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Ina1977 interview exploring his turn from
abstract painting, Guston said, "I got sick and tired
of all that Purity! wanted to tel| stories!” To be “in
the hood"” was a solution to aproblem, one that
enabled Guston to break from the elevated critical
discourse surrounding postwar abstraction and dive
into the muck and mire of the American experience,
allowing him to tell the truth of what it meant to be
a citizen reckoning with a particularly turbulent
moment in the nation's history. The comedian George
Carlin once said, “The reason they call it the ‘American
Dream’ is because you have to be asleep to believe
in it.” Guston’s “hood" paintings, with their ambigu-
ous narratives and incendiary subject matter, are not
asleep—they're woke.
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Philip Guston, Drawing
for Conspirators: 1930

(plate 2)



