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Revolutionary Art does not demand any more sacrifice from the revolutionary
artist than what is demanded from a traitor (Negro) who draws for the oppressor.
Therefore, the creation of revolutionary art is not a tragedy, but an honour and
duty that will never be refused.

Revolutionary Art begins with the programme that Huey P. Newton
instituted with the Black Panther Party. Revolutionary Art, like the Party,

is for the whole community and its total problems. It gives the people the
correct picture of our struggle, whereas the Revolutionary Ideology gives

the people the correct political understanding of our struggle. Before a
correct visual interpretation of the struggle can be given, we must recognise
that Revolutionary Art is an art that flows from the people. It must be a whole
and living part of the people’s lives, their daily struggle to survive. To draw
about revolutionary things, we must shoot and/or be ready to shoot when

the time comes. In order to draw about the people who are shooting, we
must capture the true revolution in a pictorial fashion. We must feel what

the people feel who throw rocks and bottles at the oppressor so that when
we draw about it — we can raise their level of consciousness to hand grenades
and dynamite to be launched at the oppressor. Revolutionary Art gives

a physical confrontation with tyrants, and also enlightens the people to
continue their vigorous attack by educating the masses through participation
and observation.

Through the Revolutionary Artist’s observations of the people, we
can picture the territory on which we live (as slaves): project maximum
damage to the oppressor with minimum damage to the people, and
come out victorious.

The Revolutionary Artist’s talents are just one of the weapons he uses
in the struggle for Black People. His art becomes a tool for liberation.
Revolutionary Art can thereby progress as the people progress because
the People are the backbone to the Artist and not the Artist to the People.

To conceive any type of visual interpretations of the struggle, the
Revolutionary Artist must constantly be agitating the people, but before one
agitates the people, as the struggle progresses, one must make strong roots
among the masses of the people. Then and only then can a Revolutionary
Artist renew the visual interpretation of Revolutionary Art indefinitely until
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liberation. By making these strong roots among the masses of the Black
People, the Revolutionary Artist rises above the confusion that the oppressor
has brought on the colonised people, because all of us (as slaves) from the
Christian to the brother on the block, the college student and the high-
school drop out, the street walker and the secretary, the pimp and the
preacher, the domestic and the gangster: all the elements of the ghetto

can understand Revolutionary Art.

The ghetto itself is the gallery for the Revolutionary Artist’s drawings.
His work is pasted on the walls of the ghetto; in storefront windows, fences,
doorways, telephone poles and booths, passing buses, alleyways, gas
stations, barber shops, beauty parlours, laundromats, liquor stores, as
well as the huts of the ghetto.

This way the Revolutionary Artist educates the people as they go through
their daily routine, from day to day, week to week, and month to month.
This way the Revolutionary Artist cuts through the smokescreens of the
oppressor and creates brand new images of Revolutionary action — for
the total community.

Revolutionary Art is an extension and interpretation to the masses
in the most simple and obvious form. Without being a revolutionary
and committed to the struggle for liberation, the artist could not express
revolution at all. Revolutionary Art is learned in the ghetto from the pig
cops on the beat, demagogue politicians and avaricious businessmen.
Not in the schools of fine art. The Revolutionary Artist hears the people’s
screams when they are being attacked by the pigs. They share their curses
when they feel like killing the pigs, but are unequipped. He watches and
hears the sounds of footsteps of Black People trampling the ghetto streets
and translates them into pictures of slow revolts against the slave masters,
stomping them in their brains with bullets, that we can have power and
freedom to determine the destiny of our community and help to build
‘our world’.

Revolutionary Art is a returning from the blind, where we no
longer let the oppressor lead us around like watchdogs.
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“WE ARE FROM 25 TO 30 MILLION STRONG, AND WE ARE ARMED. AND WE ARE CONSCIOUS
OF OUR SITUATION. AND WE ARE DETERMINED TO CHANGE IT. AND WE ARE UNAFRAID.”
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‘WARNING TO AMERICA

Emory Douglas Warning to America,
The Black Panther, 27 June 1970



ALL THE WEAPONS WE USED TO USE AGAINST

EACH OTHER WE NOW USE AGA!NSY THE OPPRESSOR
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Emory Douglas By All Means Available,
The Black Panther, 4 July 1970
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ART FOR THE PEOPLES SAKE

EMORY DOUGLAS

From a lecture at Fisk University,
Nashville, Tenessee, 2 October 1972.
Published in The Black Panther,
Berkeley, 23 October 1972.

ALL POWER TO THE PEOPLE, ’'m very happy to be here as a representative
from the Black Panther Party. Tonight, I would like to discuss with you the
relationship of the Black artist to the Black community. We must take that
as a very serious thing, because when we look at the world today, we see
that we have very serious problems.

We have to understand that we have been duped into believing that we
are supposed to criticise all the Greek, the Roman and all the ancient
European art. We have been taught how to criticise them; we have been told
how to criticise them. But what happens when we criticise them? We begin
to try to duplicate them. We begin to spend our time in trying to copy
something that is old, that is decadent, that is out of date... like the work
of Leonardo Da Vinci, and those other painters.

But we have a greater enemy in relationship to art. We have a greater
enemy, [ would say, in commercial art. What is commercial art? It is a
method of persuasion, mind control; it oppresses Black people. If we look
around our community, what do we see? We see billboards, with advertising,
that tell us what to buy, how to buy. And we go out and buy... our own
oppression.

It (advertising) tells us to go out and buy a house, for 6% interest; we
buy the house and suffer for the next twenty years trying to pay for that
house. What am I trying to tell you? It’s this: we have to take that structure
of commercial art and add a brand new content to it, a content that will serve
the interests of the Black people. We see that they (the capitalists) have done
what we should be doing. They have analysed how to appeal to the Black
people, so that Black people will go out and buy. They have begun to analyse
how to relate to Black people so that we will continue to suffer — peacefully.

But we say that if we take this structure of commercial art and add a brand
new content to it, then we will have begun to analyse Black people and our
situation for the purpose of raising our consciousness to the oppression
that we are subjected to. We would use commercial art for the purpose of
educating Black people, not oppressing them. So I made that statement,
in the beginning so that perhaps I could get off into an outline with a few
questions in regards to who art is for.  would say that art is for the masses
of Black people; we must bombard the masses with art. We cannot do this in
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the art gallery, because our people do not go to art galleries; we can’t afford
to go to art galleries...

We have to put our art all over the United States, wherever Black people
are. If we’re talking about an art that serves our people, if we’re truly talking
about an art that is in the interests of Black people, then we have to use,
again, the structure of commercial art.

Isn’t it true, that wherever you look, all over the country, you see
billboards selling a product? Isn’t it true, that whenever you look in a
magazine, it’s selling a product? Why can’t we use that same structure,
in relationship to ourselves, to raise the consciousness of Black people; in
regards to using our art in that same form; putting it into posters, thousands
of posters, so that they can be distributed, so all Black people across the
country can get the message...

We also have the question of how to define art (for ourselves)?

Many would say that we define art from a dictionary, but we know that

the problems are too complicated, too complex, to define art from a
dictionary. We cannot even define art by a board of directors. We say that
art is defined by the people, because the people are the ones who make art.

If we are truly drawing the people; if we are trying to reflect the society
which we live in, then that means that we, the artists, will draw the people;
but the people are the real artists. No artist can sit in an ivory tower,
discussing the problems of the day, and come up with a solution on
a piece of paper. The artist has to be down on the ground; he has to hear
the sounds of the people, the cries of the people, the suffering of the people,
the laughter of the people — the dark side and the bright side of our lives.

The dark side is the oppression, the suffering, the decadent living, which
we always expose. But the bright side is that which we praise; beautiful
Black people who are rising up and resisting. There is a difference
between exposing and praising. We don’t expose the system (of the US)
in relationship to art, but, we praise the people in relationship to art. We
show them as the heroes, we put them on the stage. We make characters
of our people (around the idea of what they know life should be about).

We can talk about politics in art, and many people will get confused
on the issue, in regard to what is primary. Is it the political situation, or
the artistic situation? Art is subordinate to politics. The political situation
is greater than the artistic situation. A picture can express a thousand words
but action is supreme. Politics is based on action, politics starts with
a hungry stomach, with dilapidated housing. Politics does not start in
the political arena, it starts right down there in the community, where the
suffering is. If art is subordinate, then, to the political situation, wouldn’t
it be true that the artist must begin to interpret the hungry stomach, bad
housing, all of these things and transform these things into something
that would raise the conciousness of Black people? I think that would be
the most logical thing to do.
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In regard to criticism in art: We praise all that which helps us in our
resistance, for future liberation. We condemn all those things in art that
are opposed to our liberation.

If we, as artists, do not understand our role and relationship to the
society, to the political situation and the survival of Black people, then how
can we create art that will project survival? How can we begin to create an art
that shows a love —a true love — for Black people? When the artist begins to
love the people, to appreciate them, he or she will begin to draw the people
differently; we can begin to interpret and project into our art something that
is much greater than it was before: freedom, justice, liberation; all those
things that we could not apply to our art before.

How do we judge art... By the subjective intentions of the person (the
motive)? Or do we judge art by the effect it has? We have to take both of
these things into consideration. The motive is the idea; the idea that I believe
a drawing should be drawn in a particular manner is only my personal
thought. So, what I have to do is take into consideration, if the art is going
to correspond to what’s happening in the community. If it is going to elevate
the level of the consciousness of Black people in the community. That means
that I have to go out into the community and investigate in order to find
if what I want to draw is going to correspond with the reality of the
community. Then I will be taking into consideration, not only my motive,
which is my own personal feeling, but I would also be taking into
consideration the effect; the actual, practical everyday activity that goes
on in the community. We have to link up the two...

You see, another thing that the reactionary system does, is to carry on
a pacification programme by using art. They tell us that we should not draw
things that deal with liberation, that we should not draw things that deal
with violence. But at the same time they perpetrate the worst violence on the
planet Earth while they have us drawing pictures of flowers and butterflies.
We must understand, that when there are over 20 million people in this
country, hungry, then we, as artists, have something we must deal with...

Emory Douglas Art for the Peoples Sake 173



LETTER, APRIL 1968

HANS HAACKE

Extract from letter to Jack Burnham
in Kaspar Koenig (ed.), Hans Haacke —
Framing and Being Framed —

7 Works 1970—1975, The Press of
Nova Scotia College of Art and
Design, Halifax; New York University
Press, New York, 1975.
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Last week’s murder of Dr. King came as a great shock. Linda and I were
gloomy for days and have still not quite recovered. The event pressed
something into focus that I have known for long but never realised so bitterly
and helplessly, namely, that what we are doing, the production and the

talk about sculpture, has no relation to the urgent problems of our society.
Whoever believes that art can make life more humane is utterly naive.
Mondrian was one of those naive saints ... Nothing, but really absolutely
nothing is changed by whatever type of painting or sculpture or happening
you produce on the level where it counts, the political level. Not a single
napalm bomb will not be dropped by all the shows of ‘Angry Arts’. Art is
utterly unsuited as a political tool. No cop will be kept from shooting a black
by all the light-environments in the world. As I've said, I've known that for a
number of years and I was never really bothered by it. All of a sudden it bugs
me. I am also asking myself, why the hell am I working in this field at all.
Again an answer is never at hand that is credible, but it did not particularly
disturb me. I still have no answer, but I am no longer comfortable.
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MANIFESTO FOR THE GUERRILLA
ART ACTION GROUP

GUERRILLA ART ACTION GROUP

30 October 1969, New York.

1. We demand that the Museum of Modern Art sell the equivalent

of one million dollars worth of art works from their collection and

that the money be given to the poor of all races of this country,

the money to be used by those communities and for those

communities, without any interference or entrenched conditions.
We as artists feel that at this time of social crisis there is no better use for
art than to have it serve an urgent social need. We realise that one million
dollars given to the poor to help alleviate their condition can be no more
than a symbolic gesture, but at this time of social crisis even the smallest
gesture on the part of an art institution will have a profound effect toward
changing the attitude of the establishment toward the poor. In a sense, the
donation is a form of reparation to the poor, for art has always served an
elite, and therefore has been part of the oppression of the poor by that elite.

2. We demand that the Museum of Modern Art decentralise its
power structure to a point of communalisation.
Art, to have any relevance at all today, must be taken out of the hands of an
elite and returned to the people. The art establishment as it is used today is a
classical form of repression. Not only does it repress the artist, but it is used:
1—to manipulate the artists themselves, their work and what
they say for the benefit of an elite working together with
the military/business complex.
2—to force people to accept more easily — or to distract them from —
the repression by the military/business complex by giving
it a better image.
3—as propaganda for capitalism and imperialism all over the world.

It is no longer a time for artists to sit as puppets or ‘chosen representative
of” at the feet of an art elite, but rather it is the time for a true communalisa-
tion where anyone, regardless of condition or race, can become involved in
the actual policy-making and control of the museum.
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3. We demand that the Museum of Modern Art be closed until
the end of the war in Vietnam.

There is no justification for the enjoyment of art while we are involved in
the mass murder of people. Today the museum serves not so much as an
enlightening educational experience, as it does a diversion from the realities
of war and social crisis. It can only be meaningful if the pleasures of art are
denied instead of revelled in. We believe that art itself is a moral commitment
to the development of the human race and a negation of the repressive social
reality. This does not mean that art should cease to exist or to be produced —
especially in serious times of crisis when art can become a strong witness
and form of protest — only the sanctification of art should cease during
these times.

New York, October 30, 1969
Guerrilla Art Action Group:

Jon Hendricks
Jean Toche
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Guerrilla Art Action Group (Jon Hendricks, Jean Toche)

Demonstration in front of Picasso’s Guernica at the Museum
of Modern Art, New York, with the The Art Workers
Coalition poster bearing the words ‘Q. And babies?

A. And babies.’, 8 January 1970; Photograph © Jan van Raay
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A CALL FOR THE IMMEDIATE
RESIGNATION OF ALL
THE ROCKEFELLERS FROM
THE BOARD OF TRUSTEES OF
THE MUSEUM OF MODERN ART

GUERRILLA ART ACTION GROUP

10 November 1969, New York.

There is a group of extremely wealthy people who are using art as a means
of self-glorification and as a form of social acceptability. They use art

as a disguise, a cover for their brutal involvement in all spheres of the

war machine.

These people seek to appease their guilt with gifts of blood money and
donations of works of art to the Museum of Modern Art. We as artists feels
that there is no moral justification whatsoever for the Museum of Modern
Art to exist at all if it must rely solely on the continued acceptance of dirty
money. By accepting soiled donations from these wealthy people, the
museum is destroying the integrity of art. These people have been in actual
control of the museum’s policies since its founding. With this power they
have been able to manipulate artists’ ideas; sterilise art of any form of social
protest and indictment of the oppressive forces in society; and therefore
render art totally irrelevant to the existing social crisis.

1. According to Ferdinand Lundberg in his book, The Rich and the Super-
Rich, the Rockefellers own 65% of the Standard Oil corporations. In 1966,
according to Seymour M. Hersh in his book, Chemical and Biological
Warfare, the Standard Oil Corporation of California — which is a special
interest of David Rockefeller (Chairman of the Board of Trustees of the
Museum of Modern Art) — leased one of its plants to United Technology
Center (UTc) for the specific purpose of manufacturing napalm.

2. According to Lundberg, the Rockefeller brothers own 20% of the
McDonnell Aircraft Corporation (manufacturers of the Phantom and
Banshee jet fighter which were used in the Korean War). According to
Hersh, the McDonnell Corporation has been deeply involved in chemical
and biological warfare research.
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3. According to George Thayer in his book, The War Business, the Chase
Manhattan Bank (of which David Rockefeller is Chairman of the Board) —
as well as the McDonnell Aircraft Corporation and North American
Airlines (another Rockefeller interest) — are represented on the committee
of the Defense Industry Advisory Council (D1AC) which serves as a liaison
group between the domestic arms manufacturers and the International
Logistics Negotiations (ILN) which reports directly to the International
Security Affairs Division in the Pentagon.

Therefore we demand the immediate resignation of all the Rockefellers from
the Board of trustees of the Museum of Modern Art.

New York, November 10, 1969
Guerrilla Art Action Group:
Silvianna

Jon Hendricks

Poppy Johnson

Jean Toche

Supported by The Action Committee for the Art Workers Coalition
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LETTER TO RICHARD M. NIXON

GUERRILLA ART ACTION GROUP

To: Richard M. Nixon

President of the United States of America
The White House

Washington, D.c.

Guerrilla Art Action, to be performed every day, from May 1 through
May 6, 1971 by Richard M. Nixon, President of the United States of America:

EAT WHAT YOU KILL
Guerrilla Art Action Group
No.1 White Street

New York, N.Y. 10013

Jon Hendricks
Jean Toche
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