image is a decision that would ensure that the viewer would either fully 

recognize the individual or come to negatively regard those whom he may physically 

resemble. This also ensures that the viewer would experience less ‘closure’ (or a quicker 

understanding) than cartoons typically have required.118 The supporters of the ruling 

government who created and paid for this ad to appear in the local daily newspaper 

operated in the same secret manner as that of the Alliance whom they had condemned four 

years earlier. They intended to express their racist perception that this person, despite the 

fact that he was university-trained and had almost two decades of experience working in 

the Bermuda Monetary Authority, or black men in general, especially those with his 

appearance, could hardly be qualified for the position of Finance Minister. They knew that 

this ad would offend many and cause racial division as they went to great lengths to 

remain anonymous- a process that eventually was fully exposed and led to resignations 

and apologies. Amazingly, vile, offensive and racist, political advertising, was circulated 

by supporters of the same party again nine years later in 2007 (Huish, 2007.  

                                                        
118 Cartoons typically depend on the viewer making much of the connections in the 

sequence themselves as opposed to having the story more fully spelled out as would happen when 

a photograph is used. 
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Figure 33. Advertisement created and printed by United Bermuda Party Supporters, (Published 

Nov 3, 1998) 

 

According to the reaction to these works, Bermuda was a conservative place where 

the hegemony dictating the acceptable did not want to see anti-colonial aspirations, 

representations of race, nudity or sex, any combination of these or any critical discourse of 

these at all, let alone displayed in their art. It also exposes the fact that the differences in 

perspectives stems largely from the diversity of ethnic and racial groups present in the 
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community. The Alliance addressed this disparity using art as part of their voice but their 

efforts were labeled as “unfortunate” by MP Jerome Dill, one of the individuals portrayed 

in the cartoon although he admitted that the Alliance spoke to "areas of difficulty in our 

community and society''. The group nevertheless received significant support from a large 

sector of the community, many of whom only knew of the activities of the Alliance 

through the reporting in the newspaper when those assumed to be associated with it were 

held by the police. There was also public recognition by a much-referenced college 

professor that their activities were “a healthy exercise in intellectual development.”119 The 

contributions of both the Alliance and Woolcock could have been the catalyst for 

discussion towards addressing questions of perspectives and sociological diversity.  This 

would have been in sync with the efforts of Bermuda’s first Government leader Sir. Henry 

Tucker, who sought to make inroads into resolving the divisions in the community by 

trying to bring about coordination with the separate elements. He said, “we have a tiny, 

crowded and prosperous island, and any future other than a completely integrated one will 

mean our destruction (Williams, 1987).”  
                                                        

119 This opinion was attributed to Craig Simmons, Senior Economics Lecturer, Bermuda 
College in “Youth magazine urges `Fight for change'”, Royal Gazette, (Hamilton, Bermuda), 

January 10. 1994. 
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Self-censorship 

When I asked Peter Woolcock whether or not there were times when an artist needed to be 

very overt or even offensive in order to make his point, he replied with the questions 

“Where is the limit? How far do you go? What would be considered too offensive? What 

is obscene?  It is a sad question and the answers are personal and subjective.”120 While 

some artists enjoy their savagery others intentionally curtail their own freedom of 

expression. This self-censorship stems from the fear of speaking out or a consideration of 

the values of others to avoid the possibility of being offensive or to avoid controversy. The 

Alliance, within the national context of black frustrations which include the racial riots of 

1969 and 1977, and the political maneuverings leading up to the national independence in 

1993/1994 (W. Brown, 2011), along with feeling personally offended, certainly did not 

fear controversy and believed that they had to be overt to express their perspective. Their 

revolutionary perspective was actually identified almost two decades earlier in a finding of 

the government-sanctioned Royal Report (more commonly known as the Pitt Report) that 

was commissioned after the 1977 disturbances in Bermuda: 

                                                        
120 Woolcock, Peter, in a personal interview with the author, July 11, 2011. 
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“We need riots to shake up the government”. This expresses the feeling 
widespread amongst black Bermudians that rioting, though regrettable, can 
be a legitimate mode of protest. Although this may not have been in the 
minds of the participants, civil disorders in Bermuda during the last thirteen 
years have functioned as a kind of extra-parliamentary political action; 
some of them have expressed the anger of young black men about the 
country’s laws and the way they are enforced; others, and particularly those 
of December 1977, have reflected more widespread feelings of 
dissatisfaction. (Pitt, 1977) 

 

For Woolcock, some subjects ought to be left alone. For example, he avoids the 

personal issues of his subjects such as anything health related or court related, preferring 

to deal only with socio-political issues. When he expressed his interest in focusing on 

issues of this nature he was told by reporters and journalists already working in the field 

that they would not touch it with a pole and that he shouldn’t either; advice he refused to 

follow.  

Woolcock readily admits that his work is not overt, he does not “dip his pen in 

vitriol” as that is not who he is. He refers to his style as ‘milk and water’, but insists that 

this choice is not motivated by the desire to avoid being offensive or to avoid controversy 

but rather by the philosophy that anything stronger is simply not necessary. Nevertheless 

he still receives communication from varied segments of the community that he has 
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offended someone. It is his opinion that people generally take things far too seriously and 

so he ‘trods a careful path’ but is always looking for a place to inject his commentary, a 

strategy that he refers to as ‘putting his boot in it’. Earlier in his career he worked as an 

illustrator for children’s books and magazines for major publishers such as Disney. This 

experience may prompt one to believe that it was the major influence on him to take a 

softer approach to his subjects but he sees it instead as one that has developed in him a 

heightened ability to inform young and old and to entertain simultaneously. According to 

him, “a balloon can be pricked just as well by doing it gently as it would with a hammer 

and a nail. One is free to offend but is it really necessary? The artist must decide for 

himself.” 

 

Summary 

The Political cartoon is a valuable art form and the cartoons of the National Youth 

Alliance and Woolcock reveal that there are visual artists who have used this western art 

form to share how the people feel. The Alliance given their message, their target audience 

of other disenfranchised blacks and the political environment in which they operated 

chose to be overt in their delivery and to remain anonymous. Woolcock on the other hand 
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took a more subtle approach and his cartoons were directed to a wider audience and placed 

in the publication that provided the most readership in the country. Perhaps because of its 

subtlety, Woolcock’s work may be more politically effective. The Alliance cartoon, by 

contrast, is more aggressive but combined with its smaller distribution and audience, less 

effective. Both are valuable as historical markers of period perspectives and realities. 

Despite their contrasting styles, and while the pressure to represent the island as a paradise 

where all is safe and well remains, these artists are among those who have turned the gaze 

onto the ‘gazer’.121 They reveal a colony that still had deep-seated issues with its different 

identity groups and perspectives and a lack of willingness to address them; seemingly 

existing with hopes that these issues would subside or be resolved without having to make 

the necessary efforts. This evaluation may be more quickly arrived at when considering 

the Alliance’s Tea & Crackers with its overt reaction to injustices, but this applies to 

Woolcock’s work as well. His intentional soft prodding may not be seen immediately as 

“repossession”, or may not be “a response to the successive displacements, migrations and 

journeys (forced and otherwise) (Gilroy, 1993).” but by analyzing the national issues and 

highlighting the ludicrous, Woolcock also presents a critical challenge to the status quo. 

                                                        
121 Attributed to Spivak. 



Texas Tech University, Edwin M. E. Smith, August 2012 

  167 

Chapter Three 

“Johnny and Sally” 

“Bermuda colonial education has historically served to intellectually erase 
the voice of black dissent and disconnect the experiences of blacks in Bermuda 

from the wider black world." 
Quito Swan 

 
Social justice and genuine democracy were no longer goals after which to strive, 

and for which to sacrifice. 
Eva Hodgson 

 

 

Introduction 

Located within a half mile of each other, both just outside and just inside Hamilton 

the capital city of Bermuda are two larger than life figurative bronze sculptures. One of 

them, Desmond Fountain’s privately commissioned ‘Spirit of Bermuda’ (figure 33) is 

prominently placed along the highway leading into the city and features the smiling and 

waving senior citizen Johnny Barnes, Bermuda’s internationally famous city greeter. The 

other, Carlos Dowling’s sculpture Sally Bassett (figure 34), was commissioned by the 

government and is located on the grounds of the Cabinet Office, home of Bermuda’s 

Senate. It features a woman with her head held high moments before being executed by 
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burning at the stake, and is based on a locally well-known and referenced historical 

occurrence. 

These works, created between 1998 and 2009, have many revealing similarities 

and points of contrast including their relationship with a single site. Although installed 

eleven years apart, they were both created in the latter part of the half-century that I am 

considering beginning in 1959. In this chapter I analyze the contrasting perspectives on 

issues these sculptures raise. These issues include the façade and artificiality of the notion 

of paradise. I argue that the contestation over the meaning of these statues highlights the 

continuing significance of the politics of race in the post-1959 period.  
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Figure 34. (left image) Desmond Fountain ‘Spirit of Bermuda’ (detail), 1998, bronze, Hamilton, 

Bermuda. 

Figure 35. (right image) Carlos Dowling, ‘Sally Bassett’, 2009, bronze, Hamilton, Bermuda. 

 

These sculptures were not created as merely portraits of the individuals portrayed. 

The Spirit of Bermuda was intended to be “an embodiment of Bermudian ideals” and “a 

reminder that that those ideals of friendly kindliness and community spirit could soon 

become luxuries of the past (E. Jones, 1999).” Sally Bassett was created to accompany the 

government’s initiative of encouraging a dialogue on race and Dowling’s intention was 
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not to represent a victim but rather to show Sally as being pregnant with the Spirit of 

Freedom (Casey, 2009). 

Bermuda does not have a long history of permanent public art. The few bronze 

works to be found before 1959 are memorials or commemorative works located mainly in 

churches or cemeteries. In the past few decades this has changed with sculptors such as 

Desmond Fountain, Chesley Trott, Bill Ming, Carlos Dowling and Graham Foster 

receiving commissions for their work and having the finished pieces installed in public 

areas both on-island and internationally. The works that I have selected for consideration 

in this chapter pair the artists Fountain and Dowling and I acknowledge that newspaper 

columnists Alvin Williams and Walton Brown have already made the assertion that there 

is a connection between these works.122 Like Barritt and Tucker, Fountain and Dowling 

are respectively white and black male Bermudian artists. But there are not much more 

similarities beyond that. Desmond Fountain, an internationally acclaimed sculptor 

specializing in the female nude and full-body portraiture was made a fellow of the Royal 

Society of British Sculptors in 1986. He received his training in figurative sculpture at 
                                                        

122The two sources are: Alvin Williams’ “Memorial to Sally Bassett is Long Overdue”. 
Royal Gazette (Hamilton, Bermuda) October 10, 2008. And Walton Brown’s “When art becomes 

political”, Royal Gazette (Hamilton, Bermuda) April 14, 2011. 
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Exeter College of Art. His lifelike depiction of historical and contemporary personalities 

can be found in many public places in Bermuda but can also be found in international 

public and private collections including that of HRH Princess Margaret, and the 

University of Bristol (figure 36). Fountain is also credited with being the driving force that 

created and funded a private bill in Bermuda’s Parliament for The Bermuda Fine Art Trust 

that is responsible for the creation of the Bermuda National Gallery.  

 

Figure 36. Desmond Fountain.‘Jurgen Svendsen’.Bronze, 2001. 
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Carlos W. Dowling received his initial training under the apprenticeship of the 

Canadian sculptor Bylee Lang who was working in Bermuda and who accepted students 

of color in her classes in the 50s. At 18 years of age, Dowling received a scholarship to 

attend North Staffordshire College of Technology in England, and on completion was 

awarded an apprenticeship at Great Britain’s renowned Wedgewood Factory. His life as a 

sculptor and art educator has seen him work mainly in Bermuda and in New York City 

during which time he has owned and operated several pottery and sculpture businesses. He 

has designed and created public and private works including portraits of public figures, 

busts and life size portraits art and other iconic art works (figure 37) that are in numerous 

public and private collections in Bermuda and in the USA.  
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Figure 37. Carlos Dowling. ‘Christ’. Bronze. 2005. 

For brevity, from this point I will refer to The Spirit of Bermuda sculpture as 

Johnny and the Sally Bassett sculpture as Sally but before considering issues raised and 

spoken to by these works, it is necessary to provide background information on these two 

individuals who likenesses were used. 

The Original Johnny and Sally  

The real-life Johnny Barnes is very much alive and well. For the past twenty-eight 

years the 88 year old celebrity, Bermuda’s favorite ambassador (Fountain, 2003), has 

faithfully stood at his self-designated post greeting early morning commuters to the city by 
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waving enthusiastically and calling out “I love you!” and “God bless you, have a good 

day!” His record is fantastic. The few days he has missed were due to hospitalization for a 

non-life-threatening condition. He has been at his post even during hurricane conditions. 

Actually, he is impressively both physically and mentally fit as he stands during the entire 

time from approximately 5am until 10am and without hesitation remembers most of the 

names of those he has met over the years.  

The community takes advantage of Johnny’s iconic presence. His image is used in 

advertising materials by the Department of Tourism, and while greeting he is often joined 

by other community groups who stand with him to greet the morning commuters when 

they have a community event or some other promotional message that they want to share 

with the general public (figure 38). 
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Figure 38. Johnny Barnes with several Miss Teen Bermuda contestants July 12, 2011. 

Bermuda Sun Photo. 

 
 

Sarah Bassett (more popularly known as Sally Bassett) was a black Bermudian 

slave who was burned alive at the stake on June 21, 1730. As a younger woman in 1712, 

she was accused of damaging and killing livestock. Her sentence for this crime was “to be 

whipped the length of Southampton Parish, a sentence that may well have involved more 

than 100 lashes (Campbell, 2010).” Almost twenty years later she was accused of 

directing her granddaughter Beck to poison the food of Beck’s owners Thomas and Sarah 

Foster, a charge she denied to her death. The Fosters along with another slave Nancy fell 

ill but recovered and Beck admitted Sally’s involvement. The excessive punishment 

received, although no one died from Sally’s actions, may be partially due to the fact that 

based on her earlier punishment she was already seen as a troublemaker but also because it 

was likely that this alleged act was regarded as the latest in a series of conspiratorial plots 

leading to slave revolts that had to be extinguished, especially since Britain had just 

withdrawn its Independent Militia Company from the island (Campbell, 2010). 

 

Artificiality 



Texas Tech University, Edwin M. E. Smith, August 2012 

  176 

Paradise Found or Created?  

Bermuda was never seen as paradise by the majority of its own people, despite 

governmental efforts to portray such an idea to the world. But the concept of “paradise” 

may be contested. This was evident in the Bermudian context ever since the shipwreck 

that led to its continuous settlement for the past 400 years. Atlantic historians Peter 

Linebaugh and Marcus Rediker saw the early Bermuda experience as the epitome of 

colonial life. This was not an image of English maritime greatness or of heroic struggles 

but rather of raw capitalism and colonization, including the exploitation, with violence, of 

people for profit and survival (Linebaugh and Rediker, 2010). The English, as did other 

European capitalists, expropriated masses of people from their disparate ancestral 

homelands so that their labor power could be used in the economic projects of their 

colonies. But the laborers, English commoners in this case, were looking for a good life 

too, and “paradise” for them was a place without property ownership, work, masters or 

kings. The aristocracy regarded this perspective, however, as ‘alternative’ and savage, and 

this inevitably led to tension. Amazingly, especially seen in Bermuda after the wreck of 

the Sea Venture when all were in a sense ‘level’ after the hurricane and shipwreck survival, 

class discipline was quickly and forcibly reinserted through the use of extreme tactics such 
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as public hangings. Linebaugh and Rediker also proposed that perhaps this became the 

model for later control in not only Bermuda but for all of the English colonies. Thus 

Virginia and Bermuda, historically linked as Bermuda was colonized after a British fleet 

bound for Jamestown, Virginia was shipwrecked there,123 were no longer paradises 

(alleged or real) but places of torture, war and famine, methods of control that were 

carried out by the very class that promoted the notion of paradise. 17th century early 

visitors to the island, arriving before the rise of tourism, continued to express remarkably 

contrasting perspectives of paradise. While some praised the island as ‘a greenspot in 

memory’s waste’ others simply regarded it as a hellhole or primitive outpost of the British 

Empire (McDowall, 1999). 

At the beginning of the twentieth century, with the decline in the economy based 

on agriculture and maritime activity and the subsequent decline in the British military 

presence, Bermuda took full advantage of the surging interest, especially amongst North 

Americans, in traveling to Bermuda to visit the ‘Isles of Rest’ (McDowall, 1999). 

Bermuda’s merchants and Colonial Members of Parliament who came together to develop 

                                                        
123 For a while Virginia and Bermuda shared the same name; with Bermuda known as 

Virginiola.  
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the tourism industry carefully observed the expectations and desires of the tourists with 

the determination to provide for them exactly what they wanted.  The advertising was 

designed to reflect that Bermuda was paradise and that it met the expectations of every 

potential visitor. 124 From 1906, this advertising promoted Bermuda as ‘The Land of the 

Lily and the Rose’, and boasted that it was semi-tropical, had no malaria, and was ‘not in 

the West Indies’ (McDowall, 1999). This had other tangible manifestations including the 

fact that since 1911, Bermuda has had no billboards or ‘unsightly advertisements’ 

including neon signs, and cars were not allowed in Bermuda until 1946 when modern 

necessities made it absolutely essential. In the 1920s social engineering included the 

complete removal of the residents of Tucker’s Town, a rural black community, to claim 

                                                        
124 Bermuda was practically paradise. Here is the text from a typical Bermuda promotional 

advertisement circa the 1930s to 50s: There is a happy land not far away- Bermuda. The closest 

resemblance to paradise, say world travelers, that they have found anywhere in the seven seas- and 

Bermuda is its name. All you need is pack a few things, go to the pier in New York or Boston (you 

don’t even need a passport), board a luxury liner especially built for the Bermuda run. It introduces 

you at once to the delights of your trip-and on the second morning you awake to a wonderland of 

eternal springtime with flowers in full bloom, glorious sunshine, and perfume in the air. It’s as 

easy as that and inexpensive too. Roundtrip from $86. Moderate rates at 38 hotels and guest 

houses. The shops offer enticing importations at tempting prices. So if snow and ice – and fog are 

sapping your resistance, resist no longer. Just pack off to Bermuda where such things are 

unknown. There’s a boat every day or so. Come now. See it at its best. Bermuda Department of 

Tourism. 
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desired real estate and transform it into one of the world’s most exclusive 

neighborhoods.125  

In the 1940’s the effort to create paradise went a step further. When Bermuda 

entered the mass tourism era, due to concerns that Bermudians were not being hospitable 

towards visitors, the Ministry of Education restructured its curriculum to inculcate the 

necessary training of Bermuda’s youth to meet this expectation- this has been referred to 

as the McDonaldization process. The changes Bermuda went through can be summed up 

as follows: 

Bermuda would fuse genuine elements of its aesthetic into the living fabric 
of its society. It would shape and preserve the colony’s society and 
landscape to oblige the sensibilities of its most promising tourist market – 
wealthy, east coast North Americans. The goal was a reciprocity in which 
Bermudians groomed their island paradise to satisfy outsider’s expectations 
while outsiders played their part by comporting themselves according to the 
colony’s aesthetic (Hayes and Wynard, 2002). 

 Bermuda had to appear to be a desirable location in order to attract spending 

tourists and in the years to follow, global industries and their associated wealth. Surely 

                                                        
125 This area, Tucker’s Town, has been home to Frick and Rockefeller families and 

presently is home to New York Mayor Michael Bloomberg, Presidential candidate Ross Perot and 

Prime Minister of Italy Silvio Berlusconi. 
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paradise should not need this much assistance. In this regard, capitalist Bermuda was a 

new edited reality and its representations may bear no resemblance to anything. It would 

come to be a postmodern world that fits Jean Baudrillard’s label as hyperreal. In fact, with 

its start at the beginning of the 20th century, Bermuda was the master of theming long 

before America’s Disney Parks and Resorts. It was to be another world and it was; unlike 

Disney this artificial environment had both residents and visitors. In the 60s, local 

musician Hubert Smith composed a song using this as its title. Entitled “Bermuda Is 

Another World” this became the most performed and most recorded Bermuda song of all 

time (Lightbourne, 2006) and continues to hold the regard as Bermuda’s unofficial 

anthem.126 Its lyrics are: 

Bermuda is another world - 700 miles at sea. 
And the way the people greet you - is like a friendly melody. 
To touch a flower in the morning - to listen to a honey bee. 
To hear a bird who sings a song - just to say that he is free. 
 
Bermuda is another world - turn around, I'll tell you why. 
Just to watch the morning sunrise - from the sea up to the sky. 
Look across at the harbor - see the multi-colored sails. 
To waterski on the water - that always leaves a snowy trail. 
 
                                                        

126 An audio of version of “Bermuda is Another World” sung by Hubert Smith (1918 - 

2001) is available online on youtube. <http://www.youtube.com/watch?v=sscml-amGC4> 
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Bermuda is another world - turn around and you'll be gone. 
But there will always be a memory - that will linger on and on. 
And someday I'll hear you say, just as I have said today... 
Bermuda is another world! 

Without a doubt, “The tourists thus got the Bermuda they wanted. ‘Nature’s Fairyland’ 

awaited them (McDowall, 1999).” 

On the unveiling of Johnny in 1998, Former Premier Pam Gordon said, "We 

should celebrate his spirit and the spirit of Bermuda. And let Johnny enjoy it while he can 

still smell the roses (E. Jones, 1999).” But the actions of the original Trade Development 

Board in shaping Bermuda as a desirable destination prove that this ‘spirit’ of Bermuda 

was not a natural thing but a façade, something that they had crafted, defined and dictated. 

It can be argued that the population was to be ‘polite,’ and to act like everything was all 

right by ignoring undercurrents of division and subjugation that existed between the 

people (E. Brown, 2010). Ironically, Dowling’s Sally, whose complete title is Sally Bassett 

Pregnant With the Spirit of Freedom, may be more genuine as its idea of freedom is 

arguably more universally understood and desired. Dowling says that his Sally is filled 

with the Spirit of Freedom and adds, “There is just a subtle indication of pregnancy.”127 

                                                        
127 This was artistic licence by Dowling, Sally was an elderly woman when executed. 
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This deliberate addition is a hope and anticipation for a new beginning and just like the 

early stages of a real pregnancy, is not often seen (R. Hill, 2009). 

Artificial friendliness? 

It cannot be assumed that Bermudians were not already friendly before efforts were made 

to guarantee that they greeted visitors in an approved fashion. There are unsolicited letters 

that speak to the natural friendliness of the Bermudian people. Here for instance, is a letter 

written by Julia Dorr, a visitor to Bermuda in the late 19th century that reveals the natural 

friendliness of both black and white Bermudians before the intervention of the Bermuda 

Department of Tourism: 

On her way back to the lodgings, she [Julia Dorr] asks a black man about a 
plant she had found and is told in detail about the life of the plant; but for 
Dorr, the incident also serves to exemplify Bermudians’ courtesy. “I was 
asked long afterwards, on relating this incident, ‘Were you not afraid in 
that wild place to address a perfect stranger, and a black man at that?’ No 
man be he white or black, passes a lady without lifting his hat.... To have 
any fear of anything or anybody seems as absurd as it is impossible (M. 
Jones, c1800). 

 

There was no real basis to assume that Bermuda’s population would not exhibit 

desirable behavior to its visitors. On the contrary, the Wooding Report commissioned by 
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the government in 1968 concluded that the new artificial nature of life in Bermuda was the 

major factor for much of the country’s social ills (Wooding, 1968). It made the point that 

the young of the day had been surrounded by holiday enjoyment not fully realizing or 

perhaps even caring that holiday life is wonderful for those on holiday. They strive to keep 

up with the apparent affluence they see without the full appreciation that those on holiday 

were often enjoying funds saved for that purpose.128 The prosperity of the 80s and into the 

90s brought full employment (everyone who wanted work could find it) and good paying 

jobs but also arrogance and a decline in priorities placed on higher education, social values 

and social justice. 

Images such as Johnny helped perceptions of “paradise” to persist and globally 

travelers made the connection of Bermuda with Paradise. Decades after Hubert Smith first 

sung Bermuda is Another World, the American Rock Band Beach Boys sang Kokomo 

(1988) a popular American summer song that includes the lyrics “Aruba, Jamaica, ooo I 

want to take you to Bermuda…”. And decades later again, American singer W. T. Samsel 

wrote and sang Goin’ to Bermuda with the lyrics: “I’m goin’ to Bermuda, And if I should 

                                                        
128  Although the report was referring to the generation from the 60s, much of the 

sentiments remain applicable. 
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just happen to disappear, Don’t come lookin’ for me here… Life there has a different pace, 

And everybody has a smile on their face.” 129 Unfortunately Bermuda is another world 

from that which is portrayed. A documentary film produced in 2011 and sponsored by the 

Coalition for the Protection of Children entitled ‘Poverty in Paradise: The Price We Pay’ 

is only one of a number of reliable sources that reveal that behind the smiles there is a 

widening wealth gap and serious poverty in Bermuda. It charts the struggles families have 

faced over generations in providing basic needs for themselves and their children. It also 

links poverty to the spiraling crime plaguing the community: 

We have made this film, showing a side of Bermuda that is often hidden 
away, because we want to transform the assumptions held by many about 
why particular people live in poverty. The film is very powerful — we hope 
it will affect the social and political will in Bermuda, transforming the way 
Bermudians understand their community and influencing the necessary 
policies to put Bermuda on a more positive and prosperous path for all 
(Lagan, 2001). 

Bermuda is not special or unique in this regard. To maintain paradise, as Linebaugh and 

Redeker (2000) suggested, there is another world, one that is hidden as much as possible 

that consists of the invisible people. These are often exploited laborers who do not always 

                                                        
            129 Lyrics and music by W. T. Samsel, 2007. Audio version is available at this url: 
<http://www.ourstage.com/tracks/KWJJIPYOAXHR-goin-to-bermuda#> 
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have “a smile on their face”, who do what others prefer not to do and who have been 

referred to in a different time as the “hewers of wood and drawers of water”. 

Artificial Color 

Divisions based on race are as artificial as the portrayal of Bermuda as paradise. Black and 

white are arbitrary terms and race-classification can be more problematic than beneficial. 

The reality of this is that one could be classified as both black and white during the course 

of one’s lifetime. Added to this is the fact that segregation laws in Bermuda have had little 

effect on cross-racial sexual unions. In fact, there has been much interaction and mixing 

between the races and these opportunities increased during those times when there were 

increased numbers of individuals on the island connected with the military, tourism and 

international business.130 Many Bermudians have cross-racial kinship ties and around the 

world, for example Kim Dismont-Robinson writes: 

If a black Bermudian [woman] married an Englishman, their children were 
recorded as ‘c’ for coloured, in the civil registers of births. But if their 
coloured daughter also married a white man, her children might be registered 
as ‘w’ for white. As a result, says Adams, “there are people in Bermuda who 
call themselves white, but whose great-great grandmothers were light-skinned 
black women- and these white people have no idea.”  

                                                        
 130 ‘Historian John Adams Family Secrets’ Bermudian. (February 2001): 14. 
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Adams says racial categories in Bermuda seem to have been more fluid during 
those times than today. Some women who were born ‘coloured’ registered 
themselves as white when they married, or were registered as white by their 
children when they died. 
Within someone’s lifetime, they could change from being coloured to being 
white- it’s the same woman, but her categorization in official records changed 
(Dismont-Robinson, 2001). 

 

The use of race as a determining factor for divisions has clearly been applied as a control 

mechanism by the colonists. In addition to the arbitrary usage as Dismont-Robinson 

describes, Bermudian society has seen how a whole group of people could be considered 

non-white and then white when needed for political advantage. This strong close-knit 

community the Portuguese were for years after their arrival in Bermuda considered as the 

marginalized of the marginalized. While there remains a little remaining stigma attached 

to their Portuguese heritage, the Portuguese community is a part of mainstream Bermuda 

and many have assimilated into the other major communities. Originally however the 

Portuguese who came to Bermuda from the Azores or directly from Portugal were mainly 

Caucasian and those coming to Bermuda from places such as Cape Verde were black. 

While those who were black were immediately absorbed into the black community, the 

Caucasian Portuguese were assimilated into the white community only when it became 

expedient to bolster numbers for political support. 
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The Audience  

The concern for appearances and the regard of artificiality implies the consideration of an 

audience. Certainly, the audience needs to be considered and actually, for the most part, 

the artist wants to engage it. The artist’s intention is often not only to create works of art 

but also to present the completed work to an audience. This is because often the audience 

is considered as “indispensable to the existence of art (Greider, 1996).” Dowling and 

Fountain’s Sally and Johnny, unlike Robert Barritt’s Theatre Boycott, 1959, Charles Lloyd 

Tucker’s Storm in a Teacup, and the political cartoons of the National Youth Alliance and 

Peter Woolcock, were created specifically to be permanent public art and installed in an 

external environment to increase their likelihood of being seen and to influence their 

audiences. Bermuda had very few instances of public artworks in 1998 and the idea came 

to be embraced as an excellent method to engage the public with what might be 

considered an ideal gift and a lasting memorial. Jim Butterfield, chair of the Spirit of 

Bermuda Trust131, a charity formed to create a sculpture to capture, commemorate and 

memorialize Johnny and his friendly welcome, indicated that planning approval from the 

Department of Parks was sought for Johnny to be placed near the northern roundabout at 

                                                        
131 The Spirit of Bermuda Charitable Trust is a registered charity, #486. 
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Crow Lane in Paget, the busiest thorough fare in Bermuda, not only because the individual 

it features continues to perform his daily routine near this location but that this depiction is 

a “shining example of what we ourselves could be (Burgess, 1998)”. And years later at the 

unveiling of the Sally, current Premier Brown made it clear that this work was intended to 

keep her story alive: 

I worry that someday the sound of Sally's story will no longer echo 
between my limestone house and yours. Ladies and gentlemen, brothers 
and sisters, this monument is forever. The story of Sally Bassett will live 
for at least as long as this monument stands. All of us must forge ahead in 
our effort to make history, to shatter glass ceilings, to confront historic 
wrongs. These are uphill tasks and sometimes you are turned back. But in 
my mind that has never been a reason to quit. The Sally Bassett monument 
is about ensuring everyday that the story of Sally Bassett lasts at least until 
tomorrow (Raynor, 2009). 

Undeniably, then, there exists a relationship between the audience and art – 

however contentious this relationship might be. This relationship changes over time and at 

times, the work of art might be misunderstood by its audience. 

The audience for a work of art can be any actual or potential individual or group of 

people. This group can be further divided into three smaller parts consisting of 

professional viewers and students, those with serious interest and those who rely on the 

filter of the media and trusted friends as to what art and artist is worth considering 
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(Greider, 1996). The audiences for Johnny and Sally are broad, including the general 

Bermudian public and tourists, of which a very high percentage pass Johnny twice during 

weekdays as they enter and leave the city via the East Broadway thoroughfare (figures 39 

and 40). The sculpture is at times adorned by members of the public in relation to some 

event, or included in photos in touristic activity, but while tourists would see an image that 

is presented as the friendly spirit of Bermuda, Bermudians on the other hand are being 

constantly reminded that this is how they should be. ‘Sally’, located in a public place only 

yards from Hamilton’s Front Street and cruise ship terminal, is somewhat hidden away, 

and hence is seen by (arguably) fewer numbers of people – by locals and tourists who 

make the effort to find it (figures 41 and 42). 
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Figures 39 and 40. 

Figure 39. Spirit of Bermuda, frontal view. 2012. 

Figure 40. Spirit of Bermuda, rear view. 2012. 
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Figure 41. Sally Bassett as seen from the sidewalk of Front Street, Hamilton, 2012. 
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Figure 42. Sally Bassett as seen looking beyond the sculpture towards Front Street 
Hamilton and a visiting cruise ship in port, 2012. 

 

Returning the Gaze 

The original subjects for these sculptures, the indefatigable waving senior citizen Johnny 

Barnes and the equally senior, but enslaved and executed Sally Bassett, were themselves 

involved in experiences that involved being looked at by an audience. The original 

Johnny’s intentions are based on his own initiative. Again, he gets to his spot from 5am 

and sometimes earlier and remains there until 10am and spends his time greeting 

thousands of morning rush hour commuters. The case of Sally, was meant to be looked at 

in a much different way. Executions were not for the criminal alone. English colonists, for 

instance, intended for the whole community to be an audience. The public spectacle of 

Sally’s death was intended to deter other slaves who may have considered plotting against 

their oppressors. To show its power and authority and to ensure maximum visibility by the 

intended audience, the authorities had the execution dates published and when the date 

arrived, the person to be executed had to travel to the site of execution, passing mixed 

crowds containing both slaves and masters along the way. Sally allegedly took advantage 

of the opportunity to address the audience along the way, telling folks hurrying to the 
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execution to slow down, as there would not be any fun until she got there (W. Zuill, 

1999)! 

In an absolutely postcolonial fashion, Dowling’s Sally makes herself seen. Yet 

with Dowling’s sculpture, instead of the colonial administration forcing or imposing a 

view on a targeted audience, here, there is a reversal. The descendants of the former 

Bermudian audience while using the same incident have demanded that Bermudians need 

to look again and consider other perspectives that have been ignored. Quito Swan says: 

"So many people don't know the stories of Sally Bassett, Mary Prince and the Theatre 

Boycott. It is only recently that people are starting to talk about [them] and learning about 

it (O’Kelly-Lynch, 2010).” This re-visiting and re-evaluation means an acknowledgement 

that the original regard for Sally Bassett has been largely dictated by colonial perspectives 

that have removed the voice of black dissent and separates the blacks in Bermuda from the 

rest of the diaspora. Swan points out that many Bermudians both black and white “are 

astonished to learn that blacks have historically resisted colonial rule, slavery, 

discrimination, and racism, and have often contextualized these struggles in a larger 

phenomenon of global black self-determination (O’Kelly-Lynch, 2010).” 

Audience Response 
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What does the Bermudian audience want to see or expect of its artists? One can 

receive the impression that this audience does not want to be faced with seemingly 

unpleasant topics or issue-based works. My office at Bermuda College is situated near 

the college art gallery and I have had occasions to hear comments made by its visitors. 

On one such occasion a couple entered the gallery and viewed the work for about 15 

minutes laughing and obviously enjoying the student art that was presently being 

exhibited. Before leaving, one said to the other “this is so much better than the last 

show which was all about angry black men.” I found this statement alarming and 

disturbing, as this was the typical response of a number of gallery patrons that I had 

heard over the previous weeks. In actuality the previous exhibition that he was 

referring to was not about angry black men at all. Entitled ‘Male Academic 

Disengagement’, that exhibition held in November 2011 was one of the strongest held 

in that little gallery. It featured the work of six community artists of varying ethnicities, 

ages and gender from the artist collective known as B.A.R.U. (Bermudian Artists Rise 

Up) addressing the issue of how to positively stimulate and encourage the young males 

of the community to view the pursuit of education as worthwhile and important to 

their lives. The exhibition was launched with a forum discussion on the same topic 
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with educators and counselors serving on the panel. It was a discussion that contained 

lots of valuable information but only a few audience members.  

 Fortunately, visual artists are lending their voices to issues but does the audience 

want pretty pictures and happy imagery? Perhaps not. It would be difficult to find an 

image more pleasant and light-hearted than Fountain’s Johnny. But this work continues to 

have a very contrasting reception. Watching individuals taking photos next to the 

sculpture and seeing his poster on the walls in the dormitory rooms of Bermudians who 

are studying overseas, one can discern that the sculpture is loved almost as much as 

Johnnie himself by both the visitors to Bermuda and by many Bermudians. However, 

there is also strong opposition to it. Fountain has acknowledged oppositions to Johnny and 

that the work had caused significant local controversy. He lists the controversy as coming 

from “ the ‘why not me’ camp on one side, to those who insist such sculptures should only 

be done posthumously (Fountain, 2003)!” But these perspectives are hardly controversial 

or offensive. Significant objections do exist however and provide further exposure to the 

island’s racial tensions. These oppositional statements have a racial component and it 

appears that Fountain and the status quo chooses to ignore these other perspectives.  
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One perspective is that this work is a reinforcement of an Uncle Tom character. 

Johnny is portrayed as the black man who will do anything to stay in good standing 

with ‘the white man’.132 The image of a subservient old black ‘yes’ man is offensive and 

this is compounded when it is acknowledged that the work was commissioned by what 

may be regarded as white Bermuda. 

To formalize an image of a black man as smiling and jovial in such a 
one-dimensional message reduces its essence to the superficial and is a 
nod back to our oppressive past. It is almost as if nothing else about 
Johnny Barnes matters other than he makes some people happy during 
their morning drive into Hamilton (W. Brown, 2011). 

 Johnny Barnes’s character is also a matter of interest that adds controversy to 

the sculpture. An often-repeated perspective in the black community is that Johnny, 

despite his many years as a greeter, is a role model hardly worthy of memorializiation. 

For many who knew him long before he assumed the role of greeter he is remembered 

as a grumpy, reckless and abusive man and he is seen as serving a sort of penance, 

making amends for previous sins. These negative sentiments have been transferred to 

the sculpture and, for many, the work in fact does not represent a positive and friendly 

                                                        
 132 Uncle Tom is a reference to the main character in the American novel Uncle Tom’s 
Cabin, written by Harriet Beecher Stowe in 1852. 
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spirit. 

Another significant and relevant criticism relates to the site of where Johnny 

Barnes does his greeting and where the Johnny sculpture is located. Although as stated 

before, the two sculptures Sally and Johnny are located a half mile from each other, the 

site where Johnny is located is the site where Sally Bassett was burned at the stake. In fact 

this location is where much of “the punishments (including, branding, whipping) were 

carried out at ‘ye bottom of ye Laine’ which may be the present Foot-of-the- Lane (W. 

Zuill, 1999).” Crow Lane is a significant place and the innocuous image of a smiling and 

happily waving black man permanently located on that spot can be according to one 

source: “akin to dancing on sacred ground W. Brown, 2011).” This is what Quito Swan 

was referring to when he said "Bermuda colonial education has historically served to 

intellectually erase the voice of black dissent and disconnect the experiences of blacks in 

Bermuda from the wider black world (O’Kelly-Lynch, 2010).” 

It would seem that a constant reminder of an individual who was burned at the 

stake would not be desirable, and in 2009 the public made their opinion known that they 

did not want to see Sally on their daily commute. Unlike Johnny, she could not be placed 



Texas Tech University, Edwin M. E. Smith, August 2012 

  198 

on Crow Lane where the execution took place or along any highway. A letter from a 

member of the public in 2008 reads: 

I think the statue is ugly and disgusting and should be put somewhere 
people will not have to be forced to look at it. It is an eye-sore on Front 
Street and will discourage tourism. I can't recommend people visit 
downtown Hamilton, Bermuda with this thing as something one is forced to 
look at. Please remove it and give the tax-payers back their money! Make 
this statue a mooring weight.133 

However, the attitude was quite different back in the 50s when the Tucker sisters had the 

likeness of Sally Bassett made into a dinner bell and sold them in their souvenir shop. 

Called a Sally Bassett dinner bell, the popular souvenir featured the image of an old black 

woman whose skirt formed the body of the bell, symbolically placing Sally back into her 

servitude position as a domestic help for her master (Campbell, 2010). 

Tensions   

Continued racial tensions 

The installation of Sally in 2009 is more than a retrospective glance at an event in 

Bermuda’s history or even a step towards addressing the deficit of images that represented 

the majority of the country’s population. It is a statement that nearing the end of the half-

                                                        
133 “Letters to the Editor”. Royal Gazette, (Hamilton, Bermuda), November 17, 2008.  
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century in focus, tensions continued to exist between the predominant races. Former 

Premier Brown said, “We are one people, united by the country of our birth, united by our 

history and united by our traditions. But when it comes to opportunity, equality and justice 

despite all our progress and despite the quiet we remain two Bermudas separate, divided 

and unequal. 

As a matter of fact, race impacts literally everything and references to this are 

made in the minutiae of Bermuda’s life. For example, Member of Parliament Dale Butler 

and his associate Rodney Smith who have been known for many years as the fishcake 

kings have even held up fishcakes134 as a national symbol in an effort to “bring the races 

together (Moniz, 2011)”. 

The preference for Johnny is easy to understand since a statue of Sally Bassett 

would certainly conflict with the feel-good message of Johnny Barnes. However, as 

columnist Alvin Williams has suggested, what many Sally supporters felt about those who 

commissioned the Johnny sculpture was that they were, “perhaps unintentionally, playing 

                                                        
134 Fishcakes are a part of Bermuda’s cuisine. They are made from boiled potatoes and 

filleted fish, mostly codfish, that are formed into a patty, breaded, seasoned and fried. It is a tasty 

reminder of Bermuda’s maritime heritage. 
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to the stereotype of black people and, particularly, of black men in this country that is, 

portraying black men as being peaceful folks unlikely to disrupt society even if there was 

a just cause to do so (Williams, 2008).” 

The island’s history of slavery has not been fully recognized. Anti-racism 

campaigner Mark Nash, said that many people in Bermuda’s white community have not 

fully acknowledged the benefits they have reaped due to their racial heritage. He has 

called for an open dialogue to promote healing. Even on the political level there has been 

mixed response to the history of racial tension and disagreement over the appropriate 

methods of reconciliation. In 2009, on the occasion of the county’s 400th anniversary, in 

response to a motion asking for forgiveness for the role it has played in race division, 

some white Members of Parliament gave heartfelt apologies while others refused to do so 

(Roberts, 2009). The motion read, "We affirm our wholehearted commitment to the cause 

of reconciliation between all races; and that we ask for forgiveness for the role that this 

House has played in race division."  

Two years before in 2007, the government established the Bermuda Race and 

Relations Initiative (BRRI) a committee dedicated to the goal of creating a healthier 

environment with respect to the issue of race in Bermuda.  The BRRI was responsible for 
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the Big Conversation, but it did not get as wide a support as it had hoped. This may be 

because the PLP government initiated it and this is an environment where the support for 

the two major political parties is largely race-based. There was also criticism that both the 

Premier and the Coordinator of the Initiative had no particular interest in actually healing 

the racial wounds, or that they could not meet this objective. More success may be 

achieved with government funded but independent movements such as Citizens United to 

Uproot Racism (CURB). CURB is an antiracist, interethnic movement. It began in 1998 

but was re-launched in 2005 when the Government acknowledged that racism continued 

to be a divisive element in our community and pledged to assist organizations devoted to 

the elimination of racism in Bermuda. 

Regional Comparisons  

Fountain and Dowling may not have fully intended to highlight and contrast cultural 

differences between Bermuda and both its south (Caribbean) and west (U.S.A.) Atlantic 

neighbors in regards to questions of race nor how art has been used as effacements of 

historical realities. Yet these works cannot but be read and understood in this broader 

geographic framework. Although the region has a shared history which includes the fact 

that the Americas has endured racial conflict since colonial expansion, and that those of 
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slave descent have had a level of cohesion due largely to their shared experience in this 

history, there are significant differences in how race is perceived and understood around 

the region. 

 Since 1906 Bermuda’s tourism industry has emphasized that Bermuda is not a part 

of the Caribbean and has openly discouraged political and cultural relationships with the 

region. This intentional isolation was encouraged despite the fact that Bermudians have 

extensive historical and close genealogical ties to this geographic region.  It was an 

appalling division especially as the same business leaders continued trade and commerce 

with that Caribbean region. The Trade Development Board (TDB)135 had never 

discouraged relationships with other Atlantic World neighbors.136 This identity has been 

responsible for installing into recent generations of black Bermudians a condescending 

attitude towards its Caribbean neighbors and in return, black Bermudians have been 

regarded as soft and docile by its Caribbean neighbors, many of whom have taken the step 

                                                        
135 The Trade Development Board, the forerunner of the Bermuda Department of Tourism 

1913-1967 was a major part of Bermuda’s oligarchal government.  The Bermuda Department of 

Tourism began in 1967 at a time that that included the introduction of a number of other societal 

changes including integration of the races, universal adult suffrage and party politics. 

 
136 This would be the U.S.A. and Canada to Bermuda’s West and Europe to its East. 
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to self-determination by becoming independent nations. Sally and Johnny in a way speak 

to this issue as they represent the two perspectives of Bermudian blacks pre and post 

integration, or even pre -and post-tourism. Sally is a symbol of resistance and her story 

reminds one that Bermudian blacks were regional leaders in revolt  – a history that has 

since largely been forgotten. Johnny, while a friendly, harmless tourist symbol, speaks to 

the complacency of a country towards internal race relations under the imperative of 

global tourism. 

In both its pre-emancipation and post-emancipation incarnations, Bermuda’s 

blacks had to be revolution-minded as the oligarchy ruled over this majority “in a manner 

that marked it out as perhaps the most narrow-minded ruling class in the entire English-

speaking Caribbean (Lewis, 328)”. This control, often compared to South Africa’s 

infamous apartheid regime,137 was in place largely because of the ratio of the non-white 

population to the white population. In the Caribbean, the non-white population has long 

been the greater majority while in Bermuda the balance has been much closer.  This fact 

                                                        
137 One comparison was made by Quito Swan who said: “The parallel between 

sociopolitical oppression in South Africa and Bermuda was… a critical catalyst for the 

demonstrations.”  Swan, 138. The demonstrations referred to included the August 8, 1970 Union 

Jack flag-burning by black Bermudians to protest the Bermudian Government’s support of 

Britain’s decision to supply arms to South Africa’s apartheid regime. 
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was not lost on Bermuda’s first black government leader, Sir. Edward Richards who years 

later said “In a country in which the coloured population was 5% of the total it would be 

very much easier to do away with segregation than where the coloured people comprised 

60% of the total as they did here [in Bermuda] (Williams, 1988).” 

The story of Sally Bassett and her execution as well as of previous and subsequent 

attempts at uprisings by other slaves in Bermuda138 as well as accounts of similar activity 

from other colonies could be spread by Bermuda’s slaves to the slaves in other colonies 

over sixty years before the Haitian Slave Rebellion of 1791. Professor Justin Pope is one 

who believes that Bermudian blacks had a ‘Dangerous Spirit of Liberty’ and with their 

extensive maritime travels transmitted rebellion across the Caribbean. 139  

                                                        
138Several slave rebellions and numerous slave runaways in Bermuda have been recorded. 

The first plot to rebel occurred in 1656 when 10 black servants, a combination of free and enslaved 

men, led by William Force were accused of planning to ‘cut off and destroy the English in the 

night’. The conspirators were tried and given a range of punishments, not all were executed. There 

were no other slave rebellions in Bermuda after 1761. Virginia Bernhard, Slaves and Slaveholders 
in Bermuda: 1616-1782. (Columbia, Missouri: University of Missouri Press), 83. 

 
139 Justin Pope in his October 15, 2010 presentation at the University’s Cave Hill Campus 

in Barbados entitled ”A ‘Dangerous Spirit of Liberty’: The Spread of Slave Resistance in the 

British Atlantic, 1729-1845″. 
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 Significantly, Bermudian slaves were the consummate black sailors of the 
British Empire during the 1730s. Tobacco agriculture had declined on the 
island by the late 17th century, so that white colonists abandoned plantations 
for ships and pushed bowlines into the hands of their slaves. The Bermuda 
sloop emerged as a favorite carrying vessel because of the native cedar 
construction of its hull and shallow draft, which allowed for trade far up 
inland rivers. The fact that slaves worked aboard so many of these ocean-
going vessels meant that they had access to a variety of plantations in the 
mainland and West Indian colonies. Perhaps no other British colonial slave 
society ranged so far (Pope, 2010). 

Historian Virginia Bernhard agrees that the information regarding slave activity 

such as running away and rebellion was able to move around from colony to colony 

and that Bermudians with their expertise and maritime advantages may have had a 

part in this but feels that Bermuda was more influenced by its neighbors rather than 

was responsible for influencing others (Bernhard, 1999). However, Bermudian 

blacks were resourceful and renowned for their expertise and leadership. Evidence 

of this point may be supported by the fact that upon emancipation in 1834 when it 

was suggested in the British government’s “Act for the Abolishment of Slavery 

throughout the British Colonies” that there be an apprenticeship system 

implemented to avoid idleness and starvation amongst the former slaves, slaves in 

Bermuda were given unconditional freedom (Packwood, 1993). Antigua was the 

only other British Atlantic colony to receive this.  
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 As Bermuda entered the twentieth century there was an apparent diminishing sense 

of liberty. By the 50s, Bermudians were apparently already very pacified and seemingly it 

was actually foreigners rather than the locals who were quite distressed about how 

Bermudian blacks were treated in their own homeland without protest. 

Dr. E. F. Gordon, a Trinidadian medical doctor, who brought his medical practice 

to Bermuda, and became one of the island’s leading activists gave a revealing insight into 

the perspective of West Indians in relation to their black Bermudian neighbors. According 

to historian and journalist Ira Philip: 

He [Gordon] shook his head in amazement at the contrast to Caribbean 
blacks, who were held in subjugation through poverty and starvation and 
by force backed up by gunboats from Bermuda. Bermudians were not 
starved into submission, but ‘fed’ and ‘clothed’ into submission. They 
were also flattered by the refrain of respective governors who contended 
they were the best-dressed; best-fed, and best housed Negroes in the 
world (Phillip, 2003). 

Even after eventual acceptance of universal suffrage and the political election 

victory of the Progressive Labour Party (PLP), a party formed in 1963 within the black 

Bermudian community to oppose the discriminations of the colonial government, the drive 

for nationhood has not been been made a top priority. There has also been a very negative 

reaction by opponents to former Premier Brown’s 2007 use of the statement that “a full 
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belly man makes a poor revolutionary”. However, the quote is revealing of conditions in 

Bermuda – and not only of the black community but of the population at large, including 

its artists.  

Sally and the consideration of Women 

These two sculptures also differ in terms of gender. Dowling raises this himself by saying 

that among his objectives was his desire to "honor the contributions made by black 

females." The sculpture certainly portrays her as a martyr, and freedom fighter but 

Dowling’s description is certainly revisionist, as what justified the original execution was 

Sally’s classification as a revolt organizer and even a witch. She is still is not considered 

by many as one who made a contribution or is worthy of honor.  

 I had a conversation with Art Professor Christina Storie who is of the opinion that 

Sally should be seen primarily from a feminist perspective rather than a racial one. 

According to her, the execution of Sally and the manner used speaks more to historical 

and contemporary disparities in the treatment of the genders. Historically the British used 

burning as a punishment in England since the 13th century and the majority of those 

executed in this manner were women. As a matter of fact, burning, which was in its 
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decline by the 18th century, was used to execute at least 32 women between the years1735 

and 1789 alone. However, one perspective indicates that reserving burning primarily for 

women held an element of respect. While men who were convicted of a crime punishable 

by death were more likely to be hanged, drawn and quartered, these methods were not 

deemed acceptable for women as it would have involved nudity (Levack, 2006). 

Storie cited as an example the actions of the mainly male PLP government 

members of Parliament who ousted former party leader and Premier Dame Jennifer Smith 

in the days after she brought the party to its second national general election victory in 

2003. Nevertheless, while gender inequality does exist in Bermuda, including domestic 

victimization and sexual abuse. To a certain degree one can nevertheless say that that there 

is an apparent balance of power between the sexes. Women of all ethnicities have been 

active participants in all aspects of home and business life and have contributed to the 

prosperity of the island. In fact for much of Bermuda’s history there were more women 

then men on the island. Interestingly, statistics from recent years show that Bermudian 

women have on average even made more money than men. The average female salary in 

2009 at the end of the focus of this research was $56,854 compared with $56,096 for men, 

a situation that has been labeled as ‘gender neutrality’ (D. Burgess, 2009). 
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It must be acknowledged however that the apparent prosperity and shared power 

enjoyed by women in Bermuda is not throughout its society. There are many women who 

are not doing well. Those same statistics given above hide dire facts such as that in the 

preceding years 50% of black female-headed households with children were living at or 

below the poverty line and that “increasingly, [black female-headed households] families 

are finding it impossible to afford the basic necessities such as rent, food and electricity 

(Cooper, 2001).” Nevertheless, Bermuda’s women are participating in the leadership 

roles on-island, and they have also been trailblazers in the region and have provided 

important insights to the world of the realities of colonial life from slave perspectives. For 

example Dame Lois Browne-Evans (1927-2007) Bermuda’s first female lawyer and 

Attorney General was not only the first female Opposition Leader in Bermuda but also in 

the whole of the British Commonwealth. Predating Dame Lois’s birth by almost a century, 

Bermudian slave Mary Prince wrote what is regarded as the first and most widely 

referenced Atlantic slave narrative revealing the brutal and inhumane treatment of slaves 

by their British masters in 1831. 

Summary 
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Although Bermuda had just come through economic boom years, the critique in its art did 

not focus on prosperity or self-determination but rather on the image and identity of its 

people. These works reveal that while Bermuda is in the 21st century it struggles, as with 

the rest of the western world, with the legacy of slavery. And even though racism now is 

no longer perpetuated by government organization and decree, it persists and is seen in the 

attitudes of Bermudians - both white and black- even “when we have what is essentially a 

black government (Jardine, 2008)." And in the black community, with new wealth and 

opportunities, social justice and genuine democracy were seemingly no longer goals after 

which to strive, and for which to sacrifice (Hodgson 2008). Many residents, including its 

artists, have taken comfort in the status quo. Sally and Johnny provide a retrospective look 

that it is perhaps necessary for a country to revisit its foundations in order to tackle present 

day problems and to chart a path for the future.  

Former Premier Dame Jennifer Smith has said that “A world without art would be 

a world without soul, for Art not only allows us to communicate on broader levels; it also 

allows us to express feelings of anger and frustration in a socially-acceptable manner 

(Johnston-Barnes, 2011).” Fortunately, the fact that Sally and Johnny exist means that 
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there are artists who are contributing to the national discourse and there is now more 

reception of their voice.140  

 

 

 

 

 

 

 

 

 

 

                                                        
140 “When I was coming up, you could not speak freely (in Bermuda) unless you were 

prepared to pay the consequences which were often economic segregation.” Carlos Dowling. 

Personal interview with Lou Matthews. July, 8, 2009. 
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