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BLACK AMERICA DEMANDS POWER
FOR THE PEOPLE AND FREEDOM
FROM WHITE ART ESTABLISHMENT IN
'SOUL OF A NATION' EXHIBIT

BY ALEXANDER NAZARYAN ON 7/1/17 AT 12:30 PM
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Faith Ringgold outside her studio inngleod, N.J. on Wednesday. )
Gioncarlo Valentine for Newsweek

In 1970, artist Faith Ringgold made a poster for the Committee to Defend the Black Panthers. A black face lool
out from a red background. Some of the facial features were rendered in green, con@dtingwirate of the
African | i beration color palette. fAFree al/|l pol i

Ri nggold brought the poster to the committeeds o
she recaulbse GADdowo address on there, o they poi
firebombed; announcing its location might invite another attack.

Ringgold made a second poster, sans address, this one showing an armed black family. DrRd@tiuettsehated
that, too.



Theartsvwasnét deterred; she was us eAmerican wonegpn \wodking irothe,
largely white, male art world. Several years after Defend the Panthers rejected her, she offered her alma mi.
the City College of New York, a painting.| want my art in a public plac

City College thought otherwise: fAThey said no. I

Her next offer, in 1971, was to the New York Women's House of Detention, where black rexojufimgela
Davis was being held. The prison agreed to take an enormous paintingFcalled t h e Wo miohd s
showed women in traditionally male occupations: police officers, doctors, basketball players. But in the 19¢&
long after the jail had modeto Rikers Island, the complex changed over from female inmates to male ones
Ringgol déds painting seemed out of place given th
paint.

inSpeak the truth, and you get negative feedback,

Despite these disappointments, Ringgold persisttd was rewarded for doing so. She eventually became
famous for the childrenbés book Tar Bmatnbtgbly\elCanet

toAmerica | 6ve read both to my daughter without real
books are popular (and they are, i mmensel y), her
tosp@k up for who | am and what my story is,0 she

when other people were keeping quiet. o
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Faith Ringgold outside her studio in Englewood, N.J. on Wednesday.
Gioncarlo Valentine for Newsweek



I met Ringgold at New Yorkdéds Ace Gallery, a long
American Peod Series #20: Diedepicting blacks and whites, men and women, stabbing and shooting one
another. In the center of the painting, two small children cower. Lasttiieavluseum of Modern Adcquired

that painting, the surest sign yet that the art world is finally taking Ringgold seriously.

It is a gruesome work, but Ringgold defends its gore, becauseligavis si on of Ame&G6 @C=a:ar
670s, American art was beautifully done, but the

This summer, Ringgolddéds second poster for Defend
new e x h3obl oftaiNation: Ait in the Age of Black Power opens on July 12. T

ASoul of a Nationo who might disagree wiatthd sRiomgeg
rewards of a catholic show like this. It allows for artistic disagreements without adjudicating them. Impressive
comprehensive in scope, the show contains more than 150 works by over 50 artists. Spanning two decades,
1963t01983,ah occupying 12 galley rooms, AnSoul of a N
the years, roughly, between the age of Kennedy and the age of Reagan. And though planned nearly three \
ago, it offers insights into the age of Trump, nonwbich are especially sunny.
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American People Series #20: Die (1967) by Faith Ringgold. Oil on canvas, 1828 x 3657 mm.
Modern Women's Fund/The Museum of Modern Art, New York

Many works speak to the unfilled promssef the civil rights movement, to the anger that followed as the nation
became more conservative unldiedStas of Ativea mapdhat Rreoniges n :
racial and political violence tWvesofSgng@lush, almostE&auvist a r
portrait of several c hi ¢ rBéagkdJhitysculptune,aan abstracted raamatjanye |
fist, raised in the Black Power salute. The fist is a rebellion against white racism, as well as ¢harivhit
establishment.

Art relating to the Black Panthers has been the subject of manyatare exhibitions, including the Oakland
Museum of Artodés HAAII Power to the People: Bl ack
Douglasprinteat Ne w Nefvdviudedns A Soul of a Nati ono doeAsneriganf i n
militancy and pride. But there is also, crucially,tath at has not hing to do with


http://www.artnews.com/2016/07/18/moma-acquires-and-hangs-a-major-early-faith-ringgold/
http://www.tate.org.uk/whats-on/tate-modern/exhibition/soul-nation-art-age-black-power
http://archive.newmuseum.org/index.php/Detail/Occurrence/Show/occurrence_id/941

seemingly inescapabl e pol it i c adlandproeocativeldhagses théit Bereu |
is more to AfricarAmerican postwar art than explicit expressions of anger ovéal sojistice.

Black Unity (1968) by Elizabeth Catlett. Mahogony wood, Crystal Bridges Museum of American Art,
Bentonville, AK
Catlett Mora Family Trust/DACS, London/VAGA, NY

Ails the job of the black artist different than t
curators. (The other is Zoe Whitley, a native of Los Angeles whddmgsworked as a curator in London.)

AWhat 6s the role of the black woman artist? Thos
knows the Tate Modern canét answer those questio

Without bel aboring the point, ASoul of a Nationo m;
thing to the artists of Siena and another to those of Pisa, the black art of the 1960s had its own competing cel
of creativity and influence. Thert coming out of Oakland, the California city that gave birth to the Panthers, was,
unsurprisingly, the most political. New Yorkods S
was home to what Godfr ey exanplifiezl byfthe arsoENodhIParifpye In 29&1s He h
created af.nvironmental Experiendbat was a reconstruction of increasingly impoverished +nitetife. The
explanation attached to the piece pl anaeaalerbemotting.e
All they want to do is drink and fuck. 0



Trane (1969) by Wllllam T. W|II|ams Studlo Musewarlem.
William T. Williams/Michael Rosenfeld Gallery LLC, New York

William T. Williams is one of the New York artists featured in the Tate Modern show. The bespoke
septuagenarian |lived out many of t heredramagument withi n
itself about what black art can (and should) be. And while others flocked to the political debates of the day,
retreated from them, eventually to a studio in Connecticut. He recently showed his work at a commercial
gallery for the first time in more than 40 years, at the Michael Rosenfeld Gallery, which has a history c
championing AfricarAmerican artists. We met there on a recent afternoon, amidst the paintings that constitu
AThi ngs Unknown. o



A native of North Carolina, Wilhms went north to study art at the Pratt Institute in Brooklyn, and later at Yale,
where he got a masterds degree. I n the | ate 0660s.
murals around Harlem, on tenement walls and neglectelicgpaced a fAir adi cal 06 noti on
remembers.

WE SHALL SURVIVE, WITHOUT A DOUBT
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21 August 1971, 'We Shall Survive without a doubt' (1971) by Emory Douglas.
Newspaper, 445 x 580 mm. Center for the Study of Political Graphics, Culver City, USA.
Emory Douglas/Art Resource, NY



Printmaker Emory Douglas is on one end of the spectrum, his art summoning revolutionaries to the barricac
Williams is on the other. Al dondét wake up and b
noni ssue. 0

Yetheadmitsitat race i s inescapable: AHow do you exper
of the most intriguing works in ASoul of a Nati ol
wat er . Da nRr & ahhadn petr, @sférencelathe Black Panther killed in an FBI raid in Chicago,
is deceptivé the teal and rhubarb colors suggestive of a summer cottage out of childhood dreams. But the d«
is riddled with bullet holes. Reverie over. Welcome to America.

One of those andouts idcon for My Man Superman (Superman Never Saved any Black R&agtlky Seale

by Barkley L. Hendricks, who died earlier this year. Painted in 1969, it shows a male figure imbued with Blac
Power cool: the Afro haistyle, the goatee, the aviatgtades, arms crossed nonchalantly just below the chest.
But he is also wearing ashirt with the logo of Superman, beloved superhero of white America. Is Hendricks
suggesting that his subject, a Panther perhaps, is also a hero? Maybe that accounseremehenperturbed
expression on his lips.

ASoul of a Nationodo ends in 1983, with performanc
a persuasive case for artists I|like Lorraine 006(
transgressive works at a time when the art world was favoring the commercial gestures of machismo by art
like Julian Schnabel.



Muhammad Ali (1978) by Andy Warhol. Synthetic polymer and silkscreen inks
on canvas1016 x 1016 mm.
The Andy Warhol Foundation for the Visual Arts, Inc./Artists Rights Society, New York and DACS, London

After four months at the Tate, tilsbow will travel to the United States: first to the Crystal Bridges Museum of
American Art in Bentonville, Arkansas, followed by the Brooklyn Museum of Art. Until then, the Brooklyn
Museum is offering aWe&Wanted a®évoludian:sBlaekRadeat Wonmen, i%Ho o
These womed marginalized by whites for their race and by male black peers for their gepdared their
outrage into art, as somed@ay pour into Twitter. Their works exemplify the old truth about privation, personal
or collective, being a catalFpst tther Womdiahtveswebitorgd.s e |
after being painted over.)

At the Brooklyn exhibition, \wich was crowded on a recent Saturday afternoon, | lingered in front of a work by
Emma Amos,Sandy and Her Husbangbainted in 1973. It shows a couple dancing in a living room, hands
clasped, eyes cl osed. He has augbeatnhd is éamiliat witle hersbods. | |
She leans into him, head resting on his shoulder.

Sandyoés race -Amermilaam, ywhiflre claedr husbanddés i s dif
my desire to know his race, because it is a thing waya want to know in America. But Amos is more concerned
with the basic humanity of the scene, two people quietly dancing, two people in love.

http://www.newsweek.com/civil-rights-civil-rights-movement-black-panters-art-black-artists-faith-630880



https://www.brooklynmuseum.org/exhibitions/we_wanted_a_revolution
http://www.newsweek.com/civil-rights-civil-rights-movement-black-panters-art-black-artists-faith-630880

