
How did you get into fabricating steel structure? Or did you first get started with print 
making?!
No, I did like any average artist. I learned how to do everything. I did drafting, drawing, 
ceramics. I have done some weaving, you know, done all the foundation things. And then I really 
got this really strong liking for ceramics and extrusions and making pots and forms. But I 
learned that that process always leads to situations where things get broken, and Kentucky 
State University, my instructor, Jeffrey Alexander, introduced us to metal fabrication. He bought 
like a little art welder and he had some scrap metal, and we just started from there. And 
infatuation with metal was the fact that you could weld something and defy gravity, and I thought 
that was wonderful; and of course it being metal, it would not break. So I started doing similar 
forms that I was doing in ceramics in metal, and I just thought that was so much better.!
And then along came Richard Hunt, my mentor from Chicago, famous profound sculpture out of 
Chicago. He came to Kentucky State University and gave a show, and I was done after that.!!
You studied under internationally acclaimed artist Richard Hunt. What did you learn from 
him that you appreciated the most?!
Well, number one, working with a true master, you know, not very many people get a chance to 
work under a master artist. A master artist is a person who is very extreme, live, dream, think, 
breathe art. I never seen him do very leisure things. He loved the opera music, he loved red 
wine, he might do occasional lunch or two, but other than that, everything else was art. And the 
brilliance of his craftsmanship and form is beyond compare with anyone in the world when!
it comes to metal fabrication. He makes it look effortless, and he also makes metal do things 
that metal shouldn't do. And I was very interested in that, you know, I have high expression in 
my work, and I wanted to know how to make metal move in a way to make something spiritually 
happen, you know? So being able to be his assistant, I learned all his tricks and trades.!
Yeah, and I learned jazz, I learned art from the history of jazz. I learned an!
understanding of what art was about from the history of jazz on how those guys, Dizzy Gillespie 
and Miles Davis, all those guys, you know, they were coming through and as time adjusted, 
music adjusted, their style adjusted and the people all came together to make -- make things 
happen through their sound and music and their abilities to play instruments.!
And I just went in and started to reflect that in my work as the same thing I was!
doing, trying to make language through my forms and all these different techniques I was using 
to bring about my humanistic expression, about my culture, about social, political things that 
concerned me. My works are very political and social, and the main element of my work is about 
truth which nobody likes to deal with. Truth is not very marketable. You can't sell truth. They 
don't want to buy truth. They will buy anything else but truth. So I had to disguise it now.!!
So you don't do thirty prints or two or three sculptures every month or every year any 
more like what you used to, you don't put yourself on that kind of schedule?!
Well, to be honest with you, things are real slow right now. I have been on that!
kind of course. Last year at this time I was on that course because I had to make a 22-foot piece 
for University of Indianapolis, a permanent collection, I was commissioned to do a piece.!
And then I had a show, a one-man exhibition there in February. So I worked on these series of 
female pieces and I sold one of those at the show, and I must have had over maybe --!
maybe about 30 pieces in the show. So I was humping last year big time.!
But this year, you know, like I said, it's kind of slowed down. I worked on an awful lot of what 
they call proposals for sculptures. And see, I do a lot of competitions where I get the prospectus 
in the mail and I read about everything they need, they want and then I have to send it in and 
they judge -- they judge down to maybe five artists and then you have to put together a 



presentation, a model, written statement, a budget and you go and you compete with these 
other national artists, and I was finalist for a health care building in Washington, D.C. that I didn't!
get the chance to get that, a really nice proposal.!
But they ended up wanting something else, and that's just what you are up against now, with all 
these really good artists out here and your style of work and stuff.!!
You said that in 1995 that you felt like Kentucky was a bad place for an artist. Do you feel 
like it's a better place now?!
Not for market, no, not for market. Not for market, but it is really ideal for location, you know. 
Kentucky is like right in the center. It's about, you know, five, ten hours from just about 
anywhere, you know? Easternwise, I haven't done a lot of things westernwise because it's just 
too expensive, you know?!
One thing I learned about commissions is they usually want to go with the native son, they want 
to go with somebody who is close by, you know? When I was doing the Washington, D.C. 
proposal, one of the things I had to put in my budget was transporting the sculpture from here to 
Washington, D.C., you know, hell, that alone would probably cost me three to four thousand 
dollars, you know, part of the budget. Now, if you give a show, I did a show in Jackson, 
Mississippi, and that cost me over 1,500 bucks one way with travel. That's gas, the truck!
rental and everything. That's just one exhibit. That's in Jackson, Mississippi, you know?!
So if you get to thinking about going any further than that, you know, you have got to have that 
up front in order to transport your work and stuff, and see mine's a sculpture, so, again, if it was 
more my prints, which usually anytime I give a show it's sculpture and prints, but you know, any 
time you are transporting sculpture, you know, forget it, freight and the travel, now the gas, oh 
my God, you know, it's very expensive. So you see, it's a juggling act, it's a major!
jugging act, and that's another thing, when I am teaching my students, I teach them about the 
economics of what they are trying to do and how they price their work and all these different 
things they need to do in order to survive, and that's a different kind of teaching style. Not too 
many people like to do that. But you know, I want my students to be successful, so I pretty much 
teach them everything, everything they need to know is what I am teaching them, you know, to 
survive, you know, and they have done well so far, so far they have done very well.!!
You have two studios; is that correct?!
Well, I did, we did have that as a supply room, next thing I know Jeremy has made it into a 
studio. I liked the option of having various spaces based on different-sized sculptures I am 
working on, especially during the winter months because I had to work on the Indianapolis piece 
over there in the main shop which worked out perfect because all the students were gone on 
vacation, you know, so it worked out really, really well, you know, very hard work!
and everything; but you have got to have it, you have got to have your space. This space works 
in three-fold, as an office, gallery and my floor. Over here I like to get my wall pieces done and 
my smaller pieces. Anything larger than 10 feet I like to take it next door and work on,!
the ceilings are higher over there.!!
Kip, I have been talking to him, and I asked him what I should ask you. And Kip said I 
should ask you about your Obama monoprint.!
Well, for one thing, it's my most recent print, and most of my prints always deal with a lot of 
color, lot of imagery, and my style has changed a whole lot from the first time I started doing 
prints up until now. I have started to use imagery, cut-out imagery into my prints because I tend 
to be more an abstract person dealing with color and shape and form a lot.!



And when I decided I wanted to do more social/political statements in my work, I felt like I had to 
put more pictures in. It's still a part of the printing process where I am actually still transferring 
the photograph into the print, okay? In other words, this is actually a print. Every image in there 
is being transferred. What I do is I take magazine images, book images and I go to Kinkos, put 
them all on one sheet of paper and go to Kinkos and I copy them and that ink then becomes 
live.!
And then I put a substance called Gingka goop off solution, or you can use turpentine; and you 
just saturate the photograph and lay it right onto the print, and you put the paper on top of it and 
you run it through the press and you peel it off and you get to transfer it. So these are actual 
prints. This stuff is printing. It's not like I wait until I do the print and then glue it onto the print. 
These are actual transferring imagery on a print. These are called monotypes meaning one 
multi- colored print from one plate so they work more like what they call a painting. You know, in 
other words you can't get any reproductions from these, and I like that, because I like them 
being original. I don't want to do no 100 prints from 1 print and all that stuff, I don't believe in 
that. I like to really just do original pieces, you know.!
So with that in mind, you know, what I start to do is I am always high in color, and I start doing 
what I call written skies. So off the top there, I write a lot of different stuff, stuff that I am thinking 
about, stuff that I feel like is influencing the print or some history or some law. I write in all that 
stuff on -- on there. I am really not trying to be conscious of writing it where it's going to be 
correct. Most of the time it's going to be written one way and of course print backwards, that way 
then it starts to look like texture or pattern.!
But then the viewer comes to understand that oh, wow, he's actually written a message here. If 
you take the time to try to read it now, it means you have got to get up real close to it. I was told 
by a historian a while ago when I used to take history that the mark of a true print is if you can 
get this close, get real close to watch it and then again then get off of it to observe things, too. 
So I like to bring viewers really close to my prints, and then I want them to kind of come off the 
print and see things from that perspective as well.!
All right, now, when it comes to the subject matter of this piece, it's called, Is America Really 
Ready for a Colored President? Okay? And what I am doing, of course, I am playing off of a 
coloring book, all right? And if you are doing anything with a coloring book you already put it in a 
childish manner. Okay? Which I think anyone who is preoccupied with color and race is a real 
childish kind of thing and it's a prejudice which no one has dealt with enough to be able to get 
around it, you know? I am so into people, and I am so into trying to know people that I am not 
affected by people's color or their social status and if they have money, if they don't have!
money, religious, Jewish. You know, the first thing I am trying to do is just deal with the person. 
To be honest with you there is just good and bad people. That's the only thing I really try to deal 
with is learning if you are good or bad. And if you are good, I mean, it all works for the common 
good because to be honest with you I am going to learn more from you, if I don't know 
something about you, you know.!
Like I have a neighbor who is a Republican. We sit down and we have the best conversations in 
the world. I am Democrat, he is Republican and I can really relate to what he is saying, you 
know? And it seem like that's what the Democrats and Republicans need to be doing is just 
relate to each other a little bit more. But this whole manner I am setting up of!
course, I am presenting the two candidates, but Obama is presented as a cartoon character, 
coloring book character that I decided to paint, to color green, something, you know, just 
outrageous and then kind of define what I feel is considered colored, you know?!
You still got some people that still use the terminology colored to describe the black race, and if 
you go back about sixty years, somebody about sixty and older you might get color. You know? 
So but the imagery is real fun in this piece because everything's usually always screaming in my 



pieces, they are really loud. All my pieces are very loud because they kind of describe what this 
time's about, everyone's talking, everyone's screaming, everyone's hollering, everyone's fussing 
about something and everything. So I have Romney on the other side, I have got a scratch view 
of the president, the White House in the background. You see down at the bottom here you 
have got two torn flags that kind of comes in reference with each other.!
Underneath there is Obama spelled out, and I got these chromosome kind of things happening, 
and then if you look real close there is these shadow ghost things of these forefathers, old 
senators way back in the 1800s and stuff. They kind of become the ghosts of the past, you 
know, that's still trying to enforce these kinds of values and ideas. So you see this piece is 
loaded. I always have also the sun and the moon in all my pieces regard-- based on what the 
size is tells you more what time of day it is. Sometimes my suns are real small, my moons are 
big so it's close to the night. Sometimes my suns are real big and the moon's a little bit smaller 
so it's more day and things like that. I put all kinds of different textures in my pieces, and there is 
a lot of wonderful fun things to try to find, you know.!!
You sure put a lot of thought in your work.!
Oh, you got to. That's what really making art is totally all about. You know what you are basically 
doing? You are having a conversation with your viewer, so everything I am!
thinking and feeling at that time is going into the work, and I am hoping that I've done a well 
enough job in composition, form, expression, harmony and all those different things that will 
allow the viewer to be challenged to look for all those clues.The title is usually just your clue. 
Now, I put you on a search mission to find all those things I talked about, and see it comes back 
to that whole idea of truth again, what makes your work so truthful. Well, whatever you are 
expressing you are saying it is is trying to happen in the work, all right? And this is how I 
challenge my students, and this is a very important statement I make to them all!
the time. There is never nothing wrong that you do in art other than say what it is and it isn't. 
That is the perimeter that I give my students, all right? And when I say that, I do that and I don't 
mean saying you never have done anything wrong, if you are still saying what it is, you need to 
work until it becomes what it is, see? And that way, you know what it does, it gives me a broad!
range of area to play with with them because a lot of times what happens is students start on a 
piece and gets discouraged, but you know, you really haven't finished it.!
So it's not a matter of you have done anything wrong, it's just a matter you haven't done!
and completed what you set out to do. I always give them this common example about going to 
Cleveland. I said, "All right, we are headed to Cleveland, all right? Now, this is the route we are 
going to try to get there, okay? Okay, you had a flat. Okay? The car overheated. But what -- we 
are still headed to Cleveland, right? Yeah." So see, you know, you just keep on -- keep!
doing what you have got to do in order to get to Cleveland, all right? That's the means, that's the 
aim, that's where we are headed, that's where we are trying to go. That's the way I work with 
every one of my students. That way it becomes a wonderful relationship I have with my student 
because we are still there, see, you know? They will give me their concept, they say, "Well, 
Bibbs, this piece is about this and this and that." Okay, what are we going to do in order to make 
that accomplish?!
And throughout that whole experience, if they get there, cool, if they don't get there, but still at 
the end of it, we are still headed the same direction. That way it allows me to be able to really be 
a better instructor to them, you know? But I have to get them to commit to what it is that they are 
trying to do and which way are we really trying to go, and it usually works out very well, very, 
very well. All right, man, we really enjoyed that, that's good stuff.


