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ABSTRACT  
 

Jamaica’s art movement started to develop as early as the 1930s as there was a 

great sense of national pride which led to a move to the country’s independence in 1962.  

A nationalist movement allowed and played a big part in developing an aim and focus for 

Jamaicans in all areas of life including art and education. 

This paper explores the visual art forms of mainstream and Intuitive Jamaican art. Intuitive 

Jamaican art is a term coined by the Jamaican art establishment with the purpose of 

setting this Jamaican art practice apart from other art practices around the world which 

would have been referred to in the Western world as primitive. Hence, the term Jamaican 

Intuitive is a slight play on the words ‘primitive’ and ‘naïve’ art. It refers to works created 

by artists in Jamaican society who were not formally trained. Mainstream art refers to 

works by artists who received formal training and are aware of art historical styles. Intuitive 

art is recognised as a part of the Jamaican art framework but this was not always the case. 

Due to class divisions, Intuitive artists were not seen as part of the mainstream thus 

creating a divide. This paper will serve as an investigation into the importance of the 

Intuitive artists to the Jamaican art framework, what was the purpose of elevating these 

artists, why was it important to raise a platform for this type of work, what were the 

Intuitive artists trying to say and why was it important for them to be given a platform to 

say it? Were they ever searching for a national belonging in relation to the more accepted, 

formally trained mainstream artists and, was the move for acceptance of Intuitive art by 

the Jamaican art establishment, a move for these Intuitive artists to represent or speak to 

the Jamaican nation?  It is important to find out if the works of Intuitive artists resonate in 

anyway with the Jamaican society. This is due to criticism by a journalist in Jamaica and 

his questioning of the National Gallery’s curator David Boxer’s judgement in exhibiting the 

works of Intuitive artists in Jamaica and abroad (Poupeye 2007, p.77). Criticism seemed 

linked to the notion that Intuitive art was a threat to the Jamaican art establishment and 

that the works of the Intuitive artists did in no way represent Jamaica in a respectable way 

(Ibid, p.77). Through the review of interviews, art works and literature and conversations 

with art professionals in the field of Jamaican art specifically, these studies have informed 

my opinion that the works of these artists did represent some form of identity formation 

which is linked to the nationalist movement of the 1930s. The movement’s influence on 

the Jamaican art movement could be linked in some way to the need for including the 

Jamaican Intuitive artist into the wider framework and forming a national canon. The works 

did represent an identity as most works are influenced by an artist’s surroundings, 

nationality, geography and personal circumstance (Hall, 1990).  
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INTRODUCTION 

As an aspiring Art professional born in Jamaica, raised and mostly educated in 

the UK, I am in the fortunate position of having been able to obtain a certain amount of 

insight into Jamaican culture. I have lived and worked in Jamaica alongside artists, 

curators, gallery owners, organising exhibitions with an aim to promote Jamaican art. 

My interest lies in Jamaican art and history and what direction the sector is headed in. 

So, while I have done some research, my view is also heavily personal. 

The way I look at Jamaican art is different from someone who has either not been 

socialised in Jamaica or is not acquainted with Jamaican culture. As ‘cultural 

translation is a big part of the process’ (Stephens 2006, p.4) into what Jamaican art is 

and is not and what makes it interesting to me.  Living and working within the field is 

very different to merely having a view and criticising an element of something. Being 

able to translate and relate to a culture is a big part of the process - having a more full 

understanding. The images and meanings sometimes are not translated explicitly and 

can be taken to mean something different if you are not familiar with a particular 

culture. The shared cultural codes as expressed by Hall (1990), aids us with something 

unchanged we can reference at all times with the same meaning: a one-ness is 

expressed.  While I accept that identity is never singular and is hard to unify as it is 

almost always constructed across ‘different, intersecting, antagonistic, practices and 

positions’ and it is constantly changing and transforming (Hall 1996, p.4) it is important 

to focus first of all on what is national identity. According to De Cillia et al (1999, p.153) 

national identity can be regarded as: 

‘a complex of common ideas, concepts or perception schemes of related 

emotional attitudes inter-subjectively shared within a specific group of persons 

as well as of similar behavioural dispositions, all of which are internalised 

through national socialisation’.  

The construction of a national identity can be drawn from what is ‘different’, what is 

‘distinctive’ and what is ‘unique’ (Ibid, p.154). National identities are not completely 

consistent, stable and immutable. They are however to be understood as ‘dynamic’, 

‘fragile’, ‘vulnerable’ and sometimes ‘incoherent’ (Ibid, p.154). Members of nations will 

never know most of their fellow countrymen, they will never meet or interact with one 

another but yet they feel that they belong exclusively to a national community. A 

national identity is built on a common history and through this history a memory is 

formed and there is a need to remember and look to the past. These past events then 
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seem to be made to be important to this community (Ibid, p.154). Culture has a big 

part to play in how a national identity is constructed. According to Hall (1990, p.225) 

culture is a matter of ‘becoming’ as well as of ‘being’. It belongs to the future and the 

past. History and culture form a cultural identity and due to this history there is a 

constant change. The description of a Caribbean identity is somewhat interesting due 

to Hall’s explanation of this particular identity’s being framed on axes and vectors - 

firstly, the vectors of difference and rupture, and secondly, the vectors of similarity and 

continuity. Similarity and continuity gives grounding in the past and the difference and 

rupture expresses the slave trade, colonisation migration from Africa and then the 

influx of indentured labour from Asia (Ibid, p.227) 

 In my opinion, a Jamaican national identity is quite complex due to the country’s 

complex colonial past and conforms to the same ever-changing sensibilities mentioned 

by Hall. There are many cultural influences which speak to the Jamaican spirit. The 

nation’s identity was formed due to these cross-cultural differences. The complexity of 

a Jamaican identity like any other has many facets and is very difficult to pick apart as 

it relates to the shared culture: the food, the music, and the forms of dance. It relates 

to having African slaves, East Indian and Chinese indentured labourers as ancestors, to 

having Rastafarianism as a Jamaican religion formulated in opposition to white rule. A 

Jamaican identity is found in speech, an English dialect called Patois. It is the country’s 

seven national heroes, it is Bob Marley, It is Reggae music, and it is an island 

surrounded by the Caribbean Sea with the highest number of churches per capita in 

the world.  However for the purpose of this paper, I will refer to the Jamaican self and 

the forming of that Jamaican self that came from the National independence of the 

country from British rule. It was the Jamaica that was trying to build a nation. So, 

Jamaica at this particular time and the rhetoric around this time was heavily political 

and focused on the forming and building of a Jamaican identity with the idea of no 

longer looking to England for validation (Manley, 1939). The move to the formation of a 

national identity was a progressive one.  After 300 years of British rule Jamaica moved 

towards developing and forming a nationalist movement which focused on being an 

independent nation in 1962. There was a need to assert a national identity and so the 

nationalists’ movement was, according to Cummins (2004, p.233) a ‘political process 

of transformation from colonial domination to adult suffrage and freedom’. After being 

made independent how do you form your own identity from so many influences? 

Jamaica’s motto is ‘Out of Many, One People’ and I find this rather poignant because, 
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rather than be segmented into little pots of different cultures, the main focus was on 

being ‘One People’. In Hall (1996, p.4) he states that:  

‘actual identities are about questions of using the resources of history, 

language and culture in the process of becoming rather than being: not ‘who 

we are’ nor where we came from’ so much as what we might become, how 

we have been represented and how that bears on how we might represent 

ourselves’.   

This is precisely what Jamaican wanted to do: it was focused on becoming and 

formulating something that would represent who we now were after having been 

under colonial rule. It was the forming of something after what was left of the Native 

American settlers, the Tainos who were of Arawak descent, the earliest European 

settlers, the African slaves, the North and South Americans, the Indians, Chinese and 

Middle Eastern people (Senior, 2003).  

This island found in the West Indies, an area described as being a community of 

diverse racial origins made up of  ‘imported people in an imported environment’ 

(Sherlock 1966, p.7). Jamaica and other countries included, is situated in a region 

made up of ‘constructed’ communities (Cummins 2004, p.232). The original prehistoric 

inhabitants were obliterated by wars, famines, disease and the colonial forces of 

Europe. This was replaced by European settlers, their practice of the slave trade with 

reluctant moving and exploiting of people from Africa and the indentured labourers 

from Asia (Ibid, p.232). This is what a West Indian identity is based on – voluntary and 

forced migration (Ibid, p.233). But this very thing is what is unique about Caribbean 

culture. It is a mixture of all these races and practices and rituals. While to De Cillia et 

al (1999, p.153)  a national community is made real through convictions and beliefs 

‘figurative discourses continually launched by politicians, intellectuals and media 

people and disseminated through the systems of educations, schooling, mass 

communication and militarisation‘. It is suggested by Hall (1999, p.5) as an ‘on-going 

project under constant re-construction, is it successively embodied as a distilled 

essence in the various arts and artefacts of the nation for which the heritage provides 

the archive’. Heritage has many meanings but to relate this to a Jamaican heritage and 

how the nation would be formed from this, I would agree with Senior (2003, p.ix) 

when she states that it is ‘everything from the past (our inheritance) that shapes us 

and serves as pointers to who we are, both as individuals and a nation’. Heritage I 

would agree is multifaceted and the linking and interconnectedness of these facets 
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allows for the formation of a national identity. The places, the history, rituals and 

traditions and creative activities all form and feed into the nation building (Senior, 2003) 

.And so it is my opinion that we do come to know our own meaning and purpose 

through objects and artefacts which have been made to stand for and symbolise our 

essential values (Hall, 1999). There are a myriad of scenes, issues, colours, themes, 

ideas that stem from depictions in works by Intuitives like Mallica ‘Kapo’ Reynolds and 

mainstream artists like Barrington Watson. I would like to focus however on Jamaican 

Intuitive art and how this art practice relates to a Jamaican identity. According to 

Archer Straw (2010a) Intuitive Art maintains stronger links with African forms of 

expression, is predominantly closed to any external influences and is characterised by 

the essentially self-taught artist. The Intuitives were self-taught Jamaican artists 

labelled as such by David Boxer. Boxer is Curator Emeritus at the National Gallery of 

Jamaica. He served as the Gallery’s chief curator since 1978 and was curator of the 

first exhibition of Intuitive artists at the National Gallery in 1979 titled ‘Intuitive Eye’. He 

refused to use the titles ‘primitive’ or ‘naïve’ as he did not want to perpetuate the use 

of these particular words because they carried he felt, derogatory connotations. He 

objected to the ‘uncomfortable link to the tribal arts of Africa, Oceania and pre-

Columbian America’ (Boxer 1987, p.2). 

‘…To have labelled our Jamaican Intuitives ‘primitives’ would 

consequently have placed too much of an emphasis on an 

admittedly important aspect of our Intuitives, who are essentially 

black people descended from Africa, namely, the African 

retentions which are clearly evident  in the work of some of the 

Intuitives’ (Ibid, p.2) 

In my opinion, the Jamaican Intuitive artist expresses himself through feelings that 

come from within: his artwork is a raw expression of his inner self. Having not been 

formally trained the Intuitive artists is in touch with his identity and what he feels and 

believes. Not being influenced by others and lacking the disciplines of colour 

knowledge, depth of field, composition. I feel the Intuitive artists has no choice but to 

express what he feels and we as viewers are positioned to make of it what we will. 

So, at the core the Intuitive artist I feel expresses from the soul. The authenticity 

comes into play as these artists are not influenced or cajoled into a style but is merely 

moved by what pleases them. There is an element of freedom and innocence to the 
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style. The Jamaican Intuitive artist and the self-taught artist are one in the same as 

Boxer confirms in (Jamaica Journal 1980, p.17) that ‘all true Intuitive artists are self-

taught but not all self-taught artists are Intuitive’. This seems to play to a particular 

canon making and the idea of having these artists fit into an idealised formation of 

some form of identity. Setting these artists apart from other self-taught artists is a 

clever way of elevating the Intuitives.  

 The Jamaican Intuitives are also described as authentic creators (Boxer 1979, p.2). To 

get to the core of this, I feel it is important to pick up on the meaning of authentic. 

According to Dutton (2003) the word authenticity is regarded as one of those words 

where the meaning is never clearly understood until we are aware of what part of its 

meaning is being discussed. He goes on to state that there are two categories used 

more commonly when dealing with authenticity: the first being nominal authenticity 

which relates to the origin and provenance of an object and the second being 

expressive authenticity where the object’s character is related to the beliefs of an 

individual or a society. So in this sense I would be inclined to look into the expressive 

authenticity of the works of the Jamaican Intuitives.   

 

According to Cummins (2004, p.236) Jamaica was one of the first new nation 

states in the Caribbean to focus on the importance and development of culture, with 

the Folk museum established in 1961. This aided in the encouragement of amongst 

local ordinary people to take pride and appreciation in authentic art and culture; with a 

focus on the ‘people’s history’ looking more into the inherent traditions and not 

academic teachings (Ibid, p236). Through the forming of a nationalist agenda - the folk 

museum and others, namely the White Marl Museum the government wanted to 

address the necessity of looking into self and constructing a national identity. The 

focus here, being on authentic art which relates to a true expression of the beliefs and 

values of the Jamaican society (Dutton, 2003). So with Intuitive art there is a link in to 

the Jamaican heritage and it could be that it does represent a national identity, taking 

into account Hall’s (1999, p.5) definition of heritage as a ‘discursive practice’ he 

continues to discuss this saying: 

‘…It is one of the ways in which the nation slowly constructs for 

itself a sort of collective social memory. Just as individuals and 

families construct their identities in part by ‘storying’ the various 
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random incidents and contingent turning points of their lives into a 

single, coherent, narrative so nations construct identities by 

selectively binding their chosen high points and memorable 

achievements into an unfolding national story’ (Ibid, p.5) 

So, Intuitive artists could have been constructing some form of identity by painting 

what was within; they could have been constructing their national identities by 

‘storying’ their experiences and by expressing themselves. If we take into account the 

works of Mallica ‘Kapo’ Reynolds. His works spoke to his identity and reflected his 

story as a revivalist preacher and he was inspired to produce his many works by his 

revivalist beliefs. The revivalist religion is a mixture of African practices and Christian 

beliefs. This is a distinctly Jamaican religion (Warren Beckwith, 1923) and allowed for 

this unique expression in his work. Kapo was born in a rural part of the parish of St 

Catherine. He received the ‘spirit of conversion’ at a young age and became the 

Bishop of the St Michael Tabernacle, a church he established in his early thirties 

(nationalagalleryofjamaica, 2009). Kapo worked across two dimensional and three 

dimensional mediums. His subject matter was always distinctly spiritual with subject 

matter relating to Heaven and Earth and the revivalist beliefs in the afterlife depicting 

angels and the devil and with most works titled from passages from the bible.  This 

subject matter could not be taught and spoke to his ‘route’ as a Jamaican revivalist 

preacher and not so much as the return to his ‘roots’ being a descendant of African 

slaves (Hall 1996, p.4). Having not been tarnished by the teachings of the colonies and 

the Western world - the Intuitive artists expressed what was within like most artists. 

However what the champions of the Intuitive art movement wanted to get across was 

that these artists expressed their authenticity, and this sensibility was somehow 

attached to the making and formation of a Jamaican self by: 

‘…making a unique and vital contribution to a developing Jamaica by 

subverting old values and exploding outward myths which have for centuries 

attempted to relegate to perpetual inferiority the products of the creative effort 

of those who draw heavily on the soul and experience of everyday life but, 

without the benefit of sustained exposure to the canons of formal schools of 

training’ (Nettleford 1979b, p.1). 
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With Intuitive artists the imperialist idea of the local artist being ‘developed’ (Cummins 

2004, p.232) was shunned. Intuitive artists did not need to be trained, their work was 

equally as good to be exhibited (Poupeye, 2007). 

My understanding is that while an Intuitive artist may be guided by what comes from 

within and they have a vision, they are essentially different from a self-taught artist 

who is just that – self-taught, not formally trained and so, they may have a skill in 

terms of reproducing through the medium of painting a photograph that is presented 

to them. They differ from an Intuitive artist because of an inner vision that the Intuitive 

artist possesses. One could even say that this inner vision derives from a spiritual 

sensibility as seen in the works of Everald Brown and Kapo. So, perhaps the historical 

and ancestral influences of the island had an impact on the forming of this identity and 

the environment in which the artists lived and worked had an impact on how Intuitive 

artist viewed themselves. Also, with the political tone at the time of independence this 

could have helped to mobilise these artists as they could have felt the need to have 

their voices heard. It could also be that due to the country’s new identity formation the 

art practice was used as a pull out a Jamaican identity. 

Due to the country’s ties with England I feel that a classist system was allowed to 

prevail with certain members of society’s access to certain activities with 

membership’s schemes being fostered, an example of this is that access to the 

Institute of Jamaica (IOJ) was only granted to a privileged few. Here we see a 

breeding of the segmentation or sectioning of the ‘worthy’ versus the ‘unworthy’ 

(Institute of Jamaica 1977, p.4) 

It is this segmented view  as mentioned by Paul (1998) in my opinion which has been 

allowed to prevail in in  Jamaican society has always been influenced by this practice 

and so I feel it is important to look at the distinctions made between mainstream 

(formally trained artists) and Intuitive (self-taught artists) and if through these 

distinctions is there is an enforced hierarchical system in Jamaican art could this have 

influenced the push for the canonisation of Intuitive Jamaican art by the Jamaican art 

establishment by actively continuing to include the works in travelling exhibitions or 

was it that the Intuitive artists felt that they wanted their voices to be heard by steadily 

building on previous works while conveying their intended messages.   
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METHODOLOGY 

My research methodology will consist of gathering relevant data from specified 

documents and conversations in order to analyse the material and arrive at a better 

understanding of Intuitive art. I would like to find out why it was given a platform to 

speak the language of a nation and if the push to elevate this as a practice was tied to 

the formation of a Jamaican identity. Also, by elevating these artists, were those 

responsible for exhibitions and literature surrounding the practice able to teach or 

enlighten viewers of the work on what Jamaican intuitive art is.  

I hope to shed light on the following through my research: 

1. What is Jamaican Intuitive art? 

2. What is a Jamaican identity? 

3. Why was it important to elevate the Jamaican Intuitive artists and recognise 

this art practice as a canon? Can we say that the work of the Intuitive artist 

resonated with the nation and did the works represent a Jamaican identity 

nationally and internationally 

4. Was Intuitive art a threat to the Jamaican art establishment? 

5. Did the Jamaican Intuitive Art exhibitions in 1979, 1987, and 2006 respectively 

represent Jamaica’s identity 

Through Veerle Poupeye’s article, ‘Intuitive Art as Canon’ in the Small Axe publication 

and my interest in ‘other’ art with reference to and the study of exhibitions like 

Magiciens de la terre and Thin Black Line(s), I developed an interest in the art that is 

not considered the mainstream. Other art is considered non-western art and usually 

seems to depict cultures, customs, practices from the non-western world and with 

‘other artists subjected to racial and cultural differentiation’ (Araeen 2010, p.58). For 

the purposes of this paper all references I make to Intuitive art will relate to Jamaican 

Intuitive art.  

This paper will use mainly text, images, observation experiences and conversations 

without numerical data. Images, texts, institutions, organisations, frameworks and 

structures will be analysed to allow meanings, themes and interpretation to be 

developed. Discursive material will be used to reveal ideas and thoughts with some 

questions being posed. As a qualitative method will be used for this paper, I will be 

using subjective methods such as, conversations to collect substantive and relevant 

information. The works of relevant, qualified practicing curators, art historians, art 
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professionals familiar with the subject of Jamaican art will be analysed. One such 

qualified practitioner is  Dr Wayne Modest Head of the Curatorial Department at the 

Tropenmuseum. Dr Modest’s specialises in ethnography , anthropology and 

museology. He is Jamaican and lives and works in Amsterdam.  A transcript of my 

conversation with Dr Modest, will be included in an appendix submitted with this 

dissertation.  This information is valuable due to the varying experiences, accounts and 

knowledge of the Jamaican art framework. Collecting the qualitative data derived from 

this will help to construct and support arguments and answer questions posed and will 

useful for me in my future work as an art professional. A bibliography/ reference list 

will be submitted with this dissertation.  

The method I used to complete my literature review was the synthesis matrix (Ingram 

et al., 2006), a method I found simple and easy to categorise all the arguments, 

references, and answers to questions I have posed. This method was able to allow for 

a useful outline of findings across a number of sources   

 

 

 

The findings from here I hope will clarify questions and issues around Jamaican art 

specifically. As for my career and personal interest, this will be a springboard from 

which I will be able to conduct forums and symposiums on the Jamaican 

contemporary art framework and with the aim to influence further discussions on 

differing genres in Jamaican art.  

 

  

Fig 1 Example of my Synthesis Matrix  
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LITERATURE REVIEW  

While the publications, books and articles used in this research agree that 

Jamaican Intuitive art is focused around the visionary nature of the untutored artists 

with links to African forms of expression and are closed off to external forms of 

expression (Archer Straw, 2010a) it is defined almost always in opposition to Jamaican 

mainstream art (Stephens, 2006).  Mainstream art it is found, placed more emphasis 

on formal training and art historical styles that were proffered from abroad (Archer 

Straw, 2010a.). While David Boxer, Director Emeritus of the National Gallery of 

Jamaica formulated the term Intuitive, he does recognise that he is of the mainstream, 

who was trained in an academic fashion in historical ideas about art and that the 

Jamaican Intuitive artist was a spontaneous visionary and not a studied visionary 

(Jamaica Journal 1980, p.17). The term ‘Intuitive’ was a conscious move to remove the 

negative connotations and offensive terms such as ‘primitive’ and ‘naïve’ were used to 

expose the positive characteristics of this art practice (Ibid, p.17).The Jamaican 

Intuitive artist are described by Boxer as artists who ‘paint and sculpt Intuitively and 

with a pure vision they are not tarnished by art theories’ (Boxer 1979, p.2) while Rex 

Nettleford a scholar and social critic also of the Jamaican cultural elite as founder of 

the National Dance Theatre Company of Jamaica  agrees that while these artists are 

an ‘embodiment of a creative tension between tradition and revolution they also 

encompass passion and contemplation of culture and instinct’ (Nettleford 1979b, p.1). 

All the artists’ work he describes draws on their interpretations of everyday life, a deep 

Jamaican religious experience, mythology, the mixture that is seen in the cultural 

groups that make up a Jamaican society (Ibid, p.1). In Paul (1998) she finds the terms 

in which the works of these artists is discussed problematic, as does (Archer Straw, 

2010a). Paul sees Boxer as the legislator of an aesthetic validity with one of his major 

achievements being his ability to use his influence to form a canon around the Intuitive 

art practice within the Jamaican art establishment and to ‘familiarise the Jamaican 

public with artworks that they might otherwise have remained sceptical of’ (Paul 1998, 

p.70). This is in direct correlation to Jamaica’s move to independence in 1962 which 

was as a result of the nationalist movement in the 1930’s which promoted the idea of 

forming an identity and expressed the importance  of art, culture and education. 

According to Thomas (2002), there was a post- emancipation section of black middle 

class Jamaicans ‘who would continue to be transformed through an enlightened 

middle class leadership’. There was, she continues, ‘a creole multiracial nationalism 



16 

 

MA Arts Policy and Management Dissertation – Janine Fletcher 12825913 

that became hegemonic in Jamaica by the time of independence in 1962’ (Ibid, p.25). 

This movement was also described as having the country’s most enlightened 

personalities who had a desire to move to cultural independence from England 

(Institute of Jamaica, 1977). Pre-1930’s, institutions such as the IOJ which at the time 

was comprised of a library, a history gallery, reading room and museum catered 

explicitly to the upper-class and focused on a lifestyle not lead by the majority of the 

population (Ibid). This is supported by Cummins (2004, p.234) where West Indian 

governmental institutions continued the practice of enshrining images and objects 

from the colonial empire. So art and culture did not have Jamaican identity but was 

always influenced by ideas and teachings from abroad.  

If according to De Cillia et al (1999) national identities take on particular forms of social 

identities where national communities are formed by the rhetoric communicated by 

politicians and intellectuals through different channels. This is in line with the formation 

of the national identity in Jamaica specifically around the country’s cultural 

development in 1938 where there was a rebellion against the oppressive colonial 

systems, and a desire to advance as a nation (Institute of Jamaica, 1977). A notion 

which also relates to the description by Cummins, (2004, p.233) where national 

identity is described as the ‘transformation from colonial domination to freedom’; then 

this could make reference to the art being produced. It is this identity formation as a 

nation which allowed for the culture to play in what the enlightened personalities of 

the Jamaican art movement wanted to portray and play on Jamaica’s motto of ‘Out of 

Many, One People’. Cultural identity was pulled through the works of the Intuitives 

under a shared culture within each person and so the works of the Jamaican Intuitives 

was to be seen as the works of a people with a shared African ancestry (Hall, 1990). 

With national identities being described by De Cillia et al (1999) as, inconsistent and 

unstable this feeds into the complexity described by Hall (1990) and of the Jamaican 

identity being dynamic which commits to the notion of the difficulty in simplifying and 

the idea of a Jamaican self. This demonstrates the complexity of the subject matter 

presented in the works that the Intuitive artists produced. However, according to 

Poupeye (2007, p.76) there was no doubt that these artists’ work provided a model for 

‘relevant post-colonial cultural production’. However, this sentiment was not shared by 

those members of the Jamaican art establishment who considered themselves and 

the works of those formally trained Jamaican artist as ‘professionals’ and ‘modern 

masters’ (Poupeye 2007, p.75) a debate ensued with a symposium being formed to 



17 

 

MA Arts Policy and Management Dissertation – Janine Fletcher 12825913 

challenge and counteract relegating the Intuitive artist as inferior (Poupeye 2007). In 

looking to Jamaica’s representation abroad the works of the Jamaicans Intuitives were 

looked on favourably and seemed to outshine the works of the formally trained artists 

when the exhibition Jamaican Art 1922-1982 toured  North America in 1986 (Poupeye 

2007) This is in direct opposition to the exhibition Face of Jamaica 1963-64 which 

toured Europe for the very first time. The aim here was to portray Jamaica as not just a 

holiday destination but rather a newly independent country who was culturally diverse 

and economically stable (Archer Straw and Hucke, 2012). Both exhibitions did include 

works of Intuitive art however the Jamaican Art 1922-1982 tour consciously included 

more Intuitive art works. 
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CHAPTER 1  
Being a melting pot and because of the country’s link to slavery and colonialism 

it would be remiss of me to not think of ideas, thoughts and external influences that 

shape Jamaican culture. Because of the country’s socio political history – Jamaican art 

is influenced not only by European, Spanish, Asian, Portuguese but also by African 

culture and practices. The history of Jamaican art, it is claimed by Boxer (1998), dates 

back to Taino Indians who contributed to the region with its indigenous culture. There 

is proof of this Amerindian culture in the works displayed by the IOJ. The British 

maintained colonial rule of Jamaica from the 17th Century. Europeans at this time had 

become aware of the value of a number of Caribbean islands and their abundance of 

sugar, bauxite spices and other provisions and so descended upon this part of the 

world and established plantations to provide their countrymen with spices, rum and 

sugar in particular. Through the success of supplying these comestibles it became 

important to import labour. Jamaica was populated by indentured labourers from East 

India, China, and Europe but a greater number of Africans were supplied from the 

slave trade. 

Jamaica’s history is embedded in a medley of different ethnic groups; this has resulted 

in the mixing of Taino Indians, Spanish, African, French, East Indian, Chinese, 

Lebanese and British cultures and practices. The country’s inhabitants were 

predominantly of African descent, and even though they were dominant in numbers, 

other racial groups seemed to flourish, with the Jewish refugees and their ‘growing 

financial importance in trade’ (Institute of Jamaica 1977, p.11) and with the Chinese 

who owned most of the grocery businesses and supermarkets (Ibid).  This resulted in 

a bit of a gap in society in terms of earning power. And so the more well-off 

inhabitants were able to travel, socialise, and engage in leisure activities and particular 

sports that would be deemed as pastimes for the elite, and art was no exception 

(Archer Straw 2010a). 

 

  



20 

 

MA Arts Policy and Management Dissertation – Janine Fletcher 12825913 

THE JAMAICAN ART MOVEMENT  

In pre-independent Jamaica, art was heavily influenced by a European style that 

did not reflect Jamaica’s culture or the dominant race of Jamaica – black people. This 

is confirmed in (Institute of Jamaica 1977, p.14) where the history gallery placed 

importance on a colonial culture and with portraits of Governors and ‘celebrated’ 

persons. Edna Manley, one of the founding members of the art movement also 

recalled in (Caribbean Quarterly, 1968) an experience which left a mark on her where 

she judged a school exhibition and recalls children’s depictions of a market woman 

with blond hair and blue eyes. She goes on to explain that by being asked to make a 

picture and the idea that what was depicted in a picture is very different from what 

you see at home. Due to this, it could be said that European art history was used to 

influence Jamaican art as stated in Boxer (1998) with churches displaying neoclassical 

sculptures that were made in Europe and shipped to the island. Also, the art of 

painting became popular by foreign artists who came to the island to capture the 

landscape which was used more as travel images of Jamaica (Ibid) and so It seemed 

that contemporary Jamaican art catered to and satisfied the cultural values of a certain 

class of Jamaicans. In Boxer (1998) he claims that Jamaicans of African descent made 

up a large part of the population yet there was no indication of this artistically. He goes 

on to question why there were no  wooden carvings that one would expect. This 

comments feeds into the notion of trying to pull out a Jamaican identify by linking it to 

African culture. This same identity formation is expressed in Hall (1990, p.223 -224) 

where he discusses the ‘one true self’ in many other ‘selves’ which ‘people with a 

shared history and ancestry hold in common’ and that there is a power in the concept 

of identity within the practices of representation’.  

The IOJ was established in 1879 (Institute of Jamaica 1977, p.11) and was at the 

centre of all things cultural and intellectual but this was not accessible by all. There 

seemed to be restricted access as it was even a matter of much prestige to be elected 

as a member of the IOJ (Ibid, p12). There came a change in 1938 however, a ‘crucial’ 

year which was due to the working class rebellion that led to the cultural development 

in Jamaica (Ibid, p.14), when the art movement manifested and allowed for cultural 

development in Jamaica. Before this, there was very little in the creation of and what it 

meant to be appreciative of the arts or be educated to develop indigenous art 

(Caribbean Quarterly, 1968). There were many participants to the development of this 

very young and vibrant art movement including artists such as Albert Huie, Karl 
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Parboosingh, Edna Manley, and artist and writer Roger Mais (Caribbean Quarterly, 

1968).  Many dedicated and devoted themselves to working and being totally involved 

in the fine arts in Jamaica, especially Manley. Manley having moved to Jamaica in 

1922 after being married  and found that being an artist and being passionate 

especially, allows for a feeling of wanting to share that passion and belief with kindred 

spirits. Manley had left England and moved  to a place she felt was home with her 

new husband and baby, but  felt a slight disconnect as there  was no one around who 

showed an outward appreciation for art and there was no stimulus. She felt that she 

found a group of people, in the movement who were perhaps thinking along the same 

lines (Caribbean Quarterly,1968). 

 

It seems the movement began out of Manley’s love for young people and the 

company of artists and a feeling of being lonely.  Maybe not lonely in the terms of 

companionship as she had a good relationship with her politician husband, Norman 

Manley, but lonely in terms of having like-minded artistic types to discuss and 

appreciate art with. Fellow artist Parboosingh seemed to have been influenced and 

exposed through trips to places outside of Jamaica. Social commentary in those places 

stirred up certain feelings and he wanted the same for Jamaica. But being a country 

still under colonial rule commentary was thin (Ibid, 1968) 

Jamaica was one of the first countries in the West Indies to develop this sort of 

movement for indigenous art. The social and political climate at the time aided this, 

what with the differing islands revolting and moving towards being independent and 

shaking the colonial rule. The IOJ was also moving in this direction of encouraging and 

inspiring home grown talent. Robert Verity, Head of the Institutes Junior Centre, 

confirmed that it was one of the factors, which helped to put Jamaica way ahead of 

other West Indian islands (Ibid,1968). Jamaica was beginning to recognise its own 

image and this helped to play a part in the aim of the art movement. This was 

reinforced by Norman Manley stating (1939b, p.109)  

’…we have in Jamaica our own type of beauty …and it is for our 

artists.. to discover and set the standards for the national 

loveliness…and  dig deep into our own consciousness and accept 

and reject only those things of which we from ours superior 

knowledge of our own cultural needs must be the best judges’ 
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In Edna Manley’s explanation mentioned earlier where she had arrived in Jamaica and 

there was no indication of identifying self. This was perhaps due to ‘the mistrust of the 

vitality and vigour that comes from the African ancestors’ (Manley 1939, p.108). Art 

objects made in Jamaica by Jamaican artists needed to become recognised and 

acknowledged and have importance placed on them. Even though imperialist nations 

severed ties with their colonies, the classification of what was considered ‘art’ 

according to Stephens (2006, p.8) still stood in place, and so if these colonies wanted 

to produce their own art, it would still have to fit into the western system of 

classification. Artists needed to be taught and so an importance was placed on being 

taught and you were perhaps more credible if you were taught abroad.  So, liberalism 

attributed to formation of the art movement through post-colonialism. However, this is 

where we began to see a rejection of this thought because even though the people 

were being taught through a foreign system, there was still a call for a rejection of the 

foreign influences as stressed by Norman Manley (1939b, p108):  

‘…absorbing all the influences from outside and remaining sturdily ourselves… 

defeating the educational standards and ideals of our rulers, by a deeper 

knowledge of our own needs and inspiration…’ 

 For National culture’s sake, Jamaica needed and wanted to politically wake up and 

culturally grow. There was indeed a change in the tide and naturally these artists 

wanted to strive and create work with the main inspiration being that it must be purely 

Jamaican again stressing that:  

‘We can take everything that English education has to offer but ultimately we 

must reject the domination of her influence, because we are not English nor 

should we ever want to be’ (Ibid p.109)  

 This was necessary, as it showed a commitment to taking responsibility for the 

nation’s identity and becoming a nation. Hall (1996) stated that identities are about 

using history, culture and language  to become something rather than being, and so 

works of art needed to represent Jamaican life. The key was to reject the need to look 

for any form of validation outside of Jamaica but to seek to build an audience within 

their own country (Manley, 1939b). The movement wanted to focus on art building and 

increasing patronage. The art movement wanted more Jamaicans to see more works 

by Jamaicans, and they agreed that to get people involved they needed to expose the 

Jamaican people to art. There was little art appreciation by Jamaican nationals only by 

expatriates (Caribbean Quarterly 1968, p72). The Jamaican public needed to be 
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concerned with the development of its own people and their culture, their own ways 

of thought and be less concerned with building up of and adoration of Empires beyond 

their shores. A national spirit was attainable and necessary (Manley, 1939)  

 

KEY FIGURES 

The name Edna Manley is synonymous with Jamaican Art and with the 

inception of the art movement in Jamaica. It is said that this movement started the 

year she moved to Jamaica with her husband Norman Manley whom she married in 

1921. He had been studying in England and they both travelled to Jamaica a year later 

(Boxer 1998, p.11). She was born in 1900 in Cornwall, England to an English Methodist 

missionary father and a Jamaican mother and felt of Jamaica as home. Edna was an 

artist whose works were mainly constructed thorough the medium of sculptures.  It is 

said that her style changed dramatically as she became imbued by her new 

environment. She departed from works that depicted animal imagery to pieces that 

reflected Jamaica and what she observed (Ibid, p.14). Upon moving to Jamaica she 

found little inspiration in her surroundings and only in a handful of people and it is her 

work with other artists and her involvement in the Jamaican art movement which 

allows her the position as a key figure in Jamaican art practice. During the 1920s she 

would create works, but mainly for an overseas audience. However due to her 

relationship building with other artists; the art scene in Jamaica in the 1930s began to 

change and she began to influence other artists namely  Albert Huie, Koren der 

Harootian, Denis Gick, Burnet Webster and Alvin Marriott (Boxer, 1998). 

Manley was a visionary mother of the arts in Jamaica. Negro Aroused (Fig 2) a 

significant sculpture of 1935 which became very much linked to key events in 

Jamaica’s political history is one of her best known works and is a key work in 

Jamaican art history. She was a teacher to Albert Huie who was in his teens when he 

was first noticed by Manley  and it is this partnership  which spurred on the inception 

of the art movement. She was also a friend to David Boxer who confided and 

consulted her, which led to him being appointed as the Director of the National Gallery 

of Jamaica. Some key figures were not always artists but politicians and notably, the 

work of Norman Manley and his influence and drive as Jamaica’s principal was key in 

the shaping of the Jamaican art framework. Marcus Garvey was also influential in his 

mobilising black people towards freedom and independence resulting in Garveyism 
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which inspired young black Jamaicans to look to Africa, the land of their ancestry and 

the formation of the Rastafarian religion, in shaping an identity. With the formation of 

political parties, the move for political and cultural independence brought a new spirit 

of nationalism and this aided in the foundation years of Jamaican art being built. 

Through this newly independent country, a  national identity began to be formed and 

instead of looking ‘outside’ for inspiration artists, began to take a more inward look at 

themselves and their country and surroundings and became influenced by what they 

saw and what they felt. The Edna Manley School of Arts was founded and developed 

to hone in on Jamaican artists and their interest in their homeland – through art 

developing a national pride. Jamaican artists in wanting to develop and grow, had  

become aware of practices outside of the country and so as exciting developments in 

North America and Europe piqued interest, artists wanted to travel to experience those 

places. Through scholarships and with the means to travel Jamaican artists moved 

beyond their shores to be influenced by and develop other forms of expression.  

ART & CULTURAL POLICY IN JAMAICA 

 

“National culture is a national consciousness reflected in the 

painting of pictures of our own mountains and our own women 

folk, in building those houses that are most suitable for us to live 

in, in writing plays of our adventures and poetry of our wisdom, 

finding ourselves in the wrestle with our own problems” (Norman 

Manley 1939b, p.108) 

 

Jamaica gained independence in 1962 but remained loyal to the British 

Commonwealth, this loyalty was displayed in the elaborate 300 festival to celebrate 

300 years of colonial rule (Institute of Jamaica 1977, p.19). The Art Advisory Board was 

established in 1962 with the specific aim to develop local talent. The council consisted 

primarily of people with knowledge and active interest in the arts. These individuals 

main task was to advise the government on how to develop culture; with specific 

attention to: literature, drama, dance, music, and art and craft which included painting 

and sculpture. It is through this very council that the development and distribution of 

government scholarships for students to study abroad and for grants to be distributed 

to individuals and societies and cultural groups had started (Ibid, p.19). Just one year 
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later, the council was re-named the Arts Development Council and was established to 

cover a wider cultural palette that included more “grass roots” activities (Ibid, p.19) 

this was to be extended to folk music, cuisine, popular music and singing and home 

crafts. There was also a requirement to place emphasis on the uncovering of talent 

and the presentation of exhibitions in the visual and performing arts (Ibid, p.20). 

I would like to focus and dissect the term ‘grass roots’ - what exactly does this mean? 

Is this a shift in wanting to look at the indigenous culture or folk art and music? 

Perhaps, but to Boxer (1987, p.3), Intuitive art should not be labelled as folk art. His 

definition of a folk artist, is an artist who creates within the context of a traditional 

form. Intuitive artists are not creating a traditional form, tradition being interpreted here 

as something being passed down perhaps ‘knowingly’. What is key here is that the 

Intuitive artist has had nothing passed down to him but rather he paints and sculpts 

without influence, what is expressed is his true self. 

‘Grass roots’ in particular could also refer to the practices of Afro–Christian revivalist 

groups, this term may have been used a spring board to start a dialogue on the 

preservation of folklore. These revivalist groups blended the Christian evangelism with 

the African notion of magic and salvation. This is particularly interesting as the works 

of Mallica ‘Kapo’ Reynolds attest to and are akin to the nature of this practice. Kapo 

was in fact a revivalist teacher who was a sculptor and painter and works such as  

Rising Table Revival Table (Fig 3) and Heaven and Earth (Fig 4) reflect this practice. The 

interest and significance along with the creative aspect of these groups began to come 

to the forefront with a move by the art establishment to develop ‘indigenous culture’ 

(Institute of Jamaica 1977, p.20) Furthermore with Edward Seaga who was Minister of 

Finance at the time officially stating the importance of bridging the gap between folk 

society, where these practices are preserved and passed down - and the rest of 

society where they are unaware of the practices and have not been exposed to this 

(Ibid). Seaga later moved on to become the country’s Prime Minister in the 1980s. It is 

also clearly an endorsement for this part of the Jamaican identity to be accepted as 

such. There was an understanding in cultural policy in Jamaica that imitating practices 

from foreign countries was in no way contributing to the  

development of Jamaican art form this could only be done through the study and 

implementation of the folklore (Ibid).   

With the change from the Arts Advisory Council in 1962 to the Arts Development 

Council in 1965, a new exploratory committee on the arts and culture was established 
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in 1972. The purpose of the committee was to assess the country’s cultural situation, 

ten years after independence. The Government obviously felt that there was a need to 

create a ‘conscious and coherent’ cultural policy and to be able to make 

recommendations for cultural developments the committee was to look into specific 

areas (Institute of Jamaica 1977, p.26). I will look at some of these areas that relate to 

developing a national identity:  

1. … the development of arts and culture ‘consistent with freedom’ 

2. ... the provision of increased opportunities for the greater participation  of the 

large majority of the people 

3. …the development of means to  bring the country’s cultural heritage into 

perspective, bearing in mind the imbalances of history and the contemporary 

response to this phenomenon’ (Ibid, p.26) 

The need to develop what was consistent with freedom seems to indicate that it was 

imperative to move away from the country’s colonial past. The government wanted to 

move away from influences of the past. No longer being made to take instructions 

from England, the focus shifted to having its own identity. The larger majority of 

people were those who were educated wanted to progress demanded a cultural 

change, but there was also a need to look at the majority being those from African 

ancestry. The ‘imbalances of history’ (Ibid, p.26) refers to the disregard for the majority 

race. This needed to be developed and woven into the country’s cultural policy. This 

committee was made up of educated and culturally aware intellectuals who were 

influenced by Anglo American values, but they were also aware of the importance of 

the maintenance of the local culture (Ibid, p.27). So, they advised the Government on 

the setting up of a council of art and culture with the mission to: 

1. .. develop and improve the knowledge , understanding and practice of the arts 

2. .. to co-ordinate the cultural activities of creation, dissemination, training and 

conservation among official and voluntary bodies as well as individuals  

3. .. to administer such funds as maybe be made available for the arts from time 

to time by the government and other sources  

This newly formed Arts Council was focused in its contribution to culture and 

development of culture in Jamaica with the formation of the National Dance Theatre 

Company, The Little Theatre and the Jamaican Festival Commission to name a few 

organisations (Ibid). It was also important to the committee that the majority of the 
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people of African ancestry should be focused on (Ibid, p.26). This demonstrates the 

recognition that there was a need and an importance placed on heritage. The 

committee developed the right to coordinate and evaluate the role of government 

ministries and also established non-governmental institutions (Ibid, p.27). In my opinion 

this paved the way and allowed for the shift in focus on Jamaican and the influence of 

Africa to be weaved into different art practices by the elite in order to put forward a 

case for the elevating of art practices specifically Intuitive art.  

There was recognition for folklore and influences relating to African, Indian and 

Chinese heritage to show the various facets of a Jamaican cultural heritage but this 

was to be placed in a category outside fine arts (Ibid). Folk was placed outside this and 

so this shows a separation of what was greater (mainstream) and what was minor 

(folk/ Intuitive). Herein lies the method of distinction being formed and the grouping of 

and separating what was perhaps considered high art and low art. But why is it 

important to do this?  

The government’s focus of the 1970s was the bringing in Jamaican manifestations of 

culture the focus was now meant to shift to historical material that had been collected 

in the past. These were to be used and presented in ‘ordered cultural unity from which 

all Jamaican people can draw spiritual sustenance’ (Institute of Jamaica 1977, p.36). 

Even though the focus was for all Jamaican people, I would like to hone in on what is 

considered the majority. The majority were those of African descent. This is confirmed 

that shortly after Emancipation Jamaicans of African origin and descent represented 

95.8 per cent of the islands population (Ibid, p.10). So, with this shift the African 

Caribbean Institute of Jamaica (ACIJ) was formed in 1972 as ‘non-racial national 

institution’ that was dedicated to ‘fostering a national Jamaican identity’ (Ibid, p.37). So 

artworks needed to be relatable, the people needed to see and feel a familiarity with 

what was being creatively expressed. This was the first time that the exclusivity 

perpetrated by the cultural elite was to be rejected (Ibid, p.36). Jamaicans could now 

express their own identity through art – there was support in terms of discussions by 

the institute around protection of works and copyright, public buildings were also 

meant to have artworks commissioned from local artists (Ibid, p.32) 

ACIJ developed as a division of IOJ to show artist the importance of identifying and 

evaluating their African ancestry. The value of Jamaica’s African cultural heritage can 

only be understood through interaction with other migrant cultures that make up 

Jamaica’s culture. It is important to note that due to the cultural mixing African 
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ancestry is important to all Jamaican people due to the intermarrying of black people 

with Chinese, East Indians, and Europeans (Ibid). 
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CHAPTER 2 

THE IDEA OF AUTHENTICITY 

 Boxer refers to the Intuitive artists as a school of ‘authentic creators’, and goes 

on to express that they are ‘not guided by fashion’ and describes their vision as being 

‘pure and sincere’ (Boxer 1979, p.2). I would like to dissect this statement by taking 

into account Dutton’s (2003) premise that when using the word authentic, the first 

question to ask is authentic as opposed to what? If we are to refer to his idea of 

expressive authenticity then what Boxer means here is that the works of the Jamaican 

Intuitive are a true expression of their values and beliefs. If according to Stephens 

(2006) the works of the mainstream and Intuitive are always being compared or pitted 

against each other then, the works of the mainstream artist could also be authentic, 

and authentic in both a nominal and expressive sense. So, the authenticity of the 

Intuitive artists is being expressed here as opposed to the mainstream artist. The 

difference here is where he goes on to state that the Intuitives are not ‘guided by 

fashion’. So what he is suggesting is that the mainstream artists are ‘guided’ as they 

are formally trained. The idea that the Intuitive’s vision is pure and sincere is indicative 

of this notion, that since they are not formally trained then they are the authentic 

creators. But in my opinion both mainstream and Intuitive artists can be authentic. If 

what is being expressed is true to the artists values and beliefs and if the correct 

origins and provenance of the works are known then the works are authentic. In 

thinking of the term authenticity, the idea of traditions spring to mind. In Jamaican 

music and Jamaican dance, there are influences from different cultures, more notably 

the African culture. When we refer to art why is it not viewed in the same way? These 

Intuitive artists are of African descent so it can be viewed in the same way, they are 

simply influenced spiritually by their ancestry. This might be difficult to grasp as 

explained by David Boxer ‘in the visual arts there is little or no identifiable continuity, it 

has just resurfaced’ (Jamaica Journal 1980, p.19). The collective consciousness is 

much more difficult to understand it seems. The spiritual superiority of these artists 

and the dismissal of their ability to have visions and paint or sculpt from this is what I 

feel Boxer is rejecting more than anything. When he speaks of an abhorrence or 

disgust and rejection of the terms ‘primitive’ and ‘naïve’. A lack of understanding 

should not mean a dismissal of something as naïve or denigrated to being childlike. He 

believes that a collective consciousness exists and many other civilisations are aware 
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of psychic occurrences and spirituality. Western civilisation has not been able to 

understand this truth and so dismisses it as primitive. But who makes this call? 

Perhaps it started off with the slave masters dismissal of the slaves African carvings? 

Perhaps the slave’s carvings skills were put to more use with his ability to create 

furniture, to build houses, but not objects for adornment (Ibid, p.19). Slaves perhaps 

were not able to decorate their living quarters and were not required by slave masters 

to create any objects for beauty as after all what would a slave know about beauty? A 

slave after all is meant to be put to use. What would a slave know of fine arts and 

culture? So, the objects for adornment or those used in religious practices were 

supressed and so, Boxer is suggesting that these practices have resurfaced. All be it 

spiritually, in Intuitive artists, especially in the work of the artist Kapo. Seaga was a 

known follower of Kapo’s work and expressed the following at Kapo’s Larry Wirth 

Collection exhibition in 1982:   

‘The best Intuitive art has the ability to animate us because it makes 

us see things as if we were looking at them for the first time. 

Between the artists and the medium there seem to be no 

inhibitions and the imagination is set free to relate what it sees with 

an immediacy which brings us to the heart of the artistic 

experience. Kapo’s work is of that order’ (Boxer 1998, p. 24). 
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A PLACE AT THE TABLE?  BUT WHO ARE THE INTUITIVES? 

The terms Intuitive and mainstream do seek to expand the understanding of 

Jamaican art and it may not be too closed in and limiting. After all, most labels can be 

used to attach worth to something as long as it does not cause damage, in my opinion. 

It may send a message of divisiveness but it is important to make the distinctions. The 

National Gallery’s view that Intuitive art deserved a place at the table of Jamaican art 

was constantly re-enforced by ensuring that each year the Intuitives were represented 

well in the annual national exhibition (Boxer 1987, p.2) 

According to Boxer (1987) the Jamaican Art 1922 – 1982 exhibition, which at the time 

was the most important survey of Jamaican art to tour internationally, it was 

guaranteed that the Intuitive masters would have been represented well. As nearly 

‘one third of the total exhibits was devoted to those works’ (Ibid, p.2). However with 

The Face of Jamaica exhibition, Jamaica’s first exhibition in Europe which toured 

Germany and Britain for ten months from 1963-1964, there a glimpse of how the 

Jamaican art establishment wanted to portray Jamaica. With support from the 

government, Jamaica was to be portrayed as a tourist destination and a country with 

varied cultures. There was an aim also, to strengthen commercial ties as a newly 

developed country. This exhibition had a broad cross-section of Jamaican art works 

that included mainstream art, arts and crafts and carvings but only two Intuitive artists 

John Dunkley and Kapo were included. According to Boxer (1987), this tokenism 

where the odd works of these two artists would show up was corrected, in the 1922-

1982 exhibition.  

Here we will look at these artists and what makes them intuitive. Each artist’s 

language of expression differs from the other. They each have their own unique style. 

Some paint, some carve, their spiritual and political beliefs may differ, but their works 

are undoubtedly unique. John Dunkley is noted as Jamaica’s first Intuitive who 

produced works with very dark mystical landscapes with strange creatures, Back to 

Nature (Fig 5) and with Banana Plantation (Fig 6) where a bunny rabbit and a crab seem 

to co-exist. He was a barber by profession but he seemed to be aware of his talent 

and refused to be influenced by Edna Manley and others by joining in art classes, 

suggesting to Robert Verity that he viewed things differently (Boxer, 1998). Dunkley 

was very different and it was his approach with a ‘severity of form and approach which 

separated him from English and American masters’ (Ibid, p.16). As if in stark contrast, 
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Gaston Tabois portrayed the Jamaican countryside Reaping Sugar (Fig 7) and lifestyle 

and familiar scenes John Canoe in Guanaboa Vale (Fig 8). His works were exhibited 

abroad and many were delighted with his pieces with most of the works he exhibited 

being purchased (Ibid). With great attention to detail he seemed to depict exactly what 

he saw (Boxer, 1987).  Roy Reid regards the 1960s as the time when he took his 

artistic career seriously. He taught himself to paint using household enamel and used 

brushes made from goat’s hair. He was illiterate and taught himself to read by using 

the bible (nationalgalleryofjamaica, 2010). He was labelled as the “grass roots 

philosopher”(Boxer 1987, p.5) due to his depiction of the social scenes in pieces such 

as Gun Court (Fig 9) which relates to an Adult correctional facility of the same name  

he was known for writing comments within his composition a kind of ‘journalistic 

painting’ style (nationalgalleryofjamaica, 2010). Reid’s use of colour was striking and 

was used as symbols to convey his spiritual beliefs with works such as Devil’s 

Disciples (Fig 10). He made his first submission to the IOJ’s Self Taught Annual 

exhibitions in 1971 and went on to tour the UK, Cuba and America. In 1999 he was 

inducted into the Caribbean Hall of Fame in the Visual Arts category 

(nationalgalleryofjamaica, 2010). William ’Woody’ Joseph’s creations were mainly 

wood carvings, these spiritual carvings seemed similar to the carvings of the African 

and Taino ancestors of Jamaica  (nationalgalleryofJamaica, 2012). He seemed 

compelled to create ‘figures and animals that have leapt from the unconscious into 

wood’ (Boxer 1987, p.7) as in Angel (Fig 11) and Group of Standing Figures (Fig 12). 

His works are usually named after he has completed them in just the same way as the 

vision to carve and object was birthed, a process that is different from other Jamaican 

Intuitives (Ibid). While Albert Artwell’s works reflect more of Rastafarian philosophy 

where his works depict Bible stories but situates these in a Jamaican context.  

However his depictions are of black subjects, not white as in Judgement Day (Fig13). 

Here the central figure seems to have the colours of Rastafari (red, gold and green) 

surrounding him. Artwell depicts his subjects in a ’vertical stacking’ method where 

they lay flat, a process likened to that of Ancient Egyptian art (Ibid, p.8).  

As a collective, the Intuitive artists are very different to the mainstream artists and 

other self-taught artists and seem to follow their own rules. It is interesting too that all 

these Intuitive artist are men, senior in years who were not able to be formally trained, 

who felt compelled to express themselves in this way and who would have been 
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aware of the times when Jamaica was moving from the colonial past and creating an 

identity of its own. It could be that they felt that they were able to do this with the 

freedom that came with social and political change and also with David Boxer as a 

champion of this art practice; they felt their works would be accepted. The images 

they produced are familiar, as they reflect Jamaica’s history, social issues, religions 

and politics. The role of culture is important to the way a national identity is structured 

and as these artists are not just merely Jamaican citizens they form the idea of the 

Jamaican nation. They have managed to do this through their works so here, culture 

and state seem to be identical (De Cillia et al. 1999).      
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THE MAINSTREAM AND INTUITIVE DUEL  

The dualistic distinction of Intuitive and mainstream art (Stephens, 2006) forces 

the hierarchies in Jamaican art as there is a very strong class divide prevalent in the 

county. It is this dichotomy which feeds into and has shaped Contemporary Jamaican 

art. The mainstream approach was characterised by a pre-occupation with Jamaican 

iconography with more of a focus on formal training and art historical styles from 

abroad, which were interpreted to suit the Jamaican context (Archer Straw 2010a). 

This is evident in works such as Mother and Child (Fig 14) by the ‘highly trained’ 

Barrington Watson who studied in cities such as Amsterdam, Paris, Rome and Madrid 

(Boxer 1998, p.19). The styles across mainstream artists constantly changed from the 

1930s into the 1960s and 1970s when other artists started to come through. These 

new waves of artists, I suspect were helped by the fact that they were able to afford 

going abroad to study.  Eugene Hyde was influenced by Abstract Expressionism as in 

Jelly Man (Fig 15), having been trained in California and Karl Parboosingh who studied 

in New York and was described as ‘at his best’ when depicting ‘modernist techniques 

to traditional Jamaican subject matter’ (Boxer 1998, p.21). Those coming along within 

the mainstream continued to be taught and influenced by schools and artists abroad, 

while some did stay in Jamaica and were trained at the Edna Manley School of Arts.  

What is important is the fact that they were all trained. And so, their styles could be 

likened to and spoken of in traditional art history descriptive, while the Intuitives’ 

works were spoken of in a way that their works were to be viewed as no less than. 

The Intuitive approach was more in line with ‘African forms of expression’ (Archer 

Straw 2010a) with no outside influences and according to Poupeye (1998), the dividing 

factor between these practices is the social and general education background of 

these artists.  

But both practices could resonate with the nation or could it be said that Intuitive 

artists and their works is more Jamaican, while Mainstream artists are more dynamic 

and forward thinking?  The mainstream and Intuitive divide is used to categorise the 

artists that David Boxer may view as the most important and his influence could have 

changed a view or two regarding Intuitive art.  With Boxer being one of the main 

figures in the discourse around the field of contemporary Jamaican art, it could be 

viewed that his position allows him to be rather powerful.  His position allows for 

these labels and distinctions to prevail (Stephens 2006 and Douglas 2004). Nettleford 
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(1979b) expressed and I agree that there should be no hierarchies in good art, because 

just as a trained artist is respected if he is any good, so it is for an Intuitive artist, if he 

is any good he will be respected.  
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CHAPTER 3 

This is an analysis of 3 exhibitions: The Intuitive art exhibitions in 1979 (The 

Intuitive Eye), 1987 (Fifteen Intuitives) and 2006 (Intuitives III) to examine why it was 

important to elevate this art practice and recognise it, to explore a national and 

international reaction to the exhibition, to see if Intuitive art was a threat to the 

Jamaican art establishment and to see if a Jamaican identity was represented in these 

exhibitions. 

1979 INTUITIVE EYE 

The Intuitive Eye exhibition allowed for recognition that the works of the 

Jamaican Intuitives were no less than the works of mainstream artists, the curators 

wanted to show that Intuitive art deserved to be recognised by the Jamaican art 

establishment as there was a stigma attached to these Intuitives and that the works 

were worth study and evaluation (Boxer 1987, p.2). This shows the desire of some in 

the Jamaican art establishment to remove negative connotations to this art practice 

and to form a canon around Jamaican Intuitive art.  The labelling was important for this 

exhibition as when asked about the title of this exhibition, Boxer said it was used to 

avoid previous descriptions of this sort of work (Jamaica Journal, 1980). He suggests 

that using the word ‘primitive’ was confusing because it has different meanings (Ibid).  

The understanding is that for people in the developing world there is an ‘irritating 

ambiguity’ due to it only being used to describe mainly works by black people 

(Nettleford, 1979b). The term he confirmed, was out of vogue, and so, he focused on 

formulating the name the Intuitive Eye as this refers to a third eye and the eyes being 

the window to the soul, a more spiritual meaning. What is important here, I find, is the 

focus and attention on the title of the exhibition and its significance. If you are going to 

be showing works that you feel as a curator are of worth, it is important to have a 

strong title and be very careful of what the label and title is. It was important for the 

National Gallery of Jamaica to ‘remove the negative connotations that surround the 

established but irritating and even offensive term’ (Jamaica Journal 1980, p.18). So, 

are labels important? I believe they are when for instance you are presenting 

something and by giving worth to something. Especially work which is so heavily 

charged with negative connotations. Boxer was right to focus on a label. Describing 

the artists here as the most ‘sophisticated’ that Jamaica has yet produced (Ibid, p.17). 
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Self-taught referred to amateurs according to Boxer (Ibid), as  the exhibitions held at 

the Institute of Jamaica catered to self-taught artists who were asked to submit works 

and they were given a prize. By sticking to his title of Intuitive, it was just an exercise 

to sieve out the Intuitives from other self-taught artist. As previously explained, to 

Boxer, all Intuitive artists are self-taught but not all self-taught artists are Intuitive. The 

word Intuitive is used to show positive aspects of this kind of art. It is used in a way to 

describe and elevate a more spontaneous type of quality to the art (Ibid). Spiritual 

even, as the Intuitive artist is not influenced by what his art should be and this is the 

very essence of who these artists are. It was important to represent the Jamaican 

Intuitive internationally, Boxer recalls exhibitions in the 1940’s which focused on 

Intuitive art in Europe and America where ‘Jamaica was never represented in these 

exhibitions’ (Ibid 1980, p.23) and wanted to change that. Even though most countries 

abroad used terms such as self-taught and primitives, Boxer thought that it was 

necessary to show these Jamaican intuitive works overseas. This was important 

perhaps firstly, to show audiences nationally that these works were of value; having a 

separate label of Jamaican Intuitives and the meaning discussed earlier expresses 

somewhat of a need to be taken seriously. Secondly, to show internationally that this 

is what Jamaica had to offer as a nation, it shows off the Jamaican culture and 

identity. It was important to do this even though there was apparently a slight holding 

back of Jamaican Intuitives to perhaps focus on the mainstream in a sense exposing 

those formally trained to the world. As in, Face of Jamaica exhibition in 1962-1963 

which was labelled Jamaica’s first exhibition in Europe. The Intuitive Eye exhibition 

was an opportunity to show works that were solely created by Jamaican Intuitives. 

The exhibition was however criticised by some Jamaican art critics and other 

mainstream artists and other elites in Jamaica, as what was focused on was the artists 

lack of training (Poupeye, 2007). This then widened the divide as the Intuitives were 

posed a ‘threat to the Jamaican art establishment’ (Ibid, p.77). Boxer’s stance and the 

way intuitive art was promoted through this exhibition was a ‘polarising force’ in the 

Jamaican art world (Ibid, p.77). Jamaica’s representation through Intuitive art at 

international exhibitions did materialise and some works were being exposed due to 

the Intuitive Eye in 1979. A milestone was met with Kapo’s works being collected by 

the Stedelijk Museum in the Netherlands, there were exhibitions of eight Jamaican 

Intuitives  in  Havana, Cuba and the works of Dunkley, Kapo and Everald Brown were 

included in an international exhibition of Intuitive art in Venezuela. There were four 
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Intuitives -  Everald Brown, Kapo, Sydney McLaren and Clinton Brown included in an 

exhibition in Washington, DC. With more museums buying pieces, the response to the 

works was favourable and this aided in getting the artists and their works established. 

(Jamaica Journal 1980, p.23)   

At the time, the Intuitive Eye exhibition was the biggest that the National Gallery had 

ever displayed. There was a total of 165 pieces were shown and the idea being that 

Intuitive art was not just in vogue and that it was not a fad. It was important that the 

show reflected Jamaica’s artistic heritage and that these artists were to be heralded. 

These artists were depicting a Jamaican experience echoed in Boxers affirmation that: 

‘…no other Jamaican artist has dealt more directly with the socio-

political climate of Kingston of the seventies than has Roy Reid; no 

Jamaican artist gives us such an ecstatic vision of the Jamaican 

landscape as does Kapo in his images of paradise… no Jamaican 

artist conveys the spirit of the rich folk culture of Jamaica than 

does Everald Brown ….’ (Ibid, p.24)   

Not only was the Jamaican experience being explored but there was an embracing of 

Jamaican traditions through its ancestral past and at the same time forming a sort of 

revolution and being creators rather than imitators (Nettleford,1979b).  Also, Boxer’s 

affirmation could just have been his opinion. An opinion however, that could influence 

the way the works are viewed. Boxer and other curators or Jamaican art 

commentators could be described as legislators of taste. In Paul (1998, p.80) she 

seems to refer to Boxer as having an infatuation with symbolism and formalism and 

the maintenance of boundaries. As Intuitive art is being positioned as an art practice 

worthy of recognition, while some other art works that many Jamaicans like (see 

Appendix, p.1) may not have been considered. My opinion is that it relates to the 

earlier definition of Intuitive art as spiritual and coming from the artist’s consciousness. 

The popular works that many Jamaicans like could be linked to the type of works 

described as having a link to ‘graphic, naturalistic illustrative depictions of concepts and 

events’ (Paul 1998, p.80). This may be why Boxer pushed for boundaries. According to 

Boxer due to the Intuitive artists not being formally trained, their system of work 

method is based on something personal and unique. Their methods may not follow 

those who were formally trained but the results tend to ‘excite the eye’ (Jamaica 

Journal 1980, p.23). Likening the Intuitive artists to painters such as Picasso and 

Cezanne, Boxer goes on to say that it is the aesthetics of these artists and the abstract 
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systems that they have developed is what is moving and interesting. Also, that they 

are no less important (see Appendix, p.9). The similarity between Surrealists, Cubists 

and even Impressionists and the Intuitive is that the results are astounding. The 

methods differ in that one group of artists develop their own systems based on 

intuition and the other group adheres to methods learned through continued study 

(Jamaica Journal 1980, p23). To Boxer it seems, the Jamaican public are aware of the 

Intuitive as being not formally trained, and are in fact forgiving of the lack of correct 

perspective, anatomical truth and colour theories and so have embraced the works. 

The Intuitives concept of creating their own rules and concepts could be likened to the 

Jamaica art movement and the country’s movement to independence to create and 

not be influenced by anything outside. I see Boxer’s mission to elevate the Intuitive 

artists as examples of moving away from ideas and practices that were previously 

being forced on the Jamaican people and echoes Norman Manley’s plea for a rejection 

of:  

“..everything that English education has to offer us” and to accept 

only those things of which we from our own superior knowledge 

of our own culture needs must be the best judges” (Manley 

1939b, p.109) 

1987 FIFTEEN INTUITIVES  

Fifteen Intuitives was formulated as a survey of trends and developments since 

the Intuitive Eye exhibition of 1979 (Boxer, 1987).  This analysis will seek to explore if 

anything had changed within eight years. Most of the artists that were exhibited in the 

Intuitive Eye would be included here, there may have been creative changes to their 

practice, and they may have been more recognisable nationally and internationally. This 

analysis will also seek to clarify if this exhibition was used as reinforcement of the 

need for the Jamaican Intuitives to be taken seriously. By continuing to elevate these 

artists, it is a clear indication that this exhibition continued Boxer’s formation of a 

national canon.  According to Boxer (1987, p.2) there were continued attempts  to put 

a label on and to put into context an interpretation of what is produced by Intuitive 

artists or what is being viewed. So the idea of labels was still relevant eight years on.  

He refutes the attempts to create a system of classification based on stylistic 

differences – some titles include: ‘un-placeable’, ‘straight naïve’, ‘primitive’, ‘mystic 

naïve’, ‘native sophisticate’ (Ibid, p.2). Intuitive artists are individuals with differing 
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ideas and they represent their inner compulsions differently. Boxer wanted them to be 

thought of as a ‘genus in which each represents a species of one’ (Ibid, p.3). The 

language around at the time seemed to still focus on the forming of the canon and 

what Boxer’s vision was. There would be no Intuitive teaching where one could be 

trained to paint in this way and then a following would ensue. Intuitive artists do not 

share a common style with each other (Ibid). The exhibition was staged to show these 

fifteen Intuitives in this vein and moved to drive home this point. So by staging an 

exhibition with some of the artists that were already a part of the Intuitive Eye and 

then include others that were not mentioned eight years earlier, the lack of a common 

style would be on display. Also, Boxer wanted there to be a clear message of not 

labelling Intuitive artists as folk artists. As when referring to folk art there were 

connotations to traditional forms, he wanted to make it clear that Intuitive art did not 

express folklore (Ibid). The authenticity of the works of Jamaican Intuitives, their vision 

and artistic direction as mentioned before, comes from within. Boxer explains that like 

all personal styles, the Intuitive style is capable of evolution. If the art produced is 

spontaneous expression then there is room for growth and evolution (Ibid, 1987).  

The artists in Fifteen Intuitives were able to develop through a more detailed approach 

in their portrayals, some developed perhaps due to the national and international 

success. Fifteen Intuitives continued Boxers quest for the Intuitive artist to be looked 

at and to be taken seriously.   

 

2006 INTUITIVE III 

Being staged twenty seven years since the very first Intuitive exhibition, 

Intuitive III staged works by artists from the two previous exhibitions and also allowed 

for an exploration into works by artists who started creating works after the 1987 

exhibition. It also included works by artists who were working as early as the 1960s 

but were not able to be included in the earlier exhibitions. Intuitive III seemed to pay 

homage to the early Intuitives and to also show that in 2006, Intuitive artists were still 

creating works. Collectors being heavily involved in the staging of the exhibition and 

the discussions around the works being in the international arena showed that at this 

time, Jamaican Intuitive art had entered the national canon and that this genre was 

well respected both nationally and internationally. The display sought to pay homage to 

intuitive artists from the past stagings who had passed away. The works of almost fifty 
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artists were shown, as a stark contrast to the numbers in previous stagings. By 

Intuitive III there was a great appreciation for the ‘unique outpouring of the Jamaican 

spirit’ through the works (Boxer 2006, p.6). This is evident in the variety of the artists, 

as by 2006 topics such as revivalism and Rastafarianism had begun to be identified as 

inherently Jamaican. No longer were these subjects off limits. There seemed to be an 

acceptance and even fascination with the artworks produced. What was also 

overwhelming was the number of artists, new artists who also practiced in rural areas 

sometimes referred to as ‘bush’ (Cox 2006, p.14). The sourcing of these artists noted 

by Boxer (2006), where he mentions art enthusiasts who roamed the island in search 

of talent with a ‘passionate eye’ (Ibid, p.6). Also a recurring theme was the number of 

artists who followed revivalist, messianic and Rastafarian teachings. Most of the 

subjects connoted biblical teachings unashamedly and most of the artists welcomed 

the fact that their works were used as teachings (Cox, 2006). Another notable 

difference was that there were now women artists exhibiting – namely Evadney 

Cruikshank and Geneva Mais Jarrett. This was a new addition, as in past exhibitions 

the Intuitive artists were men quite senior in age. Jarrett’s work was exhibited in 

galleries in Switzerland before she came to the attention of the National Gallery (Cox, 

2006). What is key here also is that by 2006, artists who were not formally trained had 

begun to be recognised. Lines started to blur between academically trained artists and 

those who were self-taught (Cox, 2006). This was a move which seemed to be 

dictated in the field by art collectors, critics, dealers, contemporary galleries, and art 

enthusiasts globally. By 2006, I can attest to a feeling of reverence for the works of 

these artists by the gallery audience. Having witnessed the exhibition, I was also 

moved by the works. By 2006, the body of work of these intuitive artists and the ones 

before them had helped to shape and to define a Jamaican visual culture (Cox, 2006).   

  



43 

 

MA Arts Policy and Management Dissertation – Janine Fletcher 12825913 

CONCLUSION 

The tug of war which then turned into acceptance of the Jamaican Intuitives at 

first was difficult, because what was being measured was not the deeper talent of 

these middle aged black men but their status in society as they were not highly 

educated and they lived in rural areas. However, what Boxer wanted was recognition 

for the talent inherent in them. Mainstream formally trained artists were able to tour 

exhibitions and represent Jamaica and in essence, speak for the nation and be a face 

for Jamaica as in the 1962 – 1963 exhibition, which toured England and Germany as 

discussed earlier. Intuitive artists are self-taught; the fact that they were not formally 

trained does not make them any less able to express their identity. They are not any 

less able to express and represent Jamaica than mainstream artists. In broaching this 

subject I was very much aware of the timings of the ‘culture war’ (Poupeye 2007, 

p.76) that ensued with the Intuitive Eye exhibition. There was a struggle for 

acceptance of this art form with Jamaican art critics, suggesting that the artists could 

benefit from formal training (Poupeye, 2007 p.76) as opposed to  international art 

critics response to the works as being more compelling than those of the formally 

trained artists. Disagreements came to the fore and so, Intuitive art seemed to be a 

threat to the Jamaican art establishment.  

Jamaica’s independence was in its adolescence and the rhetoric at the time was really 

focused on developing an image to the outside world to be proud of.  I am aware that 

national identity is a very loaded topic, I am also very much aware that to break down 

any identity is a hard task. Now, to pick apart and singularise a Jamaican identity would 

be a very complex and difficult feat. There are so many layers to identities and a 

Jamaica one is no different. This is due to the country’s past and the complexity of 

human beings and their motivations. Intuitive art does represent a Jamaican identity, 

and within that, there is a spiritual identity, a personal belief, a social and political belief  

and an artist’s own perspective of all aspects of life. I would also agree with Modest 

(see Appendix p.4) that so does the mainstream artist. My issue however is why was 

there a need for a fight and why was there even a war of words and a putting down of 

the Intuitives ability to represent a part of a Jamaican identity? Yes, the mainstream 

artists would have developed their ideas due to their academics but I do not believe 

that the Intuitive artist should have had to fight for this. I believe that the Intuitive art 

works needed defending at this time. A symposium was set up in Jamaica where 

what was established was a sort of justice league for the Intuitives. David Boxer’s 
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motives for elevating  Intuitive art had been questioned (Poupeye, 2007) and (Paul, 

1998)  and even his use of the word ‘intuitive’ proved contentious as it is still viewed 

as being an inappropriate word to describe the works of these artists (Archer Straw 

2007).  Though complex and challenging, I do believe that Intuitive artists do tell part of 

a story about what it means to be Jamaican. I may not practice revivalism or 

Rastafarianism, but I feel an affinity with these artists. I know nothing of what it must 

feel like for them to express what they feel and their compulsion to do so. I do 

however identify an inherent Jamaican spirit, and this I feel relates to De Cillia et al 

(1999) notion of being convinced of belonging to something unique in the case of 

national identity. Jamaican cultural policy became noticeably proactive after the 

country’s independence with the help and development by the government to 

formulate advisory councils and committees to cover the country’s wide cultural 

palette. Focus was being given to ‘historical events’ and in particular ‘cultural practices’ 

(Thomas 2004, p.66). There was notably the development of the ACIJ which focused 

on the value of Jamaica’s African heritage where such ideas were seen as ‘relevant to 

the majority of the population’ (Ibid, p.66). This emphasis is interpreted in Thomas 

(2004). Here she discusses the professional middles classes and their need to use 

blackness and African heritage as a tool to formulate an authentic national culture. 

Boxer’s push to elevate Intuitive art could be classed as playing to this agenda. He 

wanted to bring the Intuitive into an arena, a place where most people would not have 

been exposed to. By elevating these types of works and having them on equal footing 

with mainstream art, what was being expressed was proof to past colonial rulers and 

to the rest of world that Jamaica did ‘possess a culture that was not only as legitimate 

as British culture but was more relevant to the surroundings and experiences of the 

majority of the people’ (Ibid, p.65). He was in essence saying – look at this part of 

society creating these works. Works that are worthy of recognition not just works by 

artists who had been formally trained and works that can play to art historical styles.  I 

would agree with Modest (see Appendix, p.5) that Boxer’s foresight in elevating these 

artists at a time when it was not in favour is commendable.  

Jamaican Intuitive artists are now revered. They have received their recognition, and 

there are numerous Jamaican Intuitive art collectors. The Kapo gallery was opened in 

2012 as part of the permanent display at the National Gallery of Jamaica. I do not 

believe the same act of mobilising a new generation of artists would work now as it 

did at the time when the Intuitive artists were coming to the fore. With Globalisation, I 
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believe it would be different to be able to act solely on intuition and create works like 

those artists produced.  With social media, the internet and global travel the world is 

truly a much smaller place, technology has made this so. One key factor with the 

Intuitives was that they were able to operate in complete isolation from mainstream 

artists and even other Intuitive artists (Boxer, 1987). The issues faced by the Jamaican 

nation then and the nation now are completely different. There is now more of a pre-

occupation with social and economic issues, poverty, violence, homosexuality among 

others. Jamaican art no longer has a pre-occupation with blackness or national identity. 

It seems to have moved on from that. Intuitive art, with its focus on revivalism, 

Rastafarianism, spirituality and the push from the conventional has in some way 

helped to form an acceptance of a non-conformist style of art now evident in the 

Jamaican art scene.  
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