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Gerard Houghton: Today, Sokari, you’re considered 
as one of  the major sculptors working in London 
and overseas. Could you begin by giving us a brief  
biographical sketch, describing how you’ve arrived at 
this point. 

Sokari Douglas Camp: I was born to a Kalabari 
family based in Buguma, in the Niger Delta region. While 
still young, I moved away from the coast to live with my 
guardian, Robyn Horton, an English Anthropologist, 
who specialised in Kalabari culture. I’d have been about 
six when we moved to Ilé-Ifè, at an exciting moment in 
post-independence Nigeria. At the time, archaeologists 
were discovering the characteristic bronze sculptures 
that distinguish Yoruba art, and ‘learned scholars’ 
were furiously debating how such sophistication was 
possible in Africa! Those were the days of  Ulli Beier and 
Susanne Wenger, and the famous Mbari Club was in full 
swing. Though still a child, I was taken along to these 
extraordinarily vibrant places, and would slip under the 
tables, maybe meeting another child down there, sharing 
drinks together, while watching the adults swigging Star 
Beer and dancing to highlife. There was a vibrant mix 
of  artists, musicians, writers and cinematographers, 
providing a stimulating environment for any young, 
growing girl. Between twelve and eighteen, I was sent to a 
boarding school, near Totnes in Devon. It was a forward-
thinking and quite wonderful place. We were encouraged 
to do life-drawing classes and someone taught us to make 
jewellery using silver and semi-precious stones. Given 
this relaxed, supportive environment, I feel as though I 
was given a great start, before continuing on to Central 
Art School, and from there to the Royal College of  Art, 
where I studied Sculpture under Phillip King. Soon after 
receiving my Master’s, I had my first October Gallery 
exhibition, Kinetic Sculptures and Drawings, which must have 
been in 1985. It really seems like only yesterday!

GH: In some ways, your work has changed dramatically 
since those early kinetic works, yet there are many 
continuities. Where did the Jonkonnu theme informing 
this exhibition come from?

SDC: Actually, I only came across the name ‘Jonkonnu’ 
in 2020, while surfing the ‘net during lockdown. 
Because of  the pandemic, the Notting Hill Carnival was 
suspended, and I was aching for some kind of  communal 
celebration to burn off  the frustrations of  isolation. We’ve 
all missed that safety-valve, when you feel how wonderful 
that we all celebrate something like this together. Partly 
to cheer myself  up, I began researching the carnival’s 
origins. What caught my eye, originally, were some early 
19th century watercolour prints of  this old Jamaican 
festival called ‘Jonkonnu,’ by Isaac Mendes Belisario1, 
displaying these wonderfully detailed costumes. Evidently, 
these Jamaican revellers were dressing in cast-off  clothing, 

THE FABRIC OF THE WORLD
...carnival is not so much a festival given for the people but one that the people give to themselves
[...]at a given signal, everyone has leave to be as mad as they like, and almost everything… is permissible.

Goethe: Italian Journey, (publ. 1817)

Sokari Douglas Camp.
Photo: Jonathan Greet, 2016.

Joseph Johnson
(‘Black Joe’)
performing with
house-boat
headdress.
Etching, 1815.
John Thomas
Smith (1766-1833).

Copyright 2009, 
Department 
of Special 
Collections, 
Memorial Library, 
University of 
Wisconsin-
Madison, 
Madison, WI.

1. Isaac Mendes Belisario, Sketches of  character, in illustration of  the habits, occupation, and costume of  the Negro (sic) population, 
in the island of  Jamaica: drawn after nature, and in lithography (Kingston, Jamaica: Published by the artist, 1837-1838).
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frilly frocks, petticoats and things – probably from the 
mistress’s wardrobe – and surplus sailors and soldiers’ 
uniforms. Everyone dressed up for this public celebration, 
taking place around Christmas. I discovered that slaves 
were only allowed three days off  all year, and that 
people went crazy, parading in the streets with musical 
masquerades, all day and night. However, it was the 
elaborate headgear: the white masks, the admirals’ hats 
covered in feathers and complex headdresses with houses, 
boats and other objects attached that most attracted me. 
Many years ago, I came across an etching of  a vagabond 
called Joseph Johnson2. This man, also known as ‘Black 
Joe,’ had been a merchant sailor, who, becoming crippled, 
began begging around Covent Garden while wearing 
this incredible ship-structure on his head. This headgear 
intrigued me, and I made a small sculpted version. I 
intuited he was a kind of  masquerader, earning money by 
entertaining passers-by with sea-shanties and some ship-
themed performance. Something about the headdress 
reminded me of  my own Kalabari traditions. In exactly 
the same way, seeing those Belisario prints, made me 
realise how, despite the horrors of  the transatlantic 
crossing, those masquerading revellers in Jamaica hadn’t 
lost their heritage.

GH: When you say ‘they hadn’t lost their heritage’ – 
which heritage are you talking about?

SDC: African heritage is what I’m talking about! Belisario 
described his lithographs as ‘drawn from life’ and they 
made perfect sense to me. I could read the signs and knew 
exactly what was happening. You appreciate how blood 
really is thicker than water! Astonishingly, even after living 
for generations in Jamaica, those revellers’ costumes took 
me straight back to Nigeria. Still more amazing is that 
just when I was most missing the Notting Hill Carnival, 
which preserves its Caribbean spirit, I realised how 
those island traditions were themselves repositories of  
earlier African forms. Every August, you have our mixed 
children from all over the world energetically celebrating 
this fusion of  multi-layered cultures right here in the heart 
of  London! Similarly hybrid cultural festivals encircle the 
globe as ‘carnivals,’ in Port of  Spain, Rio, etc., adapting 
and transforming perhaps, but never losing their original 
African essence. Ultimately, we all have these ties linking 
London to the Caribbean, which connect back to the 
masquerades that so thrilled me when I first saw them as 
a child growing up in the Niger Delta, and that’s what this 
work is all about: hidden connections, ties, links and roots.

GH: I like the way these purely visual cues, Smith’s 
etching of  street vendors and Belisario’s lithographs, 
kindle your memory and fire your imagination. Tell me 
about how masquerades function within Kalabari society?

SDC: Well, it’s a bit like St. Patrick’s Day in Ireland, 
really. A masquerade is a celebration of  a particular 
‘figure’ that takes place on one specific day, with the 
whole community involved. The masqueraders, who 
are always men, dress in costumes that disguise their 
identity, and perform dramatic sketches representing 
different deities or spirits. Kalabari masquerades, 
actually extend over a 17-year cycle. At the end of  that 
period all the masquerade figures appear together for 
one climactic shindig, after which they all take off  their 
costumes – literally – and let them float away down the 
river. Following a break, the next performance Alagba Ti, 
introduces a female water spirit, Alagba, one of  my 
favourites, whose appearance begins a new cycle. Because 
we live on a group of  islands in the Delta, water deities 
are very important to the Kalabari people. Alagba wears 
a huge headdress made up of  gorgeous feathers and has 
other regalia, including mirrors, tinsel, Christmas balls 
and a ceremonial blue cloth covered in symbols. She 
also carries two small paddles for use in the dance. Her 
performance is directed by the ‘talking drums’ and a 
contest emerges to see if  Alagba understands what the 
drums are telling her to do. Her performance becomes 
humorous because, in hurrying to arrive on time, the 
goddess has, supposedly, forgotten part of  her costume, 
indicated by a gap in her plumage. So, Alagba always acts 
distractedly, following the drums’ directions, but always 
just a few beats out of  sync. The competition between 
goddess and drummers swings back and forth in a display 
of  uncertainty and precision that is wonderful to behold. 
As masquerades are all about men impersonating both 
male and female ‘characters’ gender becomes quite a fluid 
concept, and my own masquerade-inspired sculptures 
have always exhibited this duality. The same ambiguous 
overtones are also evident in Belisario’s lithographs 
showing a black ‘Actor-Boy’ masquerading as his white 
mistress in ruffled frock, feathered headdress and fan. 
There are obvious elements of  parody involved, but I 
immediately saw connections between these images and 
my early childhood memories of  watching masquerades.

GH: Are you suggesting that Kalabari people were 
shipped to Jamaica and these lithographs show direct 
links to your own heritage? 

Opposite page: 
Koo Koo, or 
Actor-Boy, 

Kingston, 
Jamaica, 

1837-8. Drawn 
from life and in 
lithography by 
Isaac Mendes 

Belisario. 
Printed by 

Adolphe 
Duperly.

2. John Thomas Smith, Etching of  Joseph Johnson, 1815, from Vagabondia: Anecdotes of  Mendicant 
Wanderers through the Streets of  London, with Portraits of  the most remarkable drawn from the Life.
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SDC: Not quite! I think it’s more complex than that, 
because I’m not only thinking about Kalabari traditions. 
Earlier, I said I’d lived for some time in Ilé-Ifè, an old 
Yoruba city famous for its many shrines to the orishas 
or deities. The Yoruba have their own masquerade 
traditions, such as the Egungun (‘Ancestors’) and Geledé 
(‘Mothers’) masquerades, each with specific costumes 
and masks. These sculptural masks can incorporate 
entire scenes: of  different animals, townscapes, boats 
or people. It’s amazing to see them paraded around on 
dancers’ heads, as though dramatic conversations inside 
people’s heads have burst into life. Most societies are 
interested in thoughts and dreams, and both groups use 
masquerade headdresses to exteriorise such thinking. If  
you know Dele Jegede’s or Osi Audu’s work exploring 
‘the Inner Head,’ they illustrate conversations happening 
in ‘head-spaces,’ which is very Yoruba. Having lived in 

both societies, I’ve always felt I have licence to 
do unusual headdresses. Although separate 
groups, speaking different languages and 

with totally distinct cultures, both Yoruba and Kalabari 
peoples celebrate these masked spirits irrupting into our 
lives at certain times: to warn us; to advise; or to offer 
help and protection. Belisario’s images reveal similar 
traditions thriving in the Caribbean, and although they 
might not know where those influences originate, they’ve 
been perfectly assimilated. Look at the headdress of  his 
House John-Canoe.

GH: Can I stop you for just a moment to ask, why all the 
different spellings of  Jonkonnu?

SDC: It all goes back to a Ghanaian chief  who resisted 
the German, Dutch and English forces as they fought to 
control the Gold Coast. Each colonial power transcribed 
his name differently: Jan Kano, Jean Connu, John Canoe, 
etc. When these Caribbean festivals were later named 
after him, each island’s dialect produced new variations: 
Jonkonnu in Jamaica, Junkanoo in the Bahamas, etc. I 
love how this diversity shows each island culture creating 
its own unique version of  something shared commonly. 
That’s how cultural diversity develops from similar roots.

GH: When I look at your Ruffle Jonkonnu, I see how you’ve 
expanded Belisario’s print into three dimensions, while 
adding an ironic but very English ‘brolly.’ Those changes 
interest me, as when your John Canoe House, extends his 
arms like a balancing tight-rope walker.

SDC: I didn’t want to be too constrained by the original 
etchings, so I also drew my own sketches. Using Belisario’s 
prints as springboards allowed me to move beyond the 
historical situation in Jamaica and overlay Kalabari 
elements and more contemporary issues. I made that 
one change for particular reasons. Over time enslaved 
people in Jamaica would gradually internalise western 
movement patterns. They must also have watched sailors 
dancing on the long voyages. I worked with Shirley 
Thomson, of  Caribbean heritage, who wrote a powerful 
one-act opera, The Woman Who Refused to Dance3, which 
recalls how during the ‘middle passage’ captives would be 
brought on deck and made to dance, partly to force them 
to exercise but also for the sailors’ entertainment. Those 
who refused were frequently flogged or tossed overboard! 
I imagine John Canoe’s extended arms expressing those 
expansive movements connected to ancestral roots, even 
as his feet are forced into imitating the sailors’ hornpipes, 
as seen in the prints. His outstretched arms and skipping 
feet portray different styles, representing a balancing act 
between two contradictory worlds while carrying the 
weight of  ancestral tradition upon his head. Because of  
my own interest in dressing and performance, specific 
costume elements — the ruffled lace skirts and tight 
sailors’ trousers — inspired me. As a Kalabari woman 
I enjoy the experience of  dressing; there’s so much 
information there to play with. So, I feel my way forwards 
instinctively, dressing each layer upon another, to achieve 
some new synthesis.

GH: I’m beginning to grasp how you conceptualise these 
headdresses. Still, Belisario’s House John-Canoe dancing 
with a house on his head, just seems so strange to me. 
What exactly is going on here?

SDC: I think 
there are several 
possible answers. 
At the simplest 
level, in West 
Africa objects 
are commonly 
carried balanced 
on the head 
rather than held 
in the hands. 
John Canoe Blue 
Bustle provides 
a good example 
of  how I’m 
using Jonkonnu 
as a vehicle to 

explore other themes. This is my Jonkonnu version of  
an Iriabo, which means the elegant display of  a woman 
in her prime. This masquerade celebrates ordinary 
Kalabari life. After fishing in the creeks, Kalabari women 
might carry baskets full of  oysters and periwinkles, like 
this. The paddles, added entirely for effect, suggest a 
matron returning home laden with plenty. Even though 
the performer is a man, he is paying respect to a mature 
woman displaying regal style, as she parades with two 
perfectly balanced paddles protruding from her basket. 
The women in the audience will analyse how well 
he portrays those indefinable qualities, dissecting his 
performance in minute detail! Another way to read the 
headdresses is as wreaths crowning the various figures’ 
heads, to praise or particularise them, as with the three 
light-hearted Fish Head girls, two of  which involve Cupid 
figures. However, the model house that Belisario’s House 
John-Canoe supports on his head while dancing implies 
a deeper, more spiritual dimension, emphasised by the 
four plumes on top. Such feathers indicate contact with 
the spirit world of  the ancestors. Therefore, this ‘house’ 
represents a ‘spirit-house’ or temple, some kind of  
receptacle – like the minkisi of  the Kongo Kingdom – that 
contains spirits. Or, again, it might refer to the ancestral 
founder of  a ‘house’ or family line, respectfully carried 
aloft on the head of  a lineal descendant. 

GH: You combine the possibilities of  respect for ancestral 
lines with conversations happening inside your own head, 
for example in Sugar Cane John Canoe, where you transform 
those feathers linking the ‘house’ to higher worlds into 
sugar-cane plants.

3. The Woman Who Refused To Dance (2007), composed by Shirley J Thompson, performed at Westminster Palace, Houses 
of  Parliament, to commemorate the Bicentenary of  the Act for the Abolition of  the Slave Trade, 1807.

John Canoe House, 2021. 
Mild steel, wood, acrylic paint 
and copper leaf, 105 x 51 x 21 cm.

Left: 
preliminary 
sketches for 
Ruffle Jonkonnu / 
John Canoe Lace 
and Heels.

House John-Canoe, 
Kingston, Jamaica, 
July, 1837, 
Hand-coloured
Lithograph,
37.5 x 26 cm.
Drawn from life 
and in lithography 
by Isaac Mendes 
Belisario. 
Printed by 
Adolphe Duperly.
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John Canoe 
Blue Bustle, 2021.
Mild steel, wood, acrylic 
paint and silver leaf,
86 x 23.5 x 40 cm.
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SDC: The reality is that all Africans transported to 
Jamaica and elsewhere during the 17th to 19th centuries 
were forced to perform gruelling work on plantations 
of  one kind or another. Although not native to the 
Caribbean, sugar-cane grew so well there, that it quickly 
became the prime crop, enabling production of  refined 
sugar, molasses and rum in ever larger quantities. As a 
commodity, sugar was the ‘white gold’ that powered the 
rapid rise of  the British empire, with over a million tons 
produced in British West Indian plantations alone, within 
three decades of  its first introduction. That economic 
miracle was achieved on the backs of  slaves who were 
forced to work 18-hour days under incredibly harsh 
conditions for 362 days a year. The swelling boom of  
Europe’s addiction to sugar generated an expanding 
market that, along with the many fatalities resulting from 
those inhuman conditions, required a continual supply of  
ever more slaves from Africa. However, while the restraint 
with which Sugar Cane John Canoe celebrates his brief  
escape from toil borrows its detachment from Belisario, 
the burden he carries exposes the factors responsible for 
his ordeal – empire, slavery, commodities, trade – while 
suggesting the poise he required in order to survive.

GH: Can we talk about all the tea brands decorating the 
various headdresses of  Yorkshire Tea Jonkonnu, Wavering PG 
Tips, etc. Obviously, these have little to do with Belisario 
and more to do with your own thinking.

SDC: I even surprised myself  by managing to bring 
tea into these works! I am fascinated by labels as design 
icons, and always have been, whether cooking or crude 
oil brands, they are just so well done, and penetrate 
into the unconscious. Few realise that Shell Oil’s logo 
echoes Botticelli’s Birth of  Venus, and was designed to 
make us accept these global brands subliminally. Tea 
itself  was mainly grown on the other side of  empire, 
in India. However, tea was just another product of  
British slavery. It was Caribbean sugar that sweetened 
the tea pouring into London from Indian plantations, 
from the 18th century onwards, which turbo-charged 
Britain’s infatuation with the bitter brew. Together they 
formed an intoxicating mix: increasing imports of  one 
stimulated additional demand for the other. I refer to this 
by surrounding the sugar cubes in Sugar Cane John Canoe’s 
headdress with tea brands, elevating both to the level of  
malign spirits demanding regular appeasement. All those 
competing brands underscore how tea-drinking became 

Yorkshire Tea 
Jonkonnu 
(detail), 2021.
Mild steel,
295 x 124 cm.

Sugar Cane John Canoe, 2021.
Mild steel and acrylic paint,
155 x 33 x 26 cm.
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This page and opposite: 
John Canoe Lace and Heels, 2021. 
Mild steel, wood, acrylic paint 
and gold leaf, 90 x 32 x 17 cm.

a symbol of  wealth and power, even becoming central to 
the idea of  Englishness itself. In reality, one has to laugh, 
because we don’t grow it ourselves! In the uncomfortable 
environment we’re living through today, where migrants 
are not welcome, one must laugh at the way that, 
culturally speaking, the British have always depended 
on migrants of  one kind or another to supply them with 
commodities from distant places. Both tea and sugar 
were adopted into the heart of  British culture. Yet those 
producing the goods for us in British ‘overseas territories’ 
remain excluded today, despite the fabulous wealth their 
labour poured into the country’s coffers.

GH: I notice the Union Jack on the base of  Sugar Cane 
John Canoe and its notional presence under the feet of  
Yorkshire Tea Jonkonnu, too. It reminds me of  the ruling, 
in 1700, by the Lord Chief  Justice, ‘As soon as man sets 
foot on English ground, he is free,’ which was, of  course, 
quickly overruled in the colonies.

SDC: You will find John Canoe Lace and Heels and also 
John Canoe Blue Bustle are both holding onto a twisted 
piece of  material, which, essentially, is some kind of  flag. 
I suppose the main thing I’m pointing out is that these 
things are not at all linear, and it’s not necessarily circular, 
either, in fact I think it’s triangular. I certainly feel as if  
I’m stamped with a triangular stamp. It was there during 
the ‘triangular trade’ times, and it’s still here today. I’m 
engaged in an enquiry into the real history of  my own 
existence: being Nigerian and being British; while many 
British people look at me and see me as Caribbean! Now, 
here, our African and Caribbean cultures are indeed 
intertwined, although no one discusses it other than to 
talk about the triangular slave trade. To me, there is 
obviously so much more, and my intuition steered me 
to concentrate on our shared cultures of  performance 
and dressing. That’s what I mean about being ‘stamped 
by the triangle.’ I’m trying to balance all these different 
strands of  heritage in Jonkonnu, even while recognising 
that my Britishness may also reside in the habit of  going 
out into the world and adopting other identities. It’s a 
masquerade of  sorts, and we’re all in it together! This 
history has become subliminal, and while we all know 
what happened, no one articulates it, which leaves me – 
and I’m no good at putting things into words – sculpting 
a history that is never talked about – a Black cultural 
history. All I can do is feel my way forwards, adding layer 

upon layer, until I can accept 
that I am Nigerian; that I am 
British and that it’s fine if  I 
am mistaken for a Caribbean 
person. I embrace all of  it!  
You have to stand tall and 
proud. The reality is that, 
instead of  denying it, this 
triangular exchange must be 
celebrated, because it’s this 
that has made all of  us richer 
and stronger.

GH: I remember being 
amazed, during Africa ’95, 
by your exhibition at the 
Museum of  Mankind. 
There was a riotous parade 
of  almost extra-terrestrial 
Kalabari masquerade figures. 
These new pieces seem to 
grow from and develop those 
early themes.

 SDC: You’re talking about 
Play and Display, which 
contained eight life sized masquerade sculptures.
It was, indeed, a major statement about the Kalabari 
tradition. But my interest goes much further back, at 
least to 1987, when, as the resident artist at the Africa 
Centre I did a show called Sekiapu. I even brought over 
seventeen Nigerian dancers to perform live masquerades 
in the Georgian streets around Covent Garden. As a 
coastal people, the Kalabaris have always traded for 
things coming either from the interior or arriving by 
sea. Historically, they acted as brokers between interior 
groups and the trading vessels that dropped anchor there, 
amongst which were also slave-ships. So, slavery was a 
reality for us, even though people don’t talk much about 
it today, and we’ve integrated many people from different 
parts of  Nigeria and invited them into Kalabari culture. 
To tell a personal story. Years ago, a man from the interior 
arrived on our island in a canoe with a child, a girl. 
Both were for sale. The girl managed to run off  and my 
grandfather, then a young man, hid her away. After he’d 
sold his canoe, the man still couldn’t locate the child, and 
decided to cut his losses and return home. That was how 
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This page and opposite: 
Ruffle Jonkonnu, 2022.
Mild steel and acrylic 
paint, 264 x 124 cm.

my maternal grandmother first came to our island. All of  
this echoes with my life there and with living in England 
as part of  the immigrant population. However, just as 
my displaced grandmother became Kalabari, my actual 
identity – what I have become – is a Londoner. I’m just 
like all other Londoners who come from somewhere else. 
Drawing these different strands of  my identity together 
by overlaying the different parts of  my heritage is a story I 
first need to understand myself, before I develop it further. 
Ultimately, that is the story I want my sculptures to tell.

GH: Looking at the way you physically construct the 
striped sailors’ trousers and these frilly lace frocks, I’m 
amazed at your ability to turn hard steel into flowing 
fabrics, feathers or even flesh and bone. Are you 
consciously trying to stretch metal to its representational 
limits? 

SDC: No! I don’t go that deeply into it. I simply practise 
feeling my way forwards intuitively. Working in metal 
is just like doing a drawing, but it’s drawing in space, 
drawing with texture. As an artist, what most matters to 

me is putting the picture together. As far as materials 
go, I can certainly do textures with steel, and 

that’s what I enjoy most. There’s 
nothing didactic about my work, nor 
any disdain involved, because I so 
enjoy the materials. I suppose it’s my 
way of  telling people about the fabric 
I see when I look at the world we 
all live in together. Some people say 
they dream in colours: I think I must 
dream in textures!
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Posing with a Gun, 
2015. 
Steel, 69 x 55 x 39 cm.

Prick Gun, 2016. 
Nickel-plated steel, 
133 x 41 x 31 cm.

This page: 
Lipton Tea Jonkonnu, 2021.
Nickel-plated mild steel,
117 x 44 x 26 cm. 
Collection Tropenmuseum, 

Amsterdam, National Museum of 

World Cultures, Netherlands.

Opposite: 
Wavering PG Tips, 2022.
Nickel-plated mild steel, 
(photographed prior to plating),
130 x 40 x 40 cm. 
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Sokari Douglas Camp completing work on 
Blind Love and Grace, 2016. 
Mild steel, acrylic paint, aluminium, gold and copper 
leaf, 
278 x 203 x 135 cm.
Photo: Jonathan Gree, 2016. 

Above: 
Green Oil Cans and Dates, 2018.
Steel, tin, acrylic paint and oil cans.
69 x 18 x 50 cm.

 
Right: 
Lips Oil Cans (detail), 2018.
Steel, tin, acrylic paint and oil cans.
65 x 46 x 24 cm.



This page: 
Wrestlers Boleco Oil, 2018.
Steel, acrylic paint and gold leaf,
84 x 23 x 22.5 cm.

Opposite: 
Wrestling Oil Shell BP, 2018.
Steel, acrylic paint and gold leaf,
63 x 21 x 44 cm.
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Yoruba Lady; Green 
Tassels, Pink Shawl, 
2008.
Steel and acrylic 
paint, 
50 x 17 x 18 cm.

This spread: 
Jesus Loves Me, 2012.
Steel and acrylic paint,
155 x 84 x 61 cm. 

Next page: 
Jesus Loves Me, 2012.
Steel and acrylic paint,
217 x 105 x 89.5 cm.
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	 American Museum of  Natural History,
	 New York, USA	 
1996	 Steel Stories, Angel Row Gallery, Nottingham, UK
1994	 Urban Walk, Barbican Centre, Museum of  	
	 London, UK
1993	 Steel Clothes and Ornamentation, 
	 Redfern Gallery, London, UK
1992	 Urban Women, South Bank Centre, London; 
	 Sue Williams, London, UK

1991	 Market People, Chelsea Arts Club, Pittminster 	
	 Studio, London; Taunton, UK
1990	 New Work, Sue Williams, London, UK
1988	 Alali, Bluecoat Gallery, Liverpool; City of  
	 Plymouth Museum and Art Gallery, UK
1987	 Echoes of  the Kalabari, National Museum of  African 	
	 Art, Smithsonian Institute, Washington DC, USA
1987	 Sekiapu: Nigerian masquerade with Sculpture by Sokari 	
	 Douglas Camp, Africa Centre, London; Royal 	
	 Festival Hall, London; Commonwealth Institute, 	
	 London; Museum of  Mankind, London, UK
1985-88	Alali, Ikon Gallery, Birmingham; Milton Keynes  	
	 Exhibition Gallery; Dorman Museum, 		
	 Middlesborough, UK 
1985	 Alali: Kinetic Sculpture and Drawings, October Gallery, 	
	 London, UK
1984	 Artist of  the Day, Angela Flowers, London, UK
1982	 Alali (Festival Time), Africa Centre, London, UK

Selected Group Shows

2022-23	Europe Supported by Africa and America, The Dorothy 	
	 and Michael Hintze Galleries, Sculpture in 	
	 Britain, V&A, London, UK
2022	 Kensington + Chelsea Art Week, London, UK
	 In a Pot of  Hot Soup, Brunei Gallery, SOAS 	
	 University of  London, UK
	 Modern & Contemporary African Art; and CCA Lagos 	
	 Benefit Auction, Sotheby’s, London, UK
2021	 OIL. Beauty and Horror in the Petrol Age, 		
	 Kunstmuseum, Wolfsburg, Germany
	 Manmade at Boso-Satoyama Art Festival Ichihara Art x 	
	 Mix 2020+: Journeys, Chiba prefecture, Japan
2020	 STOA169, Polling, Germany
	 Atmospheres; Artists of  the Transvangarde, October 	
	 Gallery, London, UK
2019-23	Healing Power, Tropenmuseum, Amsterdam; Afrika 	
	 Museum, Berg en Dal; Museum Volkenkunde, 	
	 Leiden; Wereldmuseum, Rotterdam, Netherlands  
2019	 Dream No Small Dream: Celebrating 40 Years of  the 	
	 Transvangarde, October Gallery, London, UK
2017	 Diaspora Pavilion during the Venice Biennale, 	
	 Palazzo Pisani S. Marina, Venice, Italy
	 Celebrating Art and Music, Brunei Gallery 		
	 SOAS, London, UK
	 The Female Aesthetic, Swindon Central Library, 	
	 Swindon, UK
2013	 Sokari Douglas Camp CBE - Manuela Sambo, ARTCO 	
	 Galerie, Herzogenrath, Germany
2012	 Sculptors’ Drawings and Works on Paper, Pangolin 	
	 London and Kings Place Gallery, London, UK
2011	 As it Is! Contemporary Art from Africa and the Diaspora, 	
	 Mojo Gallery, Dubai, UAE
	 Environment and Object: Recent African Art, 		
	 Tang Teaching Museum and Art Gallery, 		
	 Skidmore College, New York, USA
	 Fantastic Creatures, The British Museum 		
	 International Touring Exhibition, Ulsan Museum, 	
	 Ulsan, South Korea 
2010	 Modernities + Resistances/To All the Breathing of  the 	
	 World, Third World Festival of  Black Arts & 	
	 Cultures, Dakar, Senegal
2009-10	 Identity and Self-Fashioning 1965-2009, Neuberger 	
	 Museum of  Art, New York, USA
	 BM Treasures Exhibition, Madrid, Spain
	 Henn Art Galerie, Maastricht, Netherlands
2009	 In the Light of  Play, Durban Museum, Durban, 
	 South Africa
	 Joburg Art Fair, Johannesburg, South Africa

	

2009	 Islands and their Worlds, Parc de la Villette, 
	 Paris, France
	 Kréyol Factory, Parc de la Villette, Paris, France
	 A Celebration of  British Sculpture, Harold Martin 	
	 Botanic Garden, University of  Leicester, 
	 Leicester, UK
	 Festival culturel panafricain d’Alger (PANAF) 2009, 	
	 Algiers, Algeria 
	 Roots and More: Journey of  the Spirit, 
	 Africa Museum, Berg en Dal, Netherlands
	 Now We Are Ten, Campaign for Drawing, various 
	 locations across UK
2008	 Dialogue of  Cultures, ARTCO Galerie, 
	 Aachen, Germany
	 Salon d’Art Contemporain Africain, Brussels, Belgium
	 ARESUVA, African Regional Summit and 	
	 Exhibition on Visual Art, Abuja, Nigeria
	 Black Womanhood, Hood Museum of  Art, 		
	 Dartmouth, New Hampshire; Davis Museum and 
	 Cultural Centre, Wellesley, Massachusetts; 	
	 San Diego Museum of  Art, San Diego, 
	 California, USA
	 Design Without End: The Essential Art of  
	 African Textiles, Metropolitan Museum of  Art, 
	 New York, USA
	 The Poetics of  Cloth: African Textiles/Recent Art, 
	 Grey Art Gallery, New York University, USA
	 Auf  Augenhöhe-Blicke auf  Kunst und Kultur aus Afrika, 	
	 Stadtische Galerie im Park, Viersen, Germany
2007	 Africa Select I, ARTCO Galerie, 
	 Herzogenrath, Germany
	 Remembering Saro-Wiwa: The Living Memorial, 	
	 Goldsmiths, London, UK
	 Alternative Narratives, The Alpha House, 
	 London, UK
	 52nd Venice Biennale, Venice, Italy
	 In and Out of  Africa, with ARTCO Galerie, 
	 Haus Der Völker (HDV), Schwaz, Austria
	 Terre Noire, Musée Maurice Denis, Saint-		
	 Germaine-en-Laye, France
	 From Outside, All Hallows-by-the-Tower, 
	 London, UK
	 Freedom: Slavery Past and Present, Morley College, 	
	 London, UK
	 ARTFAIR 21 with ARTCO Galerie, 		
	 Herzogenrath, Germany
2006-07	Trienal de Luanda, multiple locations, 
	 Luanda, Angola
2006	 Afrika! Afrika!, Munich; Berlin, Germany
	 Chichester Festival, Chichester, UK
	 SD Observatorio, IVAM (Institut Valencia d’Art 	
	 Modern), Valencia, Spain
	 Sokari Douglas Camp | Nicole Guiraud | 
	 Marcia Wok Kure | Louzla Darabi, Art Society Neue 
 	 Galerie Landshut in cooperation with 
 	 Bundeszentrale für politische Bildung 		
	 (Government Center for Political Education, 	
	 Foreign Ministry), Landshut, Germany
	 Remembering Saro-Wiwa: The Living Memorial,  
	 Arnolfini, Bristol, UK
2005-06	Retour au futur’ l’art de l’Afrique noir, 		
	 Patrimoine Culturel et Actualité, Collection 
	 Elmer, Luxembourg
	 Africa Screams, Museum der Weltkulturen, 
	 Frankfurt, Germany
	 Black President: The Art and Legacy of  Fela Anikulapo-	
	 Kuti, Yerba Buena Centre for the Arts, Barbican 	
	 Art Galleries, London, UK
	 Artists Selection, Peg Dollies on the Move! Brewery Arts, 	
	 Cirencester, UK
	 Personal Selection, Brewery Arts, Cirencester, UK

Sokari 
Douglas Camp CBE
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2005-06 	Kijken zonder grenzen, Hedendaagse Kunst in het 	
	 Afrika Museum: de collectie Valt en verder, 
	 Afrika Museum, Berg en Dal, Netherlands
2005	 Black President, The Art and Legacy of  Fela Anikulapo-	
	 Kuti, Contemporary Arts Centre, Cincinnati, 	
	 Ohio, USA 
	 Ground Force – Africa Garden, Endemol, UK 
	 Production for BBC, The British Museum, 
	 London, UK 
	 Music in African Fine Art, Galerie im Waschhaus, 	
	 Africa Festival, Potsdam, Frankfurt, Germany
	 Africa Screams, Kunstverein Aalen/Rathaus- 	
	 Galerie, Aalen, Germany
2004-05	Africa Screams, Kunsthalle Wien, Wien, Austria
2004	 Montigny-Dak’Art, Le Grand (Y) Off, Belgium 
	 At Home with Art, The Lionel Phillip Collection, 
	 The Atkinson Gallery, Somerset, UK 
	 DACS 20th Anniversary Exhibition, Mall Galleries, 	
	 London, UK 
	 Insights, National Museum of  African Art, 	
	 Smithsonian Institute, Washington DC, USA 
	 Africa Screams, Das Böse in Kino, Kunst und Kult 	
	 Iwalewa-Haus, University of  Bayreuth,  
	 Bayreuth, Germany
2003-04	 4th Plinth (Nominee Exhibition), The National 	
	 Gallery, Trafalgar Square, London, UK
2003	 Exhibition of  Contemporary African Art, The 		
	 Bagagehal, Amsterdam, Netherlands 
	 Royal Academy Summer Show, London, UK 
	 Independence, South London Gallery, 
	 London, UK 
	 Just Like a Fish in Water, Kunstverein Bad 		
	 Salzdetfurth, Bodenburg, Germany 
	 Black President: The Art and Legacy of  Fela Anikulapo-	
	 Kuti, The New Museum of  Contemporary Art, 
	 New York, USA 
	 Africa Past, Present and Future, Westbourne 		
	 Gallery, London, UK 
	 Art Cologne, Cologne, Germany 
	 Small is Beautiful XXI, Flowers Central, 
	 London, UK
2002	 See the Talent, Brighton Museum and Art Gallery 	
	 Touring, Brighton, UK
	 DAK’ART 2002 La Biennale de l’Art African 		
	 Contemporain, Senegal
	 The Bridge, The Morley Gallery, London, UK
	 The Commonwealth 2002 and Beyond, 		
	 Commonwealth Institute, London, UK
	 Encounters with the Contemporary, National 		
	 Museum of  African Art, Smithsonian Institute, 	
	 Washington DC, USA
2001-02	Encounters with the Contemporary, Smithsonian 	
	 National Museum of  Art, Washington, USA 
	 Sainsbury/African Galleries, The British Museum, 	
	 London, UK

2001-02	The Artist and the City, Centre de Contemporània 	
	 de Barcelona, Spain
	 Sense of  Occasion – In association with 		
	 Craftspace Touring , Birmingham, UK 
2000	 Hearst Gallery, Saint Mary’s College, Moraga, 	
	 California, USA
2000 	 Distinguished Identities: Contemporary African 		
	 Portraiture, Staller Centre for the Arts, State 	
	 University of  New York at Stony Brook, USA
1999-00	Tarble Arts Centre, Eastern Illinois University, 	
	 Charleston, USA
	 Transatlantic Dialogues - Contemporary Art In 		
	 and Out of  Africa, Auckland, New Zealand
	 Arche, Kunstgebäude im Schlosshof  Bodenburg, 	
	 Bodenburg, Germany  
	 Expo 2000, Hanover, Germany
	 Black History Month, National Maritime 		
	 Museum, London, UK
	 Still Form, Bright Line, Canary Wharf, 
	 London, UK
	 Women to Women, University Art Gallery, Indiana 	
	 State University, Terre Haute, USA
1999	 The Shape of  the Century, Salisbury Festival, 		
	 Salisbury and Canary Wharf, London, UK
	 Arts Council Collection, National Institute for 	
	 Medical Research, London, UK
	 Les Champs de la Sculpture No.2, Champs 		
	 Élysées, Paris, France
1998-00	Devious Devices - An Exhibition of  Automata, 		
	 Croydon Clocktower, London; Wolverhampton 
	 Art Gallery, Wolverhampton; Museum of  Science 	
	 & Industry, Manchester; Birmingham Museum 	
	 and Art Gallery, Birmingham; Newport Museum 	
	 and Art Gallery, Newport; Crafts Council Gallery, 	
	 London, UK
1998-99	Global II, Addison Wesley Longman, Essex, UK
1998	 Body & Soul, Stadsgalerij, Heerlen, Netherlands 
	 Das Vielfache Echo, Stuttgart, Germany
	 Around and Around Europe, Africa and USA, Galerie 	
	 Peter Herrmann, Germany
	 British Figurative Sculpture Part 2, Flowers East, 	
	 London, UK
	 Kleinplastiktriennale, Fellbach, Germany
	 Small is Beautiful, Flowers East, London, UK
	 Forja el Espacia, Centro d’Arte Moderno, Las 	
	 Palmas de Gran Canaria; Vencia, Spain; 
	 Callais, France
1997-98	National Museum of  Ethnology, Osaka, Japan
1997	 Havana Biennale, Havana, Cuba
1996	 Die Andere Reise (The Other Journey), Kunste 		
	 Hallie Krems, Austria
1995-96	Sculpture in Paradise, Chichester, UK 
	 African Metal Work, Crafts Council, London, UK
	 An Inside Story, African Art of  our Time; Setegaya 	
	 Art Museum, Tokyo; Tokushima Modern Art 	
	 Museum; Himeji City Museum of  Art; Koriyama 	
	 City Museum of  Art;  Marugame Genichiro  
	 Inokuma Museum of  Contemporary Art 		
	 (MIMOCA), Gifu, Japan
1995	 Around and Around, Duala, Cameroon
1994-95	Another Country, Centro Atlántico de Arte 		
	 Moderno, Las Palmas de Gran Canaria 
1994	 Figure and Fantasy Sculpture, Canterbury, 
	 Kent, UK
1993-94	Contemporary Art Society Market, London, UK
1993	 Unilever Recent Acquisitions, Unilever House,
	 London, UK
1992	 Art for a Fairer World - Oxfam 50th Anniversary 	
	 Touring Exhibition, UK

1991-93	Africa Explores - New and Renewed Forms in 20th 
 	 Century African Art, New Museum for 
	 Contemporary Art, New York; University Art 	
	 Museum, Berkley; Dallas Museum of  Art, 
	 Dallas; St. Louis Museum of  Art; Corcoran 
	 Art Gallery, Washington DC, USA; Ludovic 	
	 Forum, Aachen, Germany; Espace Lyonnaise 
 	 d’Art Contemporain,  
	 Lyon, France; Fundacio Antoni Tapies, Barcelona, 	
	 Spain; Tate Gallery, Liverpool, UK
1991	 The South of  the World, Galleria d’Arte 		
	 Contemporanea, Marsala, Sicily 
	 Art ’91, Islington, London, UK
	 Two Man Show, Marcus & Marcus Gallery, 	
	 Amsterdam, Netherlands
1990	 JAPE (Japanese Association for Promotion of  	
	 Creative Events), Tokyo, Japan
	 Art ’90, Flowers East, London, UK
	 Art ‘90, Sue Williams, London, UK
	 Rainforest Festival - The Arts for the Earth 		
	 Exhibition, Barbican Centre, London, UK
	 Five Contemporary Artists, Redfern Gallery, 		
	 London, UK
	 Contemporary Art Society Market, London, UK
	 Small is Beautiful, Angela Flowers, London, UK
1989-90	Time and Motion, Laing Art Gallery, Newcastle; 	
	 City Art Centre, Edinburgh; The Minories, 	
	 Colchester, UK
1987	 Conceptual Clothing, Ikon Gallery, 
	 Birmingham, UK
	 Performance in Art/Art Performance, 
	 Castle Museum, Nottingham, UK
	 Springing to Life, Manchester City Art Gallery, 	
	 Manchester, UK
	 Influences, South London Art Gallery, London, UK
	 Palm Trees, West African Music Village, Kew 	
	 Gardens, London, UK
1986-87	From Two Worlds, Whitechapel Art Gallery, 
	 London; Fruit Market Gallery, 		
	 Edinburgh, UK
1986	 In the Eye of  the Sun, Dowse Art Museum, 
	 Lower Hutt, New Zealand
	 Five Festival Sculptors, Stoke-on-Trent Museum 	
	 and Art Gallery, Stoke-on-Trent, UK
	 MA Show, Royal College of  Art, London, UK
	 The National Garden Festival, 
	 Stoke-on-Trent, UK
	 Contemporary Art Fair, Covent Garden, 
	 London, UK
1985	 Visual Aid for Band Aid, Royal Academy of  Arts, 	
	 London, UK
	 Artists Against Apartheid, Royal Festival Hall, 	
	 London, UK
	 New Horizons, Royal Festival Hall, London, UK
	 Contemporary African Art, The Learning 		
	 Material Centre, Highbury, London, UK 
1984	 Textiles Making and Meaning, Brixton Art Gallery, 	
	 London, UK
	 Graham Park Festival, Graham Park Library, 	
	 London, UK 
	 African Music Village, Commonwealth Institute, 	
	 London, UK 
1983	 Amy Sadur Friedlander Memorial Art Fund, 		
	 Swiss Cottage Gallery, London, UK
	 New Contemporaries, ICA, London, UK
	 Christie’s Inaugural Show, London, UK
	 Sculptural Drawings - Ruskin College, Oxford, UK

Awards

2008	 Governor, University of  the Arts, London
2007	 Vice-President Kalabari Union 
2007	 Culture and Heritage Award - The 4th Annual 	
	 Black Business Award, UK
2006	 Honorary Fellow of  University of  the Arts, London
2005	 Awarded CBE
2004	 Finalist for Fourth Plinth, Trafalgar Square, 	
	 London
2000	 Commonwealth Grant
1983	 Princess of  Wales Scholarship and 
	 Henry Moore Bursary
1982	 Saatchi & Saatchi Award
1981	 Amy Sadur Friedlander Prize

Selected Collections

American Museum of  Natural History, New York, USA
British Museum, London, UK
Bremen Museum, Germany 
Centro Atlántico de Arte Moderno, Las Palmas, Spain
Citibank Corporation
Fitchburg Art Museum, Boston, USA
Glenbow Museum, Calgary, Canada
Horniman Museum, London, UK
Leicestershire Education Authority, UK
Leicestershire Museums, UK
Minneapolis Museum of  Art, USA
Setagaya Art Museum, Tokyo, Japan
Skidmore University, New York, USA
Standard Charted Bank, London, UK
National Museum of  African Art, Smithsonian 
Institution, Washington DC, USA
Unilever, London, UK
Brighton Museum and Art Gallery, UK
St. Thomas’s Hospital, South London, UK 
Michael Graham-Stewart, London, UK
Collection Hans J. Bogatzke, Herdecke, Germany
Collection Artur und Heidrun Elmer, Aalen, Germany
International Finance Corporation, World Bank, 
Washington, DC, USA 
Tropenmuseum, Amsterdam, National Museum of  
World Cultures, Netherlands 

Photography &
 design by Jonathan G

reet

 
 
Squashed Cupid, 2021. 
Mild steel, acrylic paint and 
copper leaf,
49 x 28.2 x 40 cm.

 
 

Pose Flutter Laugh Love (detail), 2021.
Mild steel and acrylic paint,

74 x 32 x 21 cm.
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Opposite:: 
Europe Supported by Africa 
and America, 2015.
Steel, abalone, copper gold, 
copper leaf and petrol nozzles, 
200 x 181 x 93 cm.

On display at The Dorothy and 
Michael Hintze Galleries, Sculpture 
in Britain, V&A, London, UK
11 June 2022 – 14 May 2023

This page: 
Fish Head, 2020.
Mild steel and acrylic paint,
55 x 33 x 36 cm.
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Image: Squashed Cupid (detail), 2021. 
Mild steel, acrylic paint and copper leaf,
49 x 28.2 x 40 cm.


