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Talking while looking*

juan pablo fajardo: The first image is a caricature by 
Malik, another of the artists associated with the Black 
Panther Party newspaper, in which you appear with a 
beret and a paintbrush and behind you the shadow of 
some pigs hanging. The caption image says:

When the black revolutionary artist begins a still life, he 
doesn’t see a beautiful vase or a plate full of delicious 
fruits on a velvet cloth... he just sees a tattered curtain, 
rusty cans and broken and empty plate. When looking 
for a nice scenery to paint, he doesn’t see flowers 
growing in fertile land and beautiful maidens bathing in 
the sun, instead he sees dilapidated houses and streets 
covered with rubble and a black woman with threadbare 
clothes and cheeks soaked with tears.

emory douglas: There were other artists who 
collaborated with the newspaper at different times, 
sometimes there were two or even five, but I was 
always responsible for giving the orders and the 
guidelines. Malik arrived in the early seventies. He 
came from the Washington chapter, but there were 
many other artists, including Tarika Lewis and Mark 
Teemer, who made the famous coloring book.

j.p.f.: Was this book really an official publication of 
bpp?

e.d.: What happened was that after the armed 
takeover of the State Assembly in Sacramento, 
Bobby Seale decided that it shouldn’t be published 
because it would be used against us. Finally, it was 
published and that violated the Party’s policy, which 
is why its authorship was not acknowledged. It was 
not an action by agents provocateurs as has been 
said in the past, it was the simple lack of knowledge 
of some members that produced that action. Teemer 
continued to do a good job, which you can track 
online, although it’s difficult because he changed his 
name to an African name.
 
j.p.f.: Do you remember exactly when and the 
circumstances in which you took the famous 
photograph of Huey P. Newton in the chair?

e.d.: Eldridge Cleaver suggested that the photo be 
taken. Huey was not really convinced and didn’t want 
to do it, but eventually he posed for the photo. We 
were working in the paper and I don’t remember if it 
was taken in Eldridge’s apartment -he’d just got out 
of prison- or in his lawyer’s. I arrived at the time they 
were arranging the set to take the picture and it was 
Eldridge who really orchestrated that image.

j.p.f.: The third image is the famous painting on the 
french revolution. It is an allegorical picture in which 
a woman and a child are carrying weapons and I think 
it closely relates to your oeuvre and in general with 
your work.

e.d.: There are times when you need a lot of 
determination and that’s what I see there. You must 
face the challenges in front of you and fight for the 
rights.

J.p.f.: In an interview I had with Bobby Seale I asked 
him about the issue of the arms, if he considered that 
the decision to use them, which ultimately made them 
targets of state violence, was a mistake.

e.d.: State violence existed before that and our 
decision was a response to it. Since we were abducted 
from the shores of Africa there’s been violence and 
rebellion. It was the Constitution that allowed us 
to arm ourselves. There have been communities 
that have had to defend themselves against racism, 
for example, against the Ku Klux Klan. If you put 
everything in a historical context, the concept would 
be the need to defend ourselves.

j.p.f.: The following picture is from the Kimbrough’s 
collection in Los Angeles. 

e.d.: This is a piece of local communication. If any 
piece carries the header People’s News Service, it 
means that it has to do with local issues. I hadn’t seen 
it in years ... They were four-page brochures ... and I 
don’t remember the content of this piece.

j.p.f.: It says: “David and Emory arrested”.

e.d.: Yeah, that happened in Connecticut after the 
arrest of Bobby Seale and Ericka Huggins, accused of 
murdering a member of the Black Panthers, but they 
were later exonerated of those charges. The agents 
provocateurs were discovered, convicted and sent to 
prison. David Hilliard and I were in court during a trial 
recess reading a newspaper, an officer came over and 
took our newspaper. Then I snatched it back... things 
got rough... and, well, they arrested us.

j.p.f.: The fifth image is very famous, the one of the 
1968 Olympics...

e.d.: The one of the athletes John Carlos and Tommie 
Smith. There is a story behind that image, because 
there was a series of previous meetings between 



different rights movements and students, to decide 
what our position would be at the Olympics and if 
a statement would be made about the civil rights 
violations that occurred in the country. The Black 
Panthers had a representative, but it wasn’t me. 
Finally, no agreement was reached on what was to 
be done, but there was a series of talks on various 
proposals. When they arrived at the Olympics this was 
what they decided to do. It was anyway an agreement 
and something that was planned beforehand - 
although not exactly the gesture of the fist - in order 
to denounce abuses against the black population in 
the country. The white man in front is an Australian, 
Peter Norman, who won the silver medal in that 
race. Recently, with an Australian Aboriginal artist, 
I did a project about him, because the young people 
don’t know him. Norman supported us, and he also 
qualified for his country for the 1972 Olympics but was 
censored and could never run again.

j.p.f.: The following is the cover of the magazine 
where tom Wolfe’s article was published that 
trivializes the black power salute.

e.d.: I didn’t know the image; it seems to be of 
wealthy people who supported the cause. Many 
people were involved in the subject of race, but I don’t 
see the texts and that’s what happens when images 
are taken out of context. In fact, we had many people 
who helped to get or donated funds, such as John 
Lennon and Yoko Ono who paid Bobby Seale’s bail. 
These details are in the new documentary.

j.p.f.: I’ve also seen a picture of Jane Fonda making 
the black power salute ...

e.d.: Yes, Jane Fonda also supported us. We held 
events in Hollywood to get funding and there were 
people that connected us with their acquaintances to 
raise funds.

j.p.f.: Would you say Hollywood was an important 
source of funding?

e.d.: It was one of them, but there were many.

j.p.f.: How important were the sales of the 
newspaper?

e.d.: It was more a line of communication with our 
community. The aim was to report on what was 
happening and show our perspective on everything 
happening both domestically and internationally.

j.p.f.: How long did you collaborate with the 
newspaper?

e.d.: Around 1976, the newspaper took another political 
course and they decided to stop using my work in it. It’s 
possible that I may have made some other picture for 
the newspaper in 1977, but none after that.

j.p.f.: The following is an image of Edgar Hoover, the 
fbi director, with a machine gun. You wanted to show 
Hoover armed...

e.d.: Yeah, sure, I’ve seen the picture and I know about 
him.

j.p.f.: Is there anything you want to say about that 
picture?

e.d.: Ha, ha, ha ... mmmm ... not really. All I can say 
is that Hoover was a racist. There were no black fbi 
agents and, when asked about this, he said the only 
thing negroes could do for him was “wash his clothes 
and shine his shoes.” He was subsequently pressured 
about that and then he convened a press conference at 
which he appointed one of his servants as an fbi agent 
and said, “Now I have a black fbi agent.”

j.p.f.: The following picture is a sort of caricature ...

e.d.: Yes, there were some disagreements between 
the movements that were exploited by cointelpro 
to create friction between the Black Panthers and the 
radical us movement in Los Angeles. They used these 
fissures to take advantage of us. 

j.p.f.: Would you say that the end of the Black Panthers 
was really a result of the fbi harassment and the 
cointelpro program?

e.d.: Yes, we were young and they exploited our 
weaknesses and limitations. They made us attack one 
another and used disinformation ... I think more than 
150 cointelpro actions were directed against us. It 
was an offensive at all levels.

j.p.f.: What do you think were the most harmful 
actions?

e.d.: The murder of many comrades.

j.p.f.: What often remains over time and in the minds of 
the people is the negative image of the Black Liberation 
Movement ...

e.d.: Of course, when there’s misinformation, people 
don’t know what’s true and what isn’t. But now they’re 
doing a lot of research on the subject. Many scholars 
and academics are now dedicated to this task and 
maybe now they can better understand many things.



j.p.f.: The following is one of my favorite pictures, I 
understand that it’s allegorical, on the right I see the 
portrait of a Black Panther and on the left a person 
from another era, a slave, maybe?

e.d.: No, both are photographs of Black Panthers. I’ve 
even seen the superimposed image of the drawing 
with real people ...

j.p.f.: Are those types thick and strong-lined images 
made, often, based on photographs?

e.d.: Sometimes, not always. Sometimes there were 
people who posed for me and other images I made up 
from my imagination ...

j.p.f.: There are two other images that I like very 
much, which use raster textures and curious framings. 
The image of the woman has almost a comic strip 
language and reminds me a little of the works of 
Lichtenstein, the pop artist that incorporated this 
language in art...

e.d.: Well, I’ve heard about that, there are people who 
relate it to that ... The use of prefabricated material is 
a resource ... In these images, in particular, I had fun 
not portraying something or someone specific and 
drawing with a woodcut style ...

j.p.f.: Do you think they’re important? Do you like 
them?

e.d.: Well, precisely these and two others have been 
released again in limited editions. They are strong 
images that have to do with psychological warfare 
and self-determination. The one with the phrase 
“You can kill a revolutionary, but not the revolution” 
has buttons of all the Black Panthers murdered in 
Chicago.

j.p.f.: It’s interesting that you include other 
information on the image, such as buttons with text ...

e.d.: It provides more meanings when it’s relevant ...

j.p.f.: The other two images, the one about Halloween 
and Christmas, are related... They’re good; they have 
a punk-like spirit...

e.d.: They destroy the myth! They were always 
provocative images... The activists liked the idea of 
exploiting the celebrations...

j.p.f.: The next one is a very different and realistic 
picture, like an image of everyday life with lots of 
detail in the drawing...

e.d.: Yeah, it’s a very familiar sight, like things I’ve 
experienced or people I’ve met. I didn’t want people 
to get bored with a monotonous style ... I did this 
using gouache.

j.p.f.: It’s as if you chose the type of representation 
according to the subjects or needs. The previous 
images were drawn strongly... They’re icons, almost 
out of a graphic novel or a comic. This one, on the 
other hand, is smoother and beautiful, although it 
does have an aura of sadness…

e.d.: Yes, that was what you’d see when you got 
home.

j.p.f.: The other portrait is an older person, but I’m 
not sure who it is ...

e.d.: We had a program for older people called safe, 
which was to escort the elderly when they went 
to collect their pension checks. The image is part 
of a notice published in the newspaper, but it was 
also used later to make a poster. The image also 
criticizes a program of the Mayor of Oakland to buy 
a helicopter intended to make things safer for the 
citizens, and that was a contradiction. We felt there’d 
be more safety if that same money was invested in 
social programs for the young people. The image was 
accompanied by information on the context.

j.p.f.: Do you think the newspapers were more 
valuable than posters? The pictures were made for the 
newspaper and using them in a poster meant giving 
them a second use ...

e.d.: We were doing a lot of things with images apart 
from posters. We also did too greeting cards!

j.p.f.: This picture, taken from another poster, is a 
person with a match ...

e.d.: He was a member of Stokely Carmichael’s 
student committee. H. Rap Brown said “If America 
doesn’t come around, we’re gonna burn it down...”. 
But it’s an image I did before joining the Black 
Panthers. I was involved in other movements like 
the Black Arts Movement, but then many things 
were happening in the South: attacks on rural 
communities, uprisings... And although the Black 
Arts Movement was respectable, there were many 
more things to do.

j.p.f.: Are there other images from that era?

e.d.: The images of Amiri Baraka, Stokely Carmichael 
and Black Studies... were made before, but when 



I joined the Black Panthers they were turned into 
posters and cards because of the need for funding.

j.p.f.: The next one is probably one of the most 
famous images of your work, a bit psychedelic and 
fun, the boy with glasses and the ray effect...

e.d.: This is a happy picture... We had schools 
with free breakfasts for children and proposals for 
an alternative and modern education with social 
benefits.

j.p.f.: If you had to choose one image, although I 
guess you like them all, which would it be? Some of 
them are joyful like the last one and others are very 
powerful and dark in the newspaper...

e.d.: Ha, ha, ha... Well... “I don’t choose because ain’t 
got shoes”... Sometimes I even impress myself with 
what I’ve done... Ha, ha, you show me things I don’t 
remember or haven’t seen in a long time, but... No, I 
couldn’t really choose a special one.

* This interview took place in November 2014, between San 
Francisco (Emory Douglas) and Bogotá (Juan Pablo Fajardo)



Only months before his death, Hampton seemed to predict the 
rise of Vichy black politicians like Obama, while explaining why 
education was integral to the struggle:

    “If the people ain’t educated, one day, we’ll have Negro 
imperialists.”

Jon Jeter





valérie malot, researcher and promoter of 
African music in Paris, was in Bogotá for a few 
days. One of the visits she made had to do with 
tracing the origin of an album from the Colombian 
band Son Palenque. Palenque is the name given 
to the populations of slaves who escaped from 
haciendas and plantations in Colombia during 
colonial times. This phenomenon was repeated 
in several countries in Latin America and 
designated with different names. Its inhabitants 
were known as runaway slaves (cimarrones), 
characterized by a fierce spirit and organized 
in villages that were often assaulted by the 
Spaniards. They developed political, economic 
and military organization tactics. Men, women 
and children had to participate in the defense 
of their way of life in the context of a fragile 
and hard-won freedom. The Palenques of the 
Caribbean coast of Colombia, particularly those in 
the Montes de María region, such as the Palenque 
de San Basilio, resisted their former masters. The 
fighting lasted nearly a century until, in 1691, 
the King of Spain opted to negotiate with them, 
granting them the land where they had raised 
their villages.

In Colombia, the struggle for land and access 
to it by peasants, afros, indigenous and poor 
communities has continued within the context of 
a bloody armed conflict for over sixty years.

The Son Palenque album was designed and 
coedited by La Silueta, a studio and artist-
run publishing house in Bogotá. The packaging 
of the record is particularly notable because 
it was a folded poster with simple portraits of 
the musicians. It was created with flat lines 
and colors, lettering drawn by hand and an 
original typeface made based on strokes copied 
from Didot, a typeface cast in the eighteenth 
century in France. The spirit of the handmade 
type was related to the Machete Fencing, a type 
of combat developed by slaves in the Colombian 
Pacific region, which followed the traditional 
forms of sword duels.  However, it was adapted 
to the peasants’ tool, the machete, mixing African 
dance movements with the elegant steps of 
combat between knights.

Valérie researched the Afro spirit in Colombia 
through its cultural events, tracing the sound of 
the paradigmatic band that began playing in the 
seventies. These musicians adapted a mixture 
of the sound of the past with champeta, and 
subsequent musical influences that arrived as a 
second African landing in Colombia.

During a long talk in the design studio, she 
inquired about the source of the record and 
its original graphics, Valérie mentioned that 
she and David Murray, an old-school jazz 
saxophonist born in Oakland in the fifties, 
were producing a project. In this project, they 
presented the Last Poets, the forefathers of hip 
hop, who embodied another cultural production 
that inherited the African American civil rights 
movement.

Murray’s performances with the Last Poets 
projected images by Emory Douglas, 
Minister of Culture of the Black Panther 
movement, which originated in Oakland in 1966.

Douglas’s graphics are instantly recognizable for 
their raw strokes, predesigned textures and the 
use of imagery representing different visions of 
the black community in the suburbs of the east 
coast of the Bay Area near San Francisco.

Emory took courses in graphic arts during 
juvenile detention center. His visual education 
took place on the streets and in the ghettos, 
together with the likes of Huey Newton, Bobby 
Seale and the Cleaver couple (Kathleen and 
Eldridge), the first two founders of the Party and 
the last two responsible for communications 
within the organization. He always thought 
art was a tool for social transformation and 
decided to put his talents to the service of its 
newspaper, The Black Panther –this newspaper is 
the most important record we have today about 
the movement, its facets and complexities– 
from the third number. For the third issue he 
offered to improve the headlines and overall 
presentation of the simple lampoon made on 
a typewriter by Newton and Seale. Nearly 500 
editions of the newspaper, produced weekly, 



are part of Emory’s visual legacy, many of which 
have illustrated covers full of powerful images.

The legacy of the Panthers is debatable, since 
it has been and still is the subject of academic 
analysis. While criticism about gender and 
power relations, misleading representations 
of race and violence among other issues 
are discussed, their undeniably grassroots 
organizational capacity, –in spite of terrible 
misinformation campaigns and mistakes by 
the organization itself– could be one of their 
fundamental achievements. However, it is clear 
that his imagery came to be embedded in the 
popular aesthetic and culture, not only in the 
United States but throughout the world. Why 
do his images still feel so powerful? They have 
the ability to incite; they convey a message 
of rebellion and hope. One can easily imagine 
the impact they had on black communities 
who, a mere 50 years before, had been facing 
terrible conditions of poverty and racial and 
social exclusion. The image of six-year-old 
Ruby Bridges entering the first desegregated 
school in Louisiana in 1960, escorted by three 
U.S. Marshals, seems to be something from the 
past. However, when you think about it, it is 
something that was confronted by people who 
are still alive, it was just one generation ago.

Douglas’s work is part of a political moment of 
great changes and social struggles on several 
fronts, battles that included murdered heroes, 
such as Luther King or Malcolm X, to name only 
the best known. An assault on the Pentagon in 
1967 to demand an end to the war in Vietnam 
and imperialist policies is documented by Chris 
Marker in The Sixth Side of the Pentagon. 100,000 
students and protesters encircle the 
world ‘s most powerful military complex and 
manage to climb on the roofs and surround the 
building. This is something unthinkable today 
in times of the so called war on terror. As Marker 
quoted in his documentary: attempting to exorcise 
evil from the Pentagon, they had asked permission 
from the authorities to have the Pentagon levitated 
up to three hundred yards above the ground. They 
received permission for only ten yards.

Poetic battles go hand in hand with real battles. 
No doubt it was one of the culminating moments 
of society’s politicization and consciousness, 
not only in the US but in general in Western 
societies.

One of the most fascinating phenomenon 
related to the Panthers movement consits in the 
construction of an imagery of empowerment; 
Douglas was part of a group of people who 
understood that the development of the image 
could have a huge impact on political action. 
There are important examples of the movement’s 
transformation as it progressed from a local 
initiative, with an impact on a community of 
just a few blocks in Oakland, into the national 
level and, within a few years, to being received 
in a few years in nations confronting the bloc 
led by the United States as representatives 
of internal revolutionary forces within the 
bowels of the capitalist monster. However, the 
transition expected by the leadership of the 
Black Panther Party was dissolving. Even though 
their participation in the election for specific 
public offices in some areas of the east coast was 
important, its scope on the electoral scene was 
perhaps far removed from the cultural impact 
it still has to this day. Despite the fact, that 
there are positive consequences of political and 
cultural action movements like the Panthers, 
which are cumulative political and social 
efforts, promoted by different types of actors, 
including the heirs of the civil rights movement 
such as Black Lives Matter, and that there was 
hope of change represented by the Obama 
administration (a sophisticated product of 
capitalism: the white negro), police harassment, 
poverty and death in African communities caused 
by state forces is still going on.

As part of the investigation, I interviewed 
Emory in San Francisco, Bill Jennings –the well-
known former Panther who owns one of the 
most complete archives on the movement– in 
Sacramento, and activists who continue the 
community work initiated by the Panthers 
in the suburbs of Oakland. I also had the 
unforgettable opportunity to have a long 



conversation with Bobby Seale. Now almost 
80, Seale was one of the two founders of the 
organization. He has a crystal-clear political 
vision and a vivid memory; he received me 
very elegantly dressed, after he had just been 
interviewed by Anthony Bourdain for a cnn 
special. We talked a lot about the history of the 
organization and the initial vision of a political 
party whose fundamental element was voter 
registration and participation in elections as a 
real way to empower communities. Yet for him 
it was clear that if he wanted to capture the 
attention and hearts of the black community, 
it was not enough to have images of people 
voting or long discourses about inclusion 
and class struggle on the front pages of the 
newspapers; that was ok for the inside pages 
of the weeklies. The front pages had to present 
an imaginary of empowerment, capacity and 
forceful action. Weapons were always a symbol 
of power, even though the image of an armed 
guerrilla has always been a story that runs 
parallel to the development of the movement, it 
was never an underground organization. Quite 
the contrary, its communication strategy was 
always comprised of full visibility of its content 
and platforms -even actions that were planned 
to attract the attention of the media, such as 
occupying the capitol in Sacramento, with guns, 
berets and leather jackets, a few months after 
founding the organization.

That day we talked about the iconic image of 
Delacroix, Liberty leading the people, with its 
bare-breasted woman brandishing a bayonetted 
musket accompanied by a child with pistols in 
both hands. If those images would be published 
today, as happened with much of the images 
of Douglas, we would see multiple comments 
about how inappropriate and risky it is to spread 
images of violence and weapons, incorrect 
visions of childhood and gender. Seale said 
that the greatest danger of the Panthers for the 
establishment and the real reason why Edgar 
Hoover said that the Black Panthers were the 
most serious internal threat for the government 
of the United States, were the schools (true 
political centers where the pedagogical model 

and education policies were rethought) and 
the free breakfast program developed by the 
organization. Not in vain was it the women who 
usually carried out this work, and who by 1969 
were the majority in the party. ‘Panthers’ in 
Spanish is a female word.

A few days later, just as we were winding up 
the privileged guided tour that Murray had 
given me of the world of the Panthers, from Los 
Angeles, Sacramento, San Francisco and the 
Bay Area, we ended up at a Chinese restaurant 
on a dark street in Oakland. After leaving the 
place, we found the car with a broken window. 
David ran over to it because he’d left behind the 
saxophone he had inherited from a legendary 
musician who had played for the Blue Note label. 
Horrified at the thought of the theft, he rushed 
over to check what was missing, jackets and 
some minor belongings. After a few seconds in 
which I could barely look at him, he shouted out 
sad, happy and confused: Jazz is dead!

The saxophone case still open and mouthpieces 
scattered around the floor there it was, shining, 
his most valuable possession, untouched and 
despised by thieves.

I thought then that if maybe the two social 
programs instituted by the Panthers in those 
same communities nearly half a century ago, 
mentioned by Seale, had continued, the terrible 
conditions of poverty and social exclusion to 
which two-thirds of the world are submitted 
by a small percentage, less than one digit, 
probably would not exist.

 



Addendum

This show has arrived by a curious route: 
the version in Bogotá represented the first 
comprehensive museum exhibition on Emory 
and the Panthers in Latin America (without 
failing to mention the valuable community 
experience of Douglas with the Zapatista 
movement in México). In Colombia, peace talks 
were being held between the FARC guerrilla 
and the government. You had to be careful with 
displays of images where representations of 
weapons were the main theme. Afterwards an 
expanded version was presented in São Paulo, 
coinciding with political debates on racism 
and deaths of youth at the hands of the police 
in the favelas of Rio. The dismantling of the 
leftist government in Brazil also prompted 
comments on the contents of the exhibition. In 
this case it was the title of the show, translated 
into Portuguese as Todo Poder ao Povo! which 
required a more modest handling of the size of 
the typeface. Bringing the exhibition to Europe, 
specifically to The Hague, using historical 
buildings such as the former Supreme Court 
originally constructed in 1734 as a city palace 
for the incredibly wealthy Adrienne-Marguerite 
Huguetan following a design by Daniël Marot in 
Louis XIV style. In 1761, the building was expanded 
on both the left and right sides by Pieter de Swart* 
loaded with the weight of its colonial past. 
Then the development of the Cold War and 
the representation of the imperial power of 
the United States through a symbol such 
as its embassy, again renders its content 
controversial, leading to a powerful rereading 
and cross-examination of ideas.

*Excerpt from the guide to the monuments of The Hague, 2013 
Power and Splendor
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