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AN EXHIBITION OF WORK BY
KEITH PIPER

JUNE 7 - JULY 22 1984

=t The BlackR-Art Gallery

Saturdays 11-7 Sundays 2-7 225 SEVEN SISTERS ROAD LONDON N4 TEL:01-2631918
Closed Mondays (Finsbury Park Station, Opposite Rainbow Theatre)
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AN EXHIBITION OF WORK BY
KEITH PIPER

JUNE 7 - JULY 22 1984

OPENING TIMES:

wemr The BlacR-Art Gallery

Saturdays 11-7 Sundays 2-7 225 SEVEN SISTERS ROAD LONDON N4 TEL:01-2631918
Closed Mondays (Finsbury Park Station, Opposite Rainbow Theatre)




‘PAST - IMPERFECT, FUTURE - TENSE’

An Exhibition of work by Keith Piper

A brother in America named Ron Karenga once wrote:

'So what then is the use of art - our art, Black-Art?
Black art must expose the enemy, praise the people,
and support the revolution.'
The revolution he's dealing with is a revolution of ideas,
a revolution of Black consciousness, It is about brothers
and sisters reasoning over what it means to be Black in this
time, It is about brothers and sisters coming to the conclu-
sion that our struggles here in Britain is part of the
struggles of all Black peoples worldwide against imperial-
ism and racism. It is about us coming to the'realisation
that we are in fact 'Africans abroad' and that the struggles
of our brothers and sisters throughout the so-called ‘'third

world' are our struggles.

The works on display. in this exhibition are concerned with
the struggles of Black people for equal rights and justice.
They aim to examine the tribulations under which we now live
as a product of the past brutalities and exploitations

which our peoples have faced. They also seek to suggest var-

ious ways and means by which Black people can deal with these

tribulations through organisation and resistance.

You see, we must now realise that the situation faced by Black
peoples in this time demand that we organise today, or perish

tomorrow: As Malcolm X once said,

'T believe that there will ultimately be a clash... be-

tween the oppressed and those who do the oppressing.'

We see that this clash is already upon us, and we see that our

Past-imperfect, has created our Future-tense.

Serious Ting....

Parm,nde
Y

1981-1986

Working for London

archive parmindervir.com
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Raised and ‘miseducated’ in Birm-
ingham, Keith Piper is one of the
most exciting figures within today’s
black art scene. He talked to NIGEL
POLLITT in his Nottingham coun-
cil flat. ..

City Limits: What made you feel
miseducated?

Keith  Piper: Miseducated just
refers to that process of teaching
children in a way which will equip
them only to support the establish-
ment. But like, by the time I'd left
school, all I'd wanted to be was an
artist in a totally western sense.

CL: So it was meeting Eddie
Chambers (co-founder of the BLK
Art Group) that put you on the
road?

KP: Eddie, when 1 met him on a
foundation course, was already
working as a black artist. I know I
was still extremely interested in art
for art's sake. We worked side by
side in the same room. But our work
was poles apart. It was only after
that year I started reading Eldridge
Cleaver’s ‘Soul on Ice’—for all the
wrong reasons. I read it for the rude
bits. But apart from all that, there
were interesting essays. That was the
start.

CL: This thing, the ‘black cultural
explosion’, it’s been mostly ignored
by the white media. Do you think
that is merely a question of racism?

KP: It is a question of racism—plus
I think there is very little happening
of any interest within the so called
‘mainstream’. All the exciting stuff
happening is either coming from
black artists or women artists or
socialist artists. [ think the
mainstream is extremely aware of
that. And so there is a deliberate tac-

Piper (inset) and his
work...

tic to keep those new influences out
of any posiition of real influence. . .
CL: It’s partly a question of power
then?

KP: Yes. Racism—all those bar-
riers are placed to continue to disen-
franchise certain groups from real
economic or social or political
power.

CL: When you talk about the need
to create a black visual aesthetic, it
sounds as if it’s completely separate
Jfrom white culture. Is that the case?

KP: I’m not sure about the words
completely separate. The aim of
black art is to exist as a component
part of the overall black con-
sciousness movement. Which is a
movement specifically to do with
black people analysing their
blackness through an examination
of history, culture, economics etc.
CL: Are you saying the black visual
arts in this country are behind com-
pared to say the music?

KP: Oh yes. The reasons why the
black visual arts have not as yet

developed similar strength I think
can be seen in the fact that there was
the break of continuity between the
black visual arts in Africa and us
here in the west, in that the slaves
were denied all access to the building
of material culture.
CL: Whereas they
sing. ..

KP: Music yeah was part and parcel
of their daily lives. One of the essen-
tial things within a black visual
aesthetic is to reconstruct links bet-
ween what we are doing now and the
visual arts which were, and are, hap-
pening on the African continent.
Which isn't like a straightforward
apeing of that, but using it as a star-
ting point towards us responding
directly to the issues which face us
here.

CL: What’s your attitude towards
black artists who are working a more
isolated way within the mainstream?
KP: Within the Black Art Group we
attempted to develop a philosophy
which saw black art as being part of
the black consciousness move-

could still

ment. Werealised that is an extreme-
ly contentious thing. There are lots
of artists who are black who are pro-
ducing work which responds in some
way to their cultural background as
black people, but it may not be seen

in specifically education-related

terms.

CL: But don’t you feel the mere
presence of black artists, whatever
the content of their work, presentsa

threat, to a degree, to the art
establishment?
KP: I don’t think one or two or

eight or nine of those within the art
world will do anything to challenge
those assumptions. If anything

they'll just reinforce the whole
liberalistic, tokenlsuc thmg
CL: How w (‘Eﬁﬁ e
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CL: But is it important to you?
KP: I could do with the money! But
you see | feel that a piece of work
should be able to stand on its own.
That is why I attempt to load each
piece with political content which
cannot be overlooked.

CL: Several of your works, par-
ticularly the ‘Black Assassin Saints’,
seem to be saying there will be a time
in Britain when a new form of black
activism will emerge in this country.
Is that a literal prophesy?

KP: It would be dangerous to
speculate or dictate the form such
action would take. That would be up
to the black people who actually
engaged in that and who had a clear
grasp of the aims, the objectives, the
tactics and the possibilities.

CL: You particularly show women
asactivein revolutionary struggle. Is
that a conscious resolve to take on
board the political demands of black
women?

KP: I would leave detailed defini-
‘tions of the role of women within the
struggle to women. I can only touch
on that area.

CL: How do you avoid becoming
An Artist?

KP: There’s no specific tactic to
avoid that. Our understanding of the
way the art world operates tells us
that they will never dothat to us.
CL: Are you sure about that?

KP: I’'m not absolutely sure. . .But
I think it will be possible to avoid
certain excesses that have occured
within western art. Like if an artist
touches something it becomes
valuable.

CL: How do you feel about white
artists portraying black people? It
seems to me that very often the im-
ages they use show black people as
vulnerable.

KP: Moreimportant thanthat isthe
fact that the analyses which white
people, white artists, give to black

‘topics, is often given more weight

and more outlets than the work and
self-definition of black people.

That is why we stress the first de-
mand is to be able to define
ourselves. But the whole topic of the
portrayal of black people as victims
is not something which is exclusive
to white artists. A lot of black artists
have done that, and I know for cer-
tain that the major dobnfall inalot
of my earlier work was'that it dwelt
far too heavily on this. And one has
to ask exactly who was that for?
Black people already know about it,
they are living through it. So is it to
inform white liberalism?

That is why in the show which is
on now, the attempt has been either
leave out the images of black people
as victims or to place them in a direct
historical context.

CL: Are there any signs of life you'

Jfind encouraging on the white art
scene?

KP: [ wasextremely interested in all
of that a few years back. Since then I
have largely lost interest in looking,
reading about white mainstream art.
I find myself most interested in the
work of a lot of women artists. A lot
of that uses the same combination of
image and texts.

CL: And what about other black ar-
tists?

KP: I remember being extremely
impressed with the work of Sonia
Boyce at the Battersea show last

year. Simply because the piece which
was there dealt with what is an ex-
tremely emotive subject.

CL: Having a white boyfriend?
KP: Yeah. Well it didn't com-
municate what is or what would be
the popular line of thought among
so-called black radicals.

CL: Which would be that it was a
bad thing?

KP: Orthatit wasn’t revolutionary,
wasn’t a positive contribution. But
the way it was done, I felt, addressed
all of those things. Whether you
agree or disagree it was extremely
brave.

CL: Have you had critical reactions
from people who would regard
themselves as first British, then
black?

KP: It’s amazing that the only place
that we have encountered that kind
of review is amongst black art
students. Eddie had the idea of tak-
ing a slide talk to various art schools
about black art. The resistance came
out of those black art students who
wanted to be Artists rather than
black artists. -

CL: But what about people just
visiting the galleries?

KP: There’ve been one or two peo-
ple who’ve come in and attempted to
articulate certain strong views, that
this will generate more tension or
whatever. But the bulk of the black
people who’ve seen the show seem to
recognise that all that is happening
in there is an examination, an ac-
counting of the history of social
forces, and have reacted to it on that
level.

CL: Africa is very much part of
your thinking. An Africa returned to
the power of Africans. Do you en-
visage the return of the whole
diaspora?

KP: Ithinktheyshould have theop-
tion of moving to Africa or
elsewherein the world. The situation
as it stands is that black people in no
part of the world command the
respect which, it is argued, they
would do if the African continent
was able to benefit from the labour
of its peoples and its resources,
which at the moment are being
siphoned off by multinational com-
panies.

All that we advocate is that the
labour and the resources of the
African masses, to use that phrase, is
directed and organised in a way so
they benefit. So that Africa can start
to develop some kind of independent
political muscle. In that way it could

pressurise the West to recognise the

basic rights of black people.

CL: OK we need some sort of intro.
Howshall I describe you? Left Trent
Poly last summer. One of the most
exciting . . .

KP: ...a troublemaker
work is messy. . .

CL: That’s great, pure City Limits!
KP: Hey that’s just a flippant state-
ment.

CL: But the interview hasn’t got
any flippant statements. A black ar-
tist who describes himself as a
troublemaker whose work is
messy. ..

KP: (laughter) Hey, no,no...
‘Past Imperfect, Future Tense’,
Keith Piper’s first one-person ex-
hibition, is at the Black-Art Gallery
until July 22. See Visual Arts for
details and review.
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Success at women’s tennis may depend on skill, strength and strategy, but
fashion still plays an unusually central part in a sport so implicated in
feminine spectacle. And, as the game moved from stays to sweatbands, in
came that other concommitant of pure spectacle, the star system—dating
back to the legendary Suzanne Lenglen (above), who invariably arrived on
the courts of the '20s accoutered in full-length fur, a silk flapper-style shift,
hair wrapped in a bandeau and a flask of brandy for that charge at change-
over. A different study of Wimbledon might have looked beyond this suc-
cession of court queens to the lower ranks in the competition, for instance,
or the composition of its audience. But ‘Ladies of the Court: A Century of
Women at Wimbledon’ by Jean Hafferty and Virginia Wade (Pavilion
£10.95) is the stuff of the classic fanzine—pure Hollywood, and Hollywood
Babylon at that. Thus we learnt that the pioneer players’ corsets were ‘often
blood-stained after use’ and their female hysteria only kept at bay by ‘in-
vigorating outdoor exercise’; that an umpire leapt down from his chair to
congratulate Helen Wills’ first championship victory with a ‘bitterly
resented’ kiss; that Margaret Court found herself mesmerised by the ‘dark
beauty’ of Maria Bueno; and that ‘horrible mental lesbianism’ was being in-
flicted on young players as early as the '50s! (if not earlier, neither the first
nor third Wimbledon women champions ever married. . .). Thereis also, to
be fair, a certain amount of Jean Rafferty’s very competent sportswriting in
this volume. But I suspect that the true Kenneth Anger in us may prefer
Virginia Wade’s spectacularly bitchy remark about Martina on page
179...(Mandy Merck)

Gerry Cottle wants a central London site for his circus and to be resident
there throughout the summer. This way, he says, he can build towards a cir-
cus of the future. What he wants is the cult success of Germany’s Zircus
Roncalli. What he’s got is definitely in the right direction. One thing he is
certain of: ‘Circus has to change if it is to survive. ‘Like Roncalli, Cottle
wasn’t born into the life; both ‘jossers’, they’re extending the boundaries of
the art. Surviving bankruptcy in 1980 and an extended tour abroad, Cottle
returned last year to plot his next move—the British School of Circus Arts
whose first graduates are now working towards his ambition for an old
fashioned dream circus.

The widening ban on animal acts isn’t the only cause of his re-appraisal:
“‘Circus has got to become fashionable again’. At Cottle’s circus atmosphere
overwhelms you on arrival: lovingly restored wmﬁﬁld fairground

organs, confetti and clowns. The show itsel&y&\s Iﬁh)g after act
through three integrated sequences. The pro onals curiously el(al,gh suf-
fer by comparison with the infectious chariiy of theSchgol’s gr. ateSwho,
after only a few months training, share with us u®h recently
acquired—and sometimes botched— skills. It ng Wat the circ
whose traditions have systematically i®en plun e, shou

now look to the fringe for a new lease gf life. (Christime Eceles). Cottle’s Cik=

cus is at Victoria Park, EY, this Frid&y anﬁaiaE. for | i i
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5.30 pm Rhino!
*continues a season-
F ¥ of animal films
n for dthe family.
Today starring
Harry Guardino
m Robert Culp
.Shirley Eaton:
While on safari, Dr Jim
Hanlon, a scientist devoted to
saving African animals from
extinction, finds himself at
war with the big-game
poachers - in particular the
unscrupulous Alex Burnett.
Alex Burnett
HARRY GUARDINO
DrJim Hanlon....ROBERT CULP
Edith Arleigh ..SHIRLEY EATON

JOPO: siissamsoiss HARRY MEKELA
Haragay.....cooueees GEORGE LANE
Screenplay by

ART ARTHUR and ARTHUR WEISS
from a story by ART ARTHUR
Produced by BEN CHAPMAN
Directed by IVAN TORS

® FILMS: page 22

7.0 Micro Live

Computers have undoubtedly
changed the way many
people work since they were
first introduced into business
in the 1950s. Technology is
poised to be much more
widely used.

Speculating with

Ian McNaught-Davis and
Fred Harris about the future
effects of computers on work,
are The Rt Hon Shirley
Williams, who is also a
director of the Turing
Institute for artificial
intelligence, and Bob Latin
of Standard Telephones

and Cables.

Studio director TERRY MARSH
Series editor DAVID ALLEN
(Shown again next Monday)

7.30 Ebony

Arts Special

With the GLC’s arts funding
programme coming to an end
this moth, an Ebony special
looks to the future of the:
performing and visual arts
and at the development of the-
black arts movement from.

_the 1950s to today.

Key moments in the artistic
and political struggle are-
highlighted in discussion of
the Spaghetti House siege
and with the dub poetry of

Linton Kwesi Johnson:
Producer JULIAN HENRIQUES
Executive producer JOHN WILCOX
BBC Pebbie Mill

8.0 Sporting Butler

The first in a new series of
programmes in which Tony
Butler gets involved in some
of the Midlands’ sporting
activities. This week he's
keeping fit, building up his
body - 1ad Zoing to the dogs.
Producer CAROL PROUDLOVE

BBC Midlands
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rom Generation to Generation,

a two-room exhibition depicting the changing
black experience of Britain, is featured in
tonight’s Ebony devoted to the arts.

The programme traces the political and
artistic struggles for funds, new forms of
expression and recognition, from the 1950s to
the present, with Linton Kuwesi Johnson (left)

g

8.30-9.0

Gardeners’ World.
from Raby Castle Gardens,
County Durham
with Roy Lancaster*
and Geoff Hamilton
By the standards of many
estates, Lord and Lady
Barnard are a bit behind in.
the development of their-
garden — 200 years perhaps.
Head Gardener, Neil Ord,
shares their enthusiasm for-
transforming the handsome
walled kitchen garden, which
already has fine herbaceous
and shrub borders, into a
place where visitors can
enjoy good plantsand
B}gg\tir_xg in a-tranquil setting.
uction assistant JANE DON
Executive producer JOHN KENYON-
BBC Pebble Mill.

TODAY'S PROGRAMMES
CONTINUE OVERLEAF,
BBC2 Variations:

NORTH: :
8.0-8.30 An Englishman’s
Home: Burton Agnes
NORTH WEST
8.0-8.30 Banned for Life: the-
split in the world of rugby

WEST

8.0-8.30 Day Out: Angela
Rippon explores the South East
Cotswolds

EAST _
8.0-8.30 East on Two: with the
people; the stories and issues
affecting the eastern counties
LONDON ,
3.0-8.30 Moment of Truth: with
photograpner Richard Cooke

BB€2.7.30.om Ebony: Arts Special

and others.
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The Black-Art Gallery

225 SEVEN SISTERS ROAD LONDON N4 TEL: 01-263 1918

(Finsbury Park Station, Opposite Rainbow Theatre)

OPENING TIMES:
Tues Wed Thur 11-7 ..

Tae
Fri 11-9 (Late night) * TR
Saturdays 11-7 Sundays 2-7 -

Closed Mondays
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