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The artist and filmmaker Bar-
bara McCullough discusses 
ritual as a symbolic action to 
free one from an internal state, 
an act or action that helps to 
move from one space and time 
into another. Senga Nengudi 
attaches ritual to a spiritual 
plain, recounting it as a cere-
monious way of doing things, 
a form that usually has been 
done by many before you. 
 
In Things Fall Apart,  the 1958 
novel by late Nigerian author 
Chinua Achebe, the first chap-
ter sees two characters Unoke 
and Okoye back and forth as 
to who should break the cus-
tomary kola nut, a ceremonial 
process and sign of etiquette, 
rooted in the appropriate 
welcoming of guests into the 
home of the Igbo people. ‘He 
who brings kola brings life’ a 
familiar refrain.



What relationship does the idea of ritual have 
to a community and connection thereof?  Rep-
etition, practice and routine that are oft per-
formed religiously. Speaking about energy as 
a kind of raw material, and ritual as a process 
of manifestation, perceived gaps in communi-
cation as it relates to language  are bridged 
via ritual, a cathartic experience that acts to 
shift frames of understanding and connectiv-
ity. Art objects and ritual objects are one and 
the same, the control laying firmly with who 
is wielding what in the presence of whom. 
Objects and actions will take on a power that 
re-establishes a space for the dweller.





Water holds memory, water behaves indeterminate-
ly, shifting and constant. Water is faultless. water 
as a habitable form that came to house a new sub-
aquatic intelligence. Water is quantum entangle-
ment. The relationship between this Earth and our 
bodies, in so far as how much water makes up both 
organisms is richly veiled, fecund with possibility 
for understanding.









Wendell Hassan Marsh writes that:

History is the science of the state, 
while memory is the art of the 
stateless’ 

a tender truth that speaks to 
what this music is intent on do-
ing, accounting for, document-
ing and time stamping a reality. 
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E: I feel like your work is discussed in the frames of identity, a lot of things that I saw online, 
identity is the main point of beginning. But I want you to speak more about what you want your 
work to do, what you feel like you want it do or provoke. Beyond people writing about it solely 
being about identity as the thing that it is.

E: So you kinda like to leave it open?

E: I feel like that is a space your work occupies, in so far as I’ve always thought about as quite 
delicate but also a historiography in the sense that it’s a subtle dripping of reference in between 
spaces. It’s not forceful - not that that is a wrong approach to have, – its more so a delicate place-
ment of reference and historiography and what you’re saying about Exeter speaks to that.

J: I don’t know its difficult to say, because I think with my work, what people do is bring themselves to it. 
So, I’m not saying it’s a blank canvas because it never is, obviously you set the scene. So I think I was talking 
about the girl thing before, or handbags, where all you can see is an object on paper. The top right one *Joy 
points to one of her works mounted to the wall at her studio* But it’s obviously referencing the body, but its 
something that is universal about it because its not about the individual, you don’t see the body or a person. 
You see a figure, you don’t know if they’re black or they’re white, or if they’re fat or they’re thin, it’s a body, 
it’s a being that is referenced. So it’s just the traces of that, so when people look at it, they don’t think, ‘that’s 
about someone else or that’s about me’. They sort of are like ‘it could be about me’ so if you’re a woman, or 
if you have any association to that sort of form, you might think well that’s about an object I’m familiar with. 
Whereas some of the other work.. *Joy paces to draw the blinds from sunlight*

J: Well, I don’t like to dictate what people should be  looking at but I also want to steer them of the direction 
of, this is the subject. So like, the work I’m working on for Exeter now; Exeter, it’s a town like a lot of towns 
in England, that seem to have no.. it’s not like Liverpool or Bristol which you think ‘that’s a really strong con-
nection to the slave trade’ but it’s like the rest of the country where, people are comfortable, but they don’t 
think about where that comfort and that wealth actually comes from. And it’s about excavating through 
the histories and through objects within the museum to put the origins of that wealth on the table. In a way 
that is completely incontrovertible, but it’s not about pointing, but it’s about, this is the history of this space, 
and not allowing people to actually move away from that and not being doubt that because the evidence 
is there in the object. As well as in the intangible wealth and comfort.
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J: Yeah, and I think the other thing about these things, Sunil Gupta, used to talk about my work in, not in 
quite a derogatory way but used to tease me saying it was about truth and beauty. But in a way that is really 
at the core of the work, about it being aesthetically very pleasing, so its attractive to look at, but actually 
underneath it, it is talking to a truth to something that cannot be avoided, or moved away from or hidden. It 
is about this uncovering, constantly, and making connections in ways that sometimes seem quite whimsical 
but actually are quite serious.

J: In a way I don’t think I design my work, I think it just happens. I do a lot of reading around it and I think 
I struggle with it. Like I think about the Kalahari work is a real struggle for me because I’m working, I keep 
having to pull myself back to the fact it’s actually about language. And the major thing to do with language 
is to actually to look at language and object, because language is about a series of codes which decipher 
the meaning of individual lives. So maybe I should focus on the objects because the people who I’m work-
ing with have been so exploited. And here I am, an outsider looking at their world, to take it out, and that 
feels very exploitative. And its like how do I actually deal with that without using the people. I’ve done por-
traiture, landscape, looked at archival images and thought about using those but I just find to repeat the 
archival image of a naked black body or a bushman body it doesn’t help to show it again. So how do you 
deal with that? One thing I started to do a long time ago, about ten years ago was describing the images in 
texts, rather than actually showing the image itself.

E: There is definitely that. When I was going through stuff online and trying to find things to 
piece together, it is that idea of truth and beauty but traces of memory, traces of things that 
are underlying, on the surface, but they’re still there, still a presence within it. Is that something 
you actively want your work to do?

E: Why was that an approach you sought to go for?placement of reference and historiography 
and what you’re saying about Exeter speaks to that.



J: I don’t know, I haven’t actually done it, 
I’ve started doing it but haven’t shown this 
work, it doesn’t feel like its complete. But 
then I think the way to do it is in a collab-
orative way and maybe it’s a conversation 
between myself and some of the individ-
uals I’ve been working with. So obviously 
some of them are dead, so the two wom-
en I worked with in the beginning have 
both died – be-tween 10 and 15 years 
ago—so working with their granddaugh-
ters, now and we go back and forth. They 
have no idea about my world and I have 
no idea about their world, in lots of differ-
ent senses. 
At least I go there and their world is vis-
ible to me, but my world is completely 
invisible to them because they’ve never 
been here, it’s sort of like, beyond the 
imagination. So that’s why it feels like its 
an exploitative thing, but its one of those 
things I feel I can’t actually let go of, be-
cause they’ve given so much of their 
time, so therefore it should come out in 
some way. And maybe the thing to do is 
sit down and talk to them about how I 
feel about what to do with that work.

E: Also seeing where they stand, within 
how they feel they’re being represent-
ed because they do have the agency to 
know what exploitation may or may not 
feel like. And what this work is doing to 
that story, or how its impacting their be-
ing seen in their world and also from the 
outside looking in.
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J: yeah, because the story has been told over and over again, about land rights claims and the coming to Johannesburg and being in the 
empire exhibition. Going back losing their land, sort of like a biblical story, people being kicked off land and eventually getting the land 
back and then they have their paradise again, but it’s sort of like it’s too simplistic because so much was lost within that. And that isn’t the 
story, the story is about how a language is lost, and how it mirrors the loss of thousands of languages across the world within indigenous 
communities., the language was lost through being forbidden to use it, but also the shame of owning who you are, so that goes back to 
the idea of identity in some respect.

E: You spoke then about the breadth of your technique, when we met last,  we spoke briefly about the transparency work, the interiors 
work, the still life. I’m interested in hearing about how the breadth of technique is placed within your work?

J: I think for me photography is a language in itself, I suppose my interest in language and codes is about how people read things ac-
cording to what the mode of the imagery is. Colour photography is very everyday, particularly now. But there was a time when colour 
photography was only used in commercial work, so if you did something in colour it was commercial. Whereas now I think things have 
changed, you do things that look like they have been photographed in film it’s a very romantic harking back to the past in the same way 
black and white photography is obviously about truth. So when I did the work ‘Sites of Africa\, I deliberately chose to do it in black and 
white because it was about truth, but also it was referencing the idea of document and document is always black and white, black and 
white is also about truth. If you say something is black and white, its either the truth or it’s a lie, its basically telling it as it is. So I told it to 
that person in black and white, so its the document itself. The subject and the way in which its framed talks about what it is you’re trying 
to talk about. We go through images from Sites of Africa online. So they’re black and white documents referencing in particular the his-
tory of the African in London, the commission was to actually show the African presence in London, beautifully framed, but what they 
really meant was go and take pictures of Black people at Brixton Market or something. And I thought actually, no, if you’re talking about 
documenting the African body in London then its actually about going into those historical documents.

E: the moments where people don’t really think about the presence of those people prior to 1950s.

J: 1950s! Mid 20th Century.
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E: Yeah, and that plays into an idea of when people got here, why they came here. Rather than think-
ing that people have been coming.

.

E: Its very easy to fall into the idea that it was a war venture and after the war nobody wanted to leave, 
or after people came to study.

E: I do think a lot abut the broader techniques you use and what it is that makes you employ those 
techniques, from cyanotypes to still life.

J: People have been coming for millennia.

J: the fact is some of the people who were deported should never have been deported because when they came here 
they were British citizens. They didn’t lose the documents they set fire to them, one thing you should never do is set burn 
documents.

J: I think the cyanotype started with the whole flower thing, because I was doing this thing called the Victorian language 
of flowers, and cyanotype is a Victorian printing process, but it was also used by Anna Atkins to document flowers with-
out drawing them, different plant forms mainly, seaweeds and things. So she’s got this book which was the first photo-
graphic book ever – by a woman – and it’s all these cyanotypes, so I started using that, but then I quite liked the fact it 
was very painterly but also it was something that was quite accessible. And when I really didn’t have any money when 
I first left college, I used to use it to do my contact sheets, because you coat up the paper, put it in between some glass, 
leave it out in the sun – contact sheet. Whereas if I was to go to the lab it would have cost me a whole load of money, for 
no good reason. It was a functional thing.

That’s the other thing about also subverting the idea of photography as being this thing you can repeat and repeat and 
repeat if you do it so you can only ever have one, its sort of subverting the idea of photography and print. I mean, that’s 
what makes painting so precious, because there is only one, you can do that, sit there and paint five canvasses that are 
one, but they could all be five different variants of exactly the same thing.

The thing about that (cyanotype) work there is it’s about time, it takes 30 minutes to an hour for exposure, the sun is nev-
er ever in the same place, the light is never the same, the way in which you lay the object on the paper is never going to 
be the same. The object itself is never going to be exactly the same and the time the day, it’s a different day, it’s a different 
time, it’s a different everything.
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E: Almost like a ritual process to it.

E: I guess that is on some levels what ritual is, activating.

E: Yeah, a process that is repeated in some instances, as something that you do to 
access a different point in time as well, a way of activating a thing, you put these 
things down in order to bring something else about. 

E: I’ve been watching a lot of Barbara McCullough film and video pieces about 
ritual. About process, it speaks to those notions of what ritual is, she speaks to 
Senga Nengudi, David Hammons and several other artists. That time in visual art 
and performance art.

E: people were not accessing what they were trying to access or really putting 
themselves within the continuum that they were trying to get into.

J; I think it is quite ritualistic, well not ritualistic, yeah I suppose it is. Its sort of like, not ritualistic, medita-
tive, because you’re sat with something.

J: Is it?

J: I suppose it is.

J: Oh yeah, particularly women in performance art, because nobody realised it was art – it was like a 
bunch of women.
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E: It still goes.

E: What are points of influence in your work.

E: Everyone’s got a thing and there are people that like, not basic, but do just move through the 
motions.

E: You’re occupying a different time space as well; you move around quite a lot. 

J: I suppose this sort of work in a way is performative as well, it’s sort of like laying these things out, often in a car park, 
because I didn’t have any space, not like now, now I have access to my own car park outside. Before I’d have to drive to 
Vauxhall, coat all the paper up, dry it and put it into black plastic bags and drive to an abandoned car park in Vauxhall, 
on a Sunday and sit out with all these objects. After the markets were finished, is Nine Elms Market still on?

J: There used to be an amazing market with food, you could have clothes sewn..

J: What, apart from Anna Atkins? No, I think everything is, music, other people that I might, nobody is ordinary. I’ve nev-
er met anyone that is ordinary in my life. Are there ordinary people? 

J: I never see those people that just move through the motions, they don’t come anywhere near me. 

J: I think I’m influenced by things I read, I’m influenced by the things I feel, by the people I meet. I’m quite happy to 
talk to just anyone. I only ever meet people that sit on the fringes, I’m inspired by people’s individual stories, that’s 
what I find inspiring and that’s what I think feeds my work. I’m influenced by stories and I think that’s from when I was 
little, when I was growing up, and I grew up in a place where there was a printworks called Hazel, Watson and Viney in 
Buckinghamshire. And they used to publish books for people like Penguin and stuff, out in the middle of nowhere. The 
books used to be dumped on the allotment, they had a dump and we used to climb up into the dump – if a book had a 
fault in it, then they’d just put it on the Biffa truck thing, and I used to crawl in and get all the books and just read them. 
So I spent all my childhood just rereading books that had gone wrong. So, I used to love the idea of stories, and short 
stories is something that I find really fascinating, that you can encapsulate something and because of my dyslexia, I’ve 
got quite a short attention span. You saw it - I’m always moving from one thought to the other. And that influences the 
way in which I practice, the stories I collect from other people and hear from other people actually, feed into my work.
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E: It does speak to what you mentioned about how your work is about codes, so a code is specific 
to a person, a time to an identity in a way, it’s you getting into that and unpicking the code and 
formulating a narrative from what might seem like a random jumble of numbers or words – ergo 
a code and you making that into a thing that doesn’t always have to exist as a linear process but 
it’s something you have access to and are able to unpick via picking up books from a site fill. And 
figuring a story, in some senses what that speaks to – the publishers dashing the books away – is 
that it’s not perfect…

E: Your thing was then working it out.

.
E: Because that’s unique to that specific thing, its unique to that. And that what makes everyone 
an individual, it links back to what you said about nobody being ordinary.

E: Do you feel like that it why you are happy to dip your hands in different points of technique?

J: It’s not good enough, well its not perfect, it’s not what someone is going 
to pay for, five letters missing off this page.

J: My thing was just enjoying it, and actually not worrying about the fact 
that half the page was missing.

J: I’m interested in individuals and their individuality and their individual 
stories. I think people that will speak to me – I’m often travelling on my 
own are maybe people that are so individual that they don’t quite fit, but 
they’re perfect, because they don’t fit. 
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J: Yeah I do dip in and out of things, I don’t work on one single project at once , which people find 
sometimes quite strange but then I quite like that, I think about people who have been in the 
studio next door, they’ve always worked on about two or three projects at once, and that made 
me feel like I was quite normal. At the moment I’m working on the project in Exeter and I think 
they’re probably a bit nervous, because I don’t seem to be settling on anything. But the way in 
which I work is I start by actually not focussing on anything in particular, just absorbing lots of 
different things. The last trip I went on I walked around the town and took lots of pictures in the 
town, I looked at maps, and tried to read up on the history of Exeter, and tried to understand the 
place without thinking I’m making a piece of work about this and also looking at the stuff in the 
museum and I looked at all the cases and spent time observing people of the town and trying to 
understand that. I spent 15 years doing the Kalahari and I can’t get my head around that, how am 
I going to do this in less time. The work has to be in existence and on two legs by August and I 
usually like to work with people because if you’re doing a commission that is about people – we 
should talk about matron bell – it has to belong to the people. It can’t be about me only and my 
experience but if it’s a commission for a community, then the community has to be within the 
DNA of that work. And if you’re not there in that space, then you have to think about a way of 
finding something that will have a relevance to that space as well as to my practice and to my 
work. So I suppose all of it is about translation, and trying to understand.



E: I feel like that is something you respect, just how things translate differently in different con-
text, and it requies a different understanding and taking into account of time and how that 
then impacts the fragments that you’re trying to put together. It is fragments that you are try-
ing to piece together fragments to formulate a history that is not quite being documented nor 
is present at that moment in time. That is where I feel it occupies a space of historiography, 
accounting for a time space beyond what has been said and done before. I think it necessary 
that it takes the time it takes before you reach that certain point, a spreading out of points of 
reference and experience before you kind of centre it. How do you deal with the time sensitive 
nature of work?

E: I really like this Julia work.

J: When something is time sensitive, that’s been the problem with the Kalahari project, it hasn’t been time sen-
sitive. I have to make a decision that this must end on this point, and I think for the Kalahari it has to end this 
year. I don’t know how I’m going to end it, but I know that it’s ending this year. I think the way to end it for me is 
to find a gallery that will actually show the work and for them to put the time on, I obviously need to have more 
studio visits and have more people come to the studio. 

J: She is one of those people that made me do the language project, she’s from a place called Bocas del Toro, in 
the north of Panama, and they’re the people that came over when slavery was outlawed on the English-speak-
ing islands, and they couldn’t get work because you have to be an apprentice or something, and you’d basically 
be a slave but in any other name. so a lot of the people moved to panama or moved to the other islands, they 
had loads of sugar plantations so they worked on those as free people, but they kept their language as their 
identities. So when I met Julia and other people within that community, they all spoke English but like a frozen 
English, so they didn’t have words for computer or words for anything that was invented in the 20th century 
because they didn’t exist, so they would revert back to Spanish to do that, that whole thing about code-switch-
ing within a language. It was also about living in a world, a language is also a world, you’re living in this world 
where the boundaries around the time in which the language was closed, so no further words were developed 
so when it was passed on to them by their great grandparents to their grandparents to their parents to them-
selves, they didn’t develop any other words in English, because they weren’t within an English-speaking com-
munity. So like mobile phone does not exist in the language that they speak, because the Victorians didn’t have 
mobile phones, they didn’t even have telephones. They’d use the Spanish word for it.



E: You mentioned it being frozen.

J: So things that are frozen, after I’d spoken to them 
in 1997, in 2000 I got nominated and invited to apply 
for an ESTA, I decided that when I got it I wanted to 
do something around language and identity, because 
it was such an important part of their identity. But its 
taken me until now to even think about it, because I 
think that the idea of endangered languages but also 
lost languages because that language is lost, so Juanita 
does not speak the language of her grandparents so the 
language is dead, there’s only two speakers left, and if 
you don’t have another speaker the language is dead 
anyway, because who do you converse with? The whole 
point of language is being able to share. So I suppose I 
was trying to understand what it is not to have that part 
of your language, that part of yourself anymore. That’s 
also about my own experience, so I’ve grown up in a 
Caribbean family, with parents who, a mother at least, 
who denied that any of her ancestors were slaves and 
that she was Jamaican and that’s how she ended up on 
the island and that has nothing to do with anything 
other than the fact that she was Jamaican, rather than 
Jamaica was a constructed space, it’s not a space where 
indigenous people came up or whatever. So the loss 
within that is having developed a new culture, so the 
old culture is gone, and the language that they spoke - 
because I think language is very much about who you 
are – has also gone or moved on to something else, and 
so there’s a curiosity about what is it not to have that 
history because history is actually encoded within the 
language as well.
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E: And in so far as how you think about 
things and the language that you process 
in.

J: Yeah, and how you dream.

E: What ideas or what is considered logi-
cal or illogical, via the words you are able 
to use and access.

J: It describes where you are, it describes 
a geography, in both a physical and met-
aphorical sense.

E: Even how words are said, whereabouts 
in your body it’s coming from, in so far as 
vibratory. What is being conveyed, some 
languages I guess are more navel, in the 
sense that you have to bellow in a certain 
way and you’re accessing more parts of 
your spirit. Whereas on some levels, Eng-
lish is quite limited.

J: And also English is quite quiet, I didn’t 
realise how quiet English was until I went 
to Jamaica, you know, people are talking 
to you and they’re here, and you’re there 
and they’re talking as if you’re over there 
and when I went to Nigeria it was exact-
ly the same thing, people are talking and 
you’re thinking who are they talking to? 
and they’re talking to the person that 
is next to them. It’s even worse on the 
phone, on the bus.

E: Almost to account for the distance via 
the phone.

J: It is to do with the geography, so if 
you were talking to your neighbour they 
would be on the other side of the field, 
and so you would need to be able to talk 
loud to them. So it talks about the geog-
raphy. 

E: Its speaking to a familiarity, it speaks to 
how people feel about each other, they’re 
not coy about hearing each other’s voic-
es.

J: And also laughing, the whole of your 
body laughs.

E: Over here, there is a level of repression.

J: I think the culture here is around, not 
a reticence, but they’re reserved. They 
have to reserve, reserved in the way you 
hold everything back. Because it’s not 
wise to show your hand, but that’s em-
bedded within the whole of the culture, 
so nobody ever talks about money, nev-
er talk about ownership, never talk about 
class. Its always implied and you have to 
understand the codes so you understand 
where you are. That’s why when peo-
ple come over from other countries and 
they’re like ‘they said that they liked it’ I’m 
like ‘they didn’t like it’ and they go ‘how 

do you know they didn’t like it?’ well be-
cause the way in which they said ‘oh, it’s 
really good’. That sincerity, you have to 
understand they’re saying it’s really bad, 
because they\re not going to say its really 
bad, because that’s not within the culture 
to say somethings really bad. But Jamai-
cans will tell you ‘that’s rubbish’.

E: and they mean it.

J: and they mean it, they’ll tell you go and 
burn it down.

E: You need that.

J: But that’s a different culture, it’s about 
it being outside, so a lot of the culture is 
lived on the street and that talks about 
the way in which the life is, it’s about be-
ing outward. Whereas here everything 
takes place behind walls, because its cold 
as well.





“ I  a m  a  s t r a n g e r ,  l e a r n i n g  t o  l o v e  t h e  s t r a n g e r s  a r o u n d  m e . ”  J u n e  J o r d a n
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LINK ● M. Nourbese PhilipM. Nourbese Philip syncretism religion and water Speaks on ZONG and the Black outdoors, LINK 
● Thinking about notions of immaterial attached to loss the undocumented and fragments associated 
with knowledge within Black life How it remains profoundly generative, Dogon Cosmology, Haiti, Hai-Dogon Cosmology, Haiti, Hai-
tian Vodoun, Nigeria, Brazil, tian Vodoun, Nigeria, Brazil, LINK A, B  and C ● Story of spirits and duppy in Jamaicaspirits and duppy in Jamaica, link ● Underwater 

https://www.youtube.com/watch?v=hQmxsW-ipYk
https://journals.openedition.org/volume/5200
http://www.research.lancs.ac.uk/portal/en/publications/-(39928e6f-77af-46c0-a4bf-31bfb0775712).html
https://en.wikipedia.org/wiki/List_of_lunar_deities
https://shaperofgod.kadist.org/
https://www.youtube.com/watch?v=fgG-QiChiA8
http://art.wayne.edu/files/notown.pdf
https://www.blackdominique.com/
https://www.youtube.com/watch?v=8feVMryQgaw
https://www.researchgate.net/publication/314232136_Berlin_and_Detroit_An_Alien_Techno_Alliance_Cultural_Politics_and_Social_Transformation_after_the_Fall_of_the_Wall
https://en.wikipedia.org/wiki/Mid-Autumn_Festival
https://www.soulsgrowndeep.org/artist/thornton-dial/work/monument-minds-little-negro-steelworkers
https://www.youtube.com/watch?v=kEiiNWvN_ro
https://www.youtube.com/watch?v=TLQIlExEYmw
https://www.youtube.com/watch?v=wpEdZtoD7p8
https://journals.sagepub.com/doi/abs/10.1177/0095798416663452?journalCode=jbpa
https://www.youtube.com/watch?v=5TMfQsoNJ2U
https://www.youtube.com/watch?v=BbvHmgc7Row


spirit deity Mami Wata deity Mami Wata lauded in YorubaYoruba tradition, LINK ● Grace NicholsGrace Nichols poem on Shango Oya HuracanShango Oya Huracan 
keeps the oral tradition present, LINK ● Charles BurnettCharles Burnett alludes to presence of superstition as 
part of American South tradition in To Sleep With Anger, LINK ● The lore associated with Flying Flying 
Africans Africans and Igbo LandingIgbo Landing, Toni MorrisonToni Morrison speaks BRIEFLY on this. Mirrored in her book Song of Sol-Song of Sol-
omonomon; LINK A, B and C ● Thinking about the Ghanaian AkanGhanaian Akan concept of time associated with Sankofa Sankofa. 
Relationship between the immaterial and the imagined lives Saidiya HartmanSaidiya Hartman, LINK ● Paris is BurningParis is Burning. 
community and communion, LINK ● Cartographies of the absolute - ToscanoToscano documents the manner 
win which artists create, communicate and develop process, LINK A AND B ● Juliana HuxtableJuliana Huxtable, There 
Are Certain Facts That Cannot Be Disputed, LINK ● UK Rave in Essex, People dance to Frankie KnucklesFrankie Knuckles, 
LINK● Jean RouchJean Rouch Aventure Africaine Looks into the DogonDogon traditions, their customs, living struc-
tures and celebrations,LINK A AND B ● Documentary on Dogon StarDogon Star, LINK ● David HammonsDavid Hammons Concerto 
in Black Blue, LINK ● Aria DeanAria Dean writing on BlaccelerationBlacceleration, LINK ● African CosmologiesAfrican Cosmologies, Photography, 
Time, and the Other, LINK ● The state of mind of African photographyThe state of mind of African photography The ethereal the sharpness of 
a disorientation and how this can bring about inward looking formless and shapeless in expression, 
LINK ● Common NewcastleNewcastle celebrations, LINK ● The DogonDogon are based in MaliMali, they hold signiFicance 
as they were able to trace the companion star of SiriusSirius A, prior to introduction of telescopes and 
such technology. They established contact with extra-terrestrials. The architecture and struc-
tures are also of interest, LINK A AND B ● Ron Eglash African fractal shapesRon Eglash African fractal shapes, relationship to binary 
code, LINK ● FractalsFractals as important geometric forms, the relationship to binary maths, technology 
and science, Eularian paths, Bamana sand divination Eularian paths, Bamana sand divination LINK ● Benjamin BannekerBenjamin Banneker The black intellec-

https://en.wikipedia.org/wiki/Mami_Wata
https://poetryarchive.org/poem/hurricane-hits-england/
https://www.youtube.com/watch?v=s5PWGIb6vhc
https://www.jstor.org/stable/24027305
https://www.blackpast.org/african-american-history/events-african-american-history/igbo-landing-mass-suicide-1803/
https://www.youtube.com/watch?v=SmSWQWMHW2c
https://en.wikipedia.org/wiki/Sankofa
https://www.youtube.com/watch?v=k70tlLetqqw&has_verified=1
https://marxandphilosophy.org.uk/reviews/8012_cartographies-of-the-absolute-review-by-robert-t-tally-jr/
https://www.youtube.com/watch?v=bofUM1qs91s
https://youtu.be/2W2hpfKrtu4
https://www.youtube.com/watch?v=-Izy1trNv1k
https://www.editionsmontparnasse.fr/product.php?product_id=1224
https://youtu.be/Dy88FMbaIGo
https://images.cnrs.fr/video/887
https://www.youtube.com/watch?v=eB8Xd-h64Pg
https://www.e-flux.com/journal/87/169402/notes-on-blacceleration/
https://fotofest.org/african-cosmologies-book
https://aperture.org/editorial/african-photography-state-of-mind/
https://internationalnewcastle.org.uk/festivals-and-cultural-celebrations
https://youtu.be/lWLchdZLe5g
https://www.youtube.com/watch?v=S3ztUW9q6rM
https://www.youtube.com/watch?v=7n36qV4Lk94
https://wp.nyu.edu/steinhardt-opuszines/2018/12/04/african-heritage-in-mathematics-by-chinaenye-ada-ozigbu/


tual successfully predicted a solar eclipse in 1789 Banneker's journals and writings document 'the 
Motions of the Sun and Moon, the True Places and Aspects of the Planets, the Rising and Setting of 
the Sun, Place and Age of the Moon, &c. The Lunations, Conjunctions, Eclipses, Judgment of the 
Weather, Festivals, and other remarkable Days, LINK A AND B ● Indigenous practices speaks to the in 
between space for the sacred, everyday quotidian to develop - the Macumbathe Macumba as an example, LINK●:-
Deforrest Brown JrDeforrest Brown Jr. speaks on techno, inFluences and Lefebvre via Resident Advisor, link A and B● 
Sophie Oluwole Sophie Oluwole on Ifa Mathematics and Philosophy, LINK ● How does one refLect on the everyday 
possibilities of the imagination of another realm? ● American ArtistAmerican Artist and Legacy RussellLegacy Russell speak on the 
body abolition and fugitive practices on NTSNTS, LINK ● Onibaba Onibaba horror trailer Japanese FIilm, LINK ● 
Myths associated to the Nkisi Nkisi who are spirits that inhabit objects used in divination practices Asso-
ciated with Congo Congo and has been around as early as the 16th century, These energies are mirrored by 
the artist known as NkisiNkisi. 'Life is fundamentally a process of perpetual and mutual communication 
and to communicate is to emit and to receive waves and radiation from the book African Cosmology African Cosmology 
of the Bantu-Kongoof the Bantu-Kongo by Kimbwandènde Kia Bunseki FuèKiau,Kimbwandènde Kia Bunseki FuèKiau, LINK A AND B ●

http://www.cpnas.org/aahp/biographies/banneker-benjamin.html
https://en.wiktionary.org/wiki/lunation
https://www.youtube.com/watch?v=dr3zQRXzuvY
https://primaryinformation.org/product/assembling-a-black-counter-culture/
https://ra.co/exchange/487
https://youtu.be/1Zsq3FSMof8
https://www.nts.live/shows/revolution-is-not-a-one-time-event/episodes/system-errors-abolitionist-technologies-and-aesthetics-17th-august-2020
https://www.youtube.com/watch?v=sknsvtX68yw
https://en.wikipedia.org/wiki/Nkisi
https://books.google.co.uk/books/about/African_Cosmology_of_the_B%C3%A2ntu_K%C3%B4ngo.html?id=a8B4AAAAMAAJ&source=kp_book_description&redir_esc=y
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