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Solidarity: a Memory of Art and Social 
Change examines images in contempo-
rary and historical art and design that 
are instrumental in communicating a 
common desire for social change and 
thus, may lead to creating political cohe-
sion. Images that stem from the student 
revolt in Mexico in 1968, from the Black 
Panther Party and by the recent Occupy 
Movement (in the United States and the 
United Kingdom) are included and create 
a dialogue amongst the historical strata 
and political ordeals of the time they 
were created. 

SOLIDARITY 
ENGAGES SYMBOLS 
AND ICONOGRAPHY

FROM POLITICAL, 
REVOLUTIONARY AND 
RADICAL MOVEMENTS 

THAT HAVE MADE 
THEMSELVES VISIBLE 

IN SOCIETY SINCE 
THE 1960’S. 

Solidarity engages symbols and iconog-
raphy from political, revolutionary, and 
radical movements that have made 
themselves visible in society since 
the 1960’s. These have encompassed 
movements from the Civil Rights, the 
Black Panther Party, anti-Vietnam War 
demonstrations, the Mexican student 
revolt in 1968 and anti-Iraq War protests. 
Within the last year we’ve witnessed a 
younger wave of citizens’ organizations 
that bring up local issues tied to financial 
affairs and corporate control of mass 
media. For example, the Occupy Move-
ment’s demands put into question the 
US internal economic policies. Focusing 
on the financial and political power that 

corporations and banks have acquired 
with governments’ compliance, Occupy 
claims a non-profiteering health care 
system and education system.  

The recent student movement in Mexico, 
Yo soy #132 (I am #132), denounced 
the intimate interests that Televisa—the 
oldest and biggest local mass media 
corporation—has in national politics, and 
its biased broadcast during this year’s 
presidential elections. With this event as 
a foreground, Yo soy #132’s demands 
are focused on the democratization of 
the media, freedom of speech and the 
right of every Mexican to be informed. 
For the last months they have taken the 
streets in non-violent demonstrations, to 
render visible the dissent and their ideas.

Including a range of media from photogra-
phy, stencil, poster art, newspapers and
video, amongst the artists and designers
in the exhibition are R.Black, Emory
Douglas, Shepard Fairey, Coco Fusco,
Forkscrew Graphics, Tzortzis Rallis and 
Lazaros Kakoulidis, Edgar Orlaineta, 
Andrea Salvino, Mark Tribe, Jeff  Widener 
and a selection of the Mexican Student
Movement’s graphic work in 1968. Their 
work raises questions about the role of 
the arts in recent political and social 
movements and discussions, about how 
images and icons change in form and 
content, as well as in terms of dissemi-
nation platforms in response to current 
events and technological developments.

The sixties are an historical marker re-
garding artists’ involvement in social 
and student organizations. The visual 
arts played a significant role spreading 
messages, ideas and demands graphi-
cally in the city streets. 

At the end of that decade, global 
society requested of the international 
governments constitutional rights such 
as freedom, democracy, equality, edu-
cation, health care and employment. 
The sixties in Mexico and the United 
States underwent a particular time in 
which the arts supported strongly local 
social movements, helping to make them 
visible. Moreover, international ideolog-
ical trends pervaded; for example, the 
liberation movements in the African 
and Cuban Revolution. The exhibition 
Solidarity represents two different graphic 
styles from this period: the Graphics of 
1968 in Mexico and the work by visual 
artist Emory Douglas. 

The selection of the Graphics around the 
student movement from 1968 in Mexico 
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included in this exhibition is just a small 
sample of the hundreds of images that 
artists created for social organizations 
and disseminated on street walls, orig-
inally as stencils and posters. Young 
artists designed them, collectively or 
individually, so the authorship was not 
relevant, and a big percentage of this cul-
tural legacy is catalogued as anonymous. 
The struggle in Mexico was focused on 
criticizing the government’s repression 
towards students, as well as spreading 
the word of such events, along with the 
images produced for this purpose. 

In the context of the 1968 Olympic games 
in Mexico, public funds were spent to 
construct infrastructure such as sports 
stadiums and foremost, promoting a
modern, international image of Mexico.
This was parallel to the birth of politi-
cal awareness of young citizens who
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openly demanded social commitment from their
government, not just a corporate one. Students
gathered and talked in public plazas and at the 
University halls. In a still pre-digital era, peaceful 
demonstrations and public speeches were key to the 
dissemination of information in an immediate fashion. 
The government responded aggressively towards the 
possibility of being perceived by the international com-
munity as a country taken by communism and civil 
unrest. So, the systematic incarceration of students, 
professors and news reporters was followed by an 
extremely violent response to a peaceful demonstration 
at Tlatelolco Plaza on October 2, 1968; hundreds of 
young and unarmed civilians were massacred.

The artwork created in such context, therefore, neces-
sarily had to be immediate, fast printed on cheap paper, 
easy to transport and easy to paste onto any wall. It was 
made mechanically at home with underground print-
ers, almost always printed in one color. The collective 
process  of creation and lack of authorship of each work 
reveals a specific manner of production and craft, which 
is tied historically to the mechanical reproduction tools 
that were available at the time: stencil, newsprint, and 
linoleum and woodprint on paper.

Standing in a very different communication platform, 
artist Emory Douglas contributed to an important social 
organization that helped shape civil rights in the United 
States: the Black Panther Party. This organization relied 
on creating strong social networks, and in a way, the Pan-
thers also functioned as educators. Douglas’s  work as 
the Minister of Culture of the Black Panthers and as main 
designer of its newspaper was an extraordinary way of
communicating the social and educational agenda

of the Black Panthers Party. Douglas’s collages and
drawings attempted to inform people about over-
arching issues such as their right to education,
healthcare, decent housing and employment.  In other 
words, their mission entailed providing information 
to black communities about their fundamental rights 
as American citizens, while fostering social cohesion 
amongst them.

Douglas used a variety of media in his work: collage 
and photo cutouts, ink pen and pencil drawings, always 
accompanied by smart statements. Emory Douglas’s 
explicit authorship functions differently than the 
anonymity of the Graphics of 1968 in Mexico, as his
signature and style are keys to the Black Panther
Newspaper’s identity.

Images of dissent have also been produced outside the 
needs specific to a movement or party and on artists’ 
initiatives. In the context of the 2003 Iraq invasion and 
subsequent US-led wars and without any specific tie with 
a political group, Forkscrew Graphics, the Los Angeles-
based  design group committed to social awareness 
projects, created the poster series iRaq (2004), four 
images that make a strong and witty critique to the oc-
cupation of Iraq by American and British military forces. 

This artist collective subverted Apple’s iPod advertising 
iconography; the vibrant, colored backgrounds against 
the image of a dancing silhouette that wears an iPod 
is replaced by one carrying heavy weapons. This spon-
taneous anti-war campaign, displayed as big format 
posters in the city streets of some North American 
cities (mainly in Los Angeles and New York), shows 
opposite scenarios: Americans at home in an ongoing 

party with their custom-made play lists vs. American 
soldiers, engaged in combat, throwing a hand grenade 
or torturing an Iraqi prisoner. 

Recently, the Occupy Movement in the States created an 
efficient communication structure in which the images 
are easily reproduced and disseminated. For it, artists 
and designers have donated hundreds of posters and 
graphics which have been uploaded daily to the website 
occupytogether.org, that are then downloaded by art 
aficionados or movement supporters. Anyone can print 
a copy. Such is the case of Direct Action November 17 
(2011) by R. Black, whose main composition quotes 
the iconic Tank Man (1989) photograph by Jeff Widener. 
The portrait of a man standing still in front of four 
Chinese war tanks and blocking their way depicts the 
1989 military intervention in Tiananmen Square public 
protest, while it stands for the empowerment of the 
citizen against the government’s overwhelming force. 
R.Black brings this meaning into the Occupy Movement 
context of  2011. The black, red and white poster calls 
for a mass non-violent reunion on November 17, 2011 
at Foley Square: “Resist austerity, reclaim the economy, 
recreate our democracy”, it claims.

Occupy Protester (2011) by Shepard Fairey became 
a popular image as it embodies the young and fresh 
revolutionary spirit that filled public plazas in the United 
States, in Cairo, and around the world. The handsome 
woman’s partially covered face and bold look made the 
cover of Time Magazine’s December issue, Person of the 
Year 2011 : “The Protester” (From the Arab Street to 
Athens, From Occupy Wall Street to Moscow). Fairey’s 
work uses a photograph by Ted Soqui of a female pro-
tester in Los Angeles, and he supports the Occupy Wall 
Street Movement with the sales of this print. It’s inter-
esting to notice the paradox inherent to Fairey’s piece: 
his work manages to become part of the mainstream 

 
THE ARTWORK CREATED 
IN SUCH CONTEXT... HAD 
TO BE IMMEDIATE, FAST, 

PRINTED ON CHEAP PAPER, 
EASY TO TRANSPORT 
AND EASY TO PASTE 

ONTO ANY WALL.

images that are disseminated by the mass media—fea-
turing a Time cover—while the image itself supports a 
social organization that is against corporate media. 

Also, as part of the Occupy Movement, The Occupied 
Times of London (2011-2012) designed by Tzortzis 
Rallis and Lazaros Kakoulidis, is an extraordinary 
graphic work that subverts the original composition 
and typography of The Times Newspaper (UK) in order to 
create a proper looking newspaper that disseminates 
the Occupy London strategies, articles and ideology. 
Each issue is printed and can also be found as a PDF 
at theoccupiedtimes.co.uk. Even if this strategy is not 
new, as the Black Panther Newspaper is an historical 
reference, it’s a civic and design phenomenon embed-
ded in the technological reality of the time. For example, 
The Occupied Times of London has two media platforms, 
the offset document and the web version, which is 
extremely useful and nicely designed. 

Edgar Orlaineta’s recent work 132, La Revolución no 
será televisada, (2012) (132, The Revolution will Not 
Be Televised) relates to the student movement that 
emerged spontaneously within the context of this year’s 
presidential election in Mexico. “I am #132” is a civil 
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image copyright of the artist courtesy 
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ANONYMOUS 
La policía y el ejército matan a tus mejores hijos 

(The police and the army kill your best children), 2012 
offset reprinting on newsprint of 1968 linoleum print on paper

12 x 18 inches
 image courtesy of Museo Universitario Arte 

Contemporáneo, UNAM. Donation Arnulfo Aquino, 2002



and student community born out of the private college 
Universidad Iberoamericana, that soon became a na-
tional icon for dissent against national corporate media 
and its blunt support  for presidential candidate Enrique 
Peña Nieto, as well as their systematic disregard of the 
country’s economical and social pressing issues through 
their newscasts. Starting off with 131 members, Yo soy 
#132 stands for an ever-growing community. They have 
disseminated the movement through social media and 
have protested outside Televisa headquarters as well 
as the Instituto Federal Electoral, the organization in 
charge of a legal election in which ethics have been 
put into question. 

Orlaineta’s print borrows from Gil Scott-Heron’s black 
protest poem The Revolution Will Not Be Televised (1970), 
to address the fact that the national television channels 
did not, and still do not, broadcast neither the Yo soy 
#132 demonstrations nor their demands, rendering the 
movement invisible for most of the Mexican population. 
Then, Scott-Heron’s verse is relevant in that still, mass 
media is politically biased and constructs, on a daily 
basis, a profile of race, class and history. 

THE REVOLUTION 
WILL NOT BE 
TELEVISED, 

WILL NOT BE 
TELEVISED […]

THE REVOLUTION 
WILL BE NO RE-RUN 

BROTHERS;
THE REVOLUTION 

WILL BE LIVE.
Gil Scott-Heron

The Revolution Will Not Be Televised, 1970

Taking a different approach towards social movements 
and the  visual materials that document them, Mark 
Tribe and Coco Fusco dissect conflictive paragraphs 
of North American history by using found footage 
as well as documentary strategies. In Dystopia Files 
(2010-2011), Mark Tribe put together found footage 
of public demonstrations in several North American 
cities spanning over the last 10 years. The images show 
people protesting for a number of reasons and events, 
and the different forms of police that are called in to 
contain “public disorder”. 

Coco Fusco’s video a/k/a Mrs. George Gilbert, (2004)  
tells the history of Angela Davis (a scholar and activist 
linked to the Communist Party) using documentary 
footage mixed with re-enacted parts. In this manner 
Fusco sheds light onto the persecution against Afri-
can-American intellectuals and civil rights activists in 
the sixties by the FBI,  at the same time that it under-
lines the surveillance tactics of the time, which are 
not extinguished nowadays but in fact have become 
more sophisticated and present in daily life. 

Italian artist Andrea Salvino uses a different strategy to
depict the present in the series of drawings included in 
this exhibition. Salvino draws undetermined protest 
scenes; that is, he does not depict specific characters or 
places but rather, we see in his drawings anonymous 
citizens engaging in riots in the public space, perhaps
resisting the police. Nonetheless, these images have
a connection to real events, as Salvino collects his-

 

torical material from newspapers and magazines 
(he actually has material from the sixties to the
present) which he uses as a source, interpreting and
including it as a virtual layer in his body of work. 

Nowadays it is impossible not to put the relationship 
between art and politics at the forefront. The rule of polit-
ical economy through neoliberal doctrine and policy has 
left many unemployed, homeless, under-waged and in 
debt. The systematic crisis of this system has provoked 
an international wave of demonstrations — from Cairo, to 
New York, Los Angeles, Mexico City, Chile, Madrid. These 
demonstrations have put forward the significant role of 
that artistic work; photography and video documentary 
play in spreading their message. Designers and artists 
donate their work and participate in the communica-
tion structure of the social movements, and create 
images that support, shape and disseminate their 
agendas. Artists like Forkscrew Graphics, Shepard 
Fairey, R.Black , Edgar Orlaineta, Tzortzis Rallis and 
Lazaros Kakoulidis, who are aware of how the mass 
media functions, are able to use the same model and 
subvert it. Mark Tribe, Coco Fusco and Andrea Salvino 
use as their source the vast archives of contemporary 
history that are recorded in photography and video, in 
order to construct narratives that highlight what official 
history renders invisible. 

Looking back at the sixties for art that became part of a 
social change makes us wonder, and wish, that the work 
currently produced had the same effect. It certainly

is worth something now for its artistic value, and will 
become a record of the times we are living in.
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FORKSCREW GRAPHICS
iRaq, 2004

silkscreen, 34 x 23.24 inches
image courtesy of the Center for the 
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silkscreen reprint of 1969 offset original
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