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Unless otherwise noted,
all illustrations and
designs were made by
Emory Douglas for The
Black Panther between
1968 and 1971, in marker,
pen and ink, gouache,
and Format textures and
type. All images are the
sole property of Emory
Douglas and cannot be
reproduced withour the
cxpress written permis-
sion of the artist.
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IN 1967, THE MOST RADICAL GRAPHIC EXPRESSION IN
SAN FRANCISCO APPEARED NOT IN PACIFIST PSYCHEDELTA
BUT IN THE REVOLUTIONARY DESIGN OF EMORY DOUGLAS
AND THE BLACK PANTHER PARTY.

By Ayana Baltrip-Balagas

Surrounded by Pantone markers, tubes of gouache, Liquitex
TI'IE M_IEK I’l"m[ﬂ ey . acrylics, and an airbrush with inks, Emory Douglas sits at his draw-
— — ; ing table in his home studio in San Francisco, beaming over a new
illustration he has made of one of his four granddaughters for her
sixth birthday, As a young graphicartist in the late 19605, Doug-
las might not have seen himself down the road as a proud, gentle
grandfather creating family portraits. A generation ago, as the Black
Panther Party’s Minister of Culture, Douglas was one of the era’s
most influential and controversial radical artises.

Since a 1934 labor strike put it on the activist map, the Bay Area has
symbolized radical political thought in the U.S. The emergence of
the Beats—including writers Lawrence Ferlinghetti, Allen Gins-
berg, and Bob Kaufman—in the1gsos preceded the mid-"6os free-
speech movement, born at the University of California at Berkeley,
and the counterculture movement, which grew from San Francisco’s
Haight-Ashbury district. Both movements espoused freedom of
speech, civil justice, and an end to the war in Vietnam. At that time,
African-American students at San Francisco State College and City
College of San Francisco were also organizing events to combar in-
justices in the Bay Area’s black communities. Douglas, then a young
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graphic-arts student, designed and illustrated these events’ posters.

Black leaders and activists had established several groups that
blended politics and arts. An early mentor and close friend of
Douglas, LeRoi Jones (later Amiri Baraka), taught theater workshops
at San Francisco State and enlisted his student to design his work-
shops’ props. Jones was a member of the radical Black Arts Move-
ment. On Broderick Street in San Francisco’s predominantly black
Western Addition neighborhood, another BAM member, Marvin X,
founded the Black House, a hub for the movement’s artists and activ-
ists, including Eldridge Cleaver, who lived on an upper floor, and
actor Danny Glover, as well as Baraka and Douglas.

One day in January 1967, a group of community organizers met to
talk about the possibility of hosting a speech by Dr. Betty Shabazz,
widow of Malcolm X. Douglas was there to discuss designing the
event’s poster and flyers; Huey P. Newton and Bobby Seale, who had
recently formed the Black Panther Party for Self Defense, were there
to discuss providing security for the event and to introduce their
party’s 10-Point Plan, addressing such issues as employment and
freedom from oppression. Douglas, then 23, was impressed with the
party’s platform, and he joined the following month.

The party’s official newspaper, the weekly Black Panther, became

86 print MAR/APR 2006

['VE LIVED THROUGH SOME HARD TIME
GOYERWMENT TALKING

WITH THE 1.5

AND BF PLENTY
FOR THIS AND A

Fnoney tikir row marae of 0

its vehicle for debating issues critical to
African-American communities—hunger,
fair housing, education, the brutality of
“the pigs” (Newton and Seale’s term for the

“It was about getting Huey’s and the
party’s messages to the people.
Showing what was really going on.”

police, later adopted by other sympathetic
radical groups). The publication, produced
by the party’s Ministry of Information
(headed by Eldridge Cleaver), also publicized
free-breakfast programs for schoolchil- .
dren, escort services for senior citizens, and
protection from harassment by the police.
As Bobby Seale attempted to lay out the first
issue in April 1967, Douglas offered his com-
mercial-art skills and materials. Seale, im-
pressed with Douglas’s commitment, imme-



WALLRTE A (il FONTR To THE LIPS RALLELE

WALLELLJ o WALLELL JAN

graphic-arts student, designed and illustrated these events’ posters.

Black leaders and activists had established several groups that
blended politics and arts. An early mentor and close friend of
Douglas, LeRoi Jones (later Amiri Baraka), taught theater workshops
at San Francisco State and enlisted his student to design his work-
shops’ props. Jones was a member of the radical Black Arts Move-
ment. On Broderick Street in San Francisco’s predominantly black
Western Addition neighborhood, another BAM member, Marvin X,
founded the Black House, a hub for the movement’s artists and activ-
ists, including Eldridge Cleaver, who lived on an upper floor, and
actor Danny Glover, as well as Baraka and Douglas.

One day in January 1967, a group of community organizers met to
talk about the possibility of hosting a speech by Dr. Betty Shabazz,
widow of Malcolm X. Douglas was there to discuss designing the
event’s poster and flyers; Huey P. Newton and Bobby Seale, who had
recently formed the Black Panther Party for Self Defense, were there
to discuss providing security for the event and to introduce their
party’s 10-Point Plan, addressing such issues as employment and
freedom from oppression. Douglas, then 23, was impressed with the
party’s platform, and he joined the following month.

The party’s official newspaper, the weekly Black Panther, became

86 print MAR/APR 2006

['VE LIVED THROUGH SOME HARD TIME
GOYERWMENT TALKING

WITH THE 1.5

AND BF PLENTY
FOR THIS AND A

Fnoney tikir row marae of 0

its vehicle for debating issues critical to
African-American communities—hunger,
fair housing, education, the brutality of
“the pigs” (Newton and Seale’s term for the

“It was about getting Huey’s and the
party’s messages to the people.
Showing what was really going on.”

police, later adopted by other sympathetic
radical groups). The publication, produced
by the party’s Ministry of Information
(headed by Eldridge Cleaver), also publicized
free-breakfast programs for schoolchil- .
dren, escort services for senior citizens, and
protection from harassment by the police.
As Bobby Seale attempted to lay out the first
issue in April 1967, Douglas offered his com-
mercial-art skills and materials. Seale, im-
pressed with Douglas’s commitment, imme-



diately named him the party’s Revolutionary
Artist, and by the early 1970s, Douglas was
made responsible for The Black Panther’s man-
agement, art direction, layout, and produc-
tion. The paper’s first issue was composed on
a typewriter, with headlines set in Douglas’s
own Letraset and Format transfer-type
versions of Caslon, Futura, Univers, and
Bodoni, and printed on a mimeograph. The
party purchased a type compositor for the
publication several months later. In 1969,
circulation peaked at 400,000.

Perhaps more significant than Douglas’s
design and production of The Black Panther
were his powerful, distinctive illustrations.
Drawn with markers, pen and ink, gouache,
and graphite, Douglas’s Black Panther images
were redistributed throughout America’s
black communities on tens of thousands of
posters, which reflected his frustration with
the plight of African Americans, and which















