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Abstract

This dissertation examines color photographs made in Mississippi, Louisiana,
and Tennessee between 1968 and 2005 and their relation to evolving racial discourse. My
discussion revolves around three photographers: William Eggleston, Birney Imes, and
William K. Greiner, who make striking color photographs in the U.S. South. | discuss the
critical reception of their work and place it within the context of political and cultural
attitudes toward the region and issues of race expressed in the media in the 1970searly
00's. The important role played by Museum of Modern Art [MoMA] curator John
Szarkowski was central in shaping discussions about contemporary photography during
this period, placing Eggleston as the herald of the color photography explosion. |
explore changing attitudes toward artistic and documentary color photography among
photographers, critics, and the general public leading into the 1970s, arguing that these
attitudes influenced the reception of the often high -intensity color images of Eggleston,
Imes, and Greiner, in the decades that followed.

| discuss the critical reception of William Eggleston’'s 1976 photography
exhibition at MOMA. | examine how Imes's color photographs of juke joints and
roadhouses in Mississippi utilize the expressive potentials of color film to depict these

liminal, publ ic/private spaces as sites of boundary crossing in a racially divided culture.



| explore the ways in which William K. Greiner uses color to depict the pre -Hurricane
Katrina New Orleans metropolitan area.

My contribution is to show how Eggleston, Imes, and Greiner employed
the expressive, visceral potentials of color photography to interpret and navigate the
uncertain moral terrain of the U.S South in the era following the passage of the Civil

Rights Act and Voting Rights Act.
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1. Introduction
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Kodachome film.

In this dissertation | examine how art world interest in the medium of color
photography and improved technology for producing stable color photographic pr ints
affected the ways southern photographers communicated about race and regional
identity in the period following the 1968 assassination of Martin Luther King, Jr. 3 This

x] UDOEWPEUWEEEOOXxEOPI EwEawUT | wOEUD Odbungasx Ul UUz U

1QUEET w$ OPAEEI U7 w EOI Ow?$1 1 OBdutbetn(®padedunéns, 2018.w OPEa UwbOw" 00
http://southernspaces.org/2013/egglestonssouth-always-color

2 Advertisement for Kodachrome, b ack page,Bruce Downes, ed.1960 Color Photography AnnudNew York:

Ziff -Davis, 1960.

31In her 1991 dissertation, Stein explains that art photographers were slow to turn to color. One reason was

that black-and-P T D U1 wi BOOwWPEUVUwWI EVU0TI UOWEOEwWxUOETI UUPOT WEOEwWxUDBOUDOI
chemical process used to develop the lmUT OET Ul EwUT 1 wEal UwUOUUEEOI 862> wel BDOT wll 1
was largely mitigated by 1939¢ 01 1 wa il EUwOI w$ by dnlevpiotedsotidenMelBpthént that

Ol 1T wx1 UOEOI OETl woOi w* OEEE2BO0h wl WEDHOOWWBT DEHLUPODIPE WOT wli 1
Colorless: American Photography and Material Culture Bet ween the Wars (Volumes | and Il) (PhD diss.,

Yale University, 1991).



in the South to the uprisings and Black Power movement in the urban North. 4
Memphis -based photographer William Eggleston [b. 1939] exemplified the use of
color photography as an expressive medium capable of visual excess$o depict, as
| PUUOUPEOW&RUEET w EOI wbOEPEEUI UwbDOwOi 1 wEEOYIT wl x
South, different but also not entirely removed from the villainous South portrayed in
civil rights photography. ® The photographers | discuss here use color for diosyncratic
personal expression but speak to contemporary issues in the Southt mass
suburbanization, the increasing prevalence of de factsegregation, environmental
degradation, and the dissolution of southern identity. | argue that southern

photographers William K. Greiner [b. 1957] Birney Imes [b. 1951] and Eggleston,

possess a characteristic that historian Charles Reagan Wilson has attributed to Georgia

4 Jacquelyn Dowd HAIOOw? 3T 1T w+ O0T w" pYPOw1HT T UUw, OVi Ol h&laktr@pw Ui 1 w/ OO
American History vol. 91, no. 4 (March 2005), 1233263: 1235ul + t  w' EOOwWOOU! Uwl0T EQwUOT 1 w? OE
overwhelmingly sympathetic, if misleading coverage changed abr uptly in the mid -1960s with the advent of

black power and black uprisings in the urban North. Training a hostile eye on those developments, the

EEOI UEUwUOUUOI EwEPEawl UOOwWUT 1 w2000l OwbpT OOUPOT wli T wUOUUTIT U
interregional con nections and similarities, and creating a narrative breach between what people think of as

sOT 1T wOOEIBEWADZ wOOT OPOT wx OxUOEUWUUOUUT T Ol Uwoil wOi 1T wOEUT whuNt
5( OwUUPOT wlOi 1T wUT UOW? YPUUEOwWI BRET UU~ w( whE dactibddiie@9sdii wEUOUUUE
Blue SteetE UWE w? x OP1 Ul UOOawlUaopPal Ewl R1 UEPUT wbOwYPUUEOwWI RET UUG
xUONIT EUPOOUWOT wEOwWDOU! OUT wUUERNT EUBYPUaAOwWYDOOI OUOaWEUWPEU
parallil OUwDOwxi OUOT UExT adw( Owi pOOwYD]I pDOT wii Ol UEOOaAOW2T EYDPUC
xOl EUUUI o wWEWUPUDPOT WUEEOT woOi wUl EVEUDPOOOWET OPUPUOOwWI EUEDPOE
Benjamin argued that the experience of film, like that of Dadaist art work, is ultimately tactile, as Shaviro

but also color is present in the work of Eggleston, Imes, and Greiner.
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complexities of lif | O perspective that appealed to Americans after Vietnam and

Watergate

Historical C ontext
Of course an understanding of moral complexity was not new to the 1970s. The
robust liberal tradition at the beginning of the 1960s drew from ideas and socialreforms
rooted in the progressive era and brought to fruition under President Franklin D.
Roosevel and the New Deal. In 1956, theMontgomery boycot t was the first mass action
crusade for racial equality that would change U.S. society asmuch as any movement on
the left since the one that helped end slavery, according to historian Michael Kazin .
? ctivists in the black freedom movement aimed to transform not just the racial order in
UT T PUWOPOWOEUDPOOWEUUDWUT 1T wUOERBaD EranBdcd)tbeUET a wOi wU
same year of the Montgomery boycott, poets were expressing radicalism in works such

asHowl and Other Poem@l956)by Allen Ginsberg. Ginsberg represented a radical voice

6" T EUOI Uwll ET EOQwePOUOOOW? " EUUI addiveilliae Berrig) Bd3.uEhclycopedid of wil 1 ET E O we

Southern Culturg(Chapel Hill: University of North Carolina Press, 1989), 1129. According to Wilson, after the

South that had produced Carter. Saturday Reviewx UEOPUT | EWEwUa ox OUPUOwWOOwWUT | ws 20001
Ol UPEEZ wPOwb UU w2U.X Newddad WoulchRepolt ub W B wiil I0OBOUUT wOOwlT 1T ws -1 Pw2

August 1976; and Time magazine provided an in -depth lookat UT 1T wUT T OO wWUT UOUT T wOT 1T ws2OUO0]

Ul EUPOOWOI wbUUwl Aw2i xU1 GEBU whNAT wPUUUI 62 6DOUOO0OwWHNI N

7”Michael Kazin, American Dreamers: How the Left Changed a Naffdew York: Random House: 2011).
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The radical movement of the 1960sencompassed a variety of causes, including black
fUl'T EOOOw" T PEEOOWUDPT T UUOwWPOOI Oz UwOPEITI UEUDPOOOWI

and others.8

Selection of Artists and Description of Project
It was important to discuss Eggleston in this project, because of his relationship
to Museum of Modern Art curator John Szarkowski, the controversial reception of his
exhibition and accompanying catalog 6 POODEOwS$ 1 T Ghdhid @hilant wu& UDET O
influence on other photographers. | chose to discuss Birney Imes because he is a
Mississippi photographer who has produced what | perceive to be stunning color
photographs pertaining to African American life in that state. An explorer and
journalist, Ime s investigated the prairie and Mississippi Delta regions. One of the major
reasons | chose to discuss William K. Greiner is because he has stated that Eggleston was
EWOENOUwWDHOI OUI OET wOOwl PO w' ObI YI Uw( WEOUOwWIiI OUOE
photographs of LouiUPEOE wEl O1 U1 UPT UOwWUOWET wgl EVUUDI UOOWEC

oo~ oA S

8 Kazin, 216.



captivating. ? All three photographers use color photography to create images that stun
us with their beauty. At times the effect is visceral, euphoria-inducing, and surreal.
Using selected examples from the work of Eggleston, Greiner, and Imes, |
explore how the increasing quality and accessibility of the medium of color photography
affected meaning, given that their photographs depict the southern U.S. between
approximately 1968 and 2005. To do this, | discuss how themedia presented the South
as a region when the major exhibitions and monographs of these artistsappeared in the
FUNA Y UOwhN WY U O wh§T9R08 fistobad Bnadg Walelhdtes,(th® popularity of
southern rock bands like the Allman Brothers and Lynyrd Skynyrd was high. Superstars
of rock-and-roll like the Rolling Stones and Led Zeppelin embraced and appropriated
the music of Delta Blues musicians. And the clichéd images of the Old South had not yet
disappeared. In the 1970s, according towW. Fitzhugh Brundage, tourism promoters in
southern states were deploying images of the South little changed from those of the
Il EUCAwUPT OUDPI Wéruskaientcoudtadfauthraeldi e top five (and five of
Ul T wOOx w0l OAKwWUUEUI wEEYI UUDPUDPOT weUET T OUWEUUDOT w

DOl Ow?T1 OUPOPUAWEOEwW!I PUUOUDEEOWUOOEOET wki Ul wl
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belles in hoop skirts, and Civil War shrines were the hallmarks of southern tourism
duriOT wOT T @WhuNAYUS 2
While by no means comprehensive, my reference to historical conditions is an
attempt to describe the cultural climate within which the work of Eggleston, Greiner,
and Imes appeared in order to better understand its reception. | draw from secondary
historic al sources including books and articles published within the last 20 years on
UET OOOWEUUDOT OwUT 1T wil 01 UT 1T OE1 wGdppopriat@odtieauE OD OE » w
language of the civil rights movement by political conservatives, the continuing racial
segegation and suburbanization of the metropolitan U.S. landscape, and the increasing
political, economic, and cultural influence of Sunbelt states. My primary sources include
Ol PUxExI UUOWOUEOwWI PUUOUDPI UOWEOEwWPOUI loryDl PUB w, a
photographs of the Deep South were and continue to be received in the postcivil rights

movement, post-Watergate, post-Vietnam era.

10W. Fitzhugh Brundage, The Southern Past: A Clash of Race and Meni@ambridge: Harvard Belknap Press,

31 b U wE Hht heusyddE piliblic officials eager to use tourism to revitalize depressed communities across
U7 1 w20U001 zUwi DPOUI UOEOEG »



Color Photography

Throughout this dissertation, | continue the work of Lisa Hostetler, Sally Stein,
Sally Eauclaire, and others by exploring what color accomplishes that black-and-white
could not in the work of Eggleston, Imes, and Greiner. | explore how these color
photographs make metaphorical statements about race and race rdations in the Deep
South (whether it was the intention of the photographer to do so or not). Histor ian Grace
Hale argues that O O1 wOi wUT 1 wPpOUOUWEDPUxOEal EWEUwWS$T 1T O1 UUO
Metropolitan Museum of Art makes explicit reference to race relations, ? EwUUENIT EQwUT E
dominates much photography made in t he South in the 1960s and 1970s(figure 8).111
PDOOWEUT Ul wOT EQwUT 1T wOOxPEwWOI WUEET wbUwUI Ol YEOUW
as those of Greiner and Imes. | will also suggestthat it is impo ssible to leave the topic of
UEEI WEUDPEI wbOwi OUOUOEUDPOT wEw?UI PEOWEI UEUDXxUDPOO
x OOPUPEUWOI wOl OOVAwWEOEwWUT T w?EPEOI EUPEwWOI woOl O0UD
practice photography participates in). 12 In this dissertation, | argue for the intertwined

nature of color as an aesthetic issue in artistic photography and a social issue in U.S.

UWCEPESwW3T 1 whOET T wUI T wUI T T U0wlOwPUwW?400PUOI Ewt@n0OO1 UOw, DU
PT PET wi 1 ECUUT Uwadyn add his Betvéng Jaspet. DdisCuss this image in chapter one.
2 QwUUPOT wlOT T wxT UEUT w?201 PEOQWET UEUDPxUDPOOO? w( wESwWUI 11 U0UBDOT

Geertz and his method of ? UOUUD OT wli UOUT T wOEaAT UVUGQDEQODHT GPUDBBBROET wOEGWHN
x 1 UUx | Eliffol\Geeltz, The Interpretation of Culture@New York: Basic Books, 1973). The phrase

PEDPEOI EUPEwWOl wlOl OUPOOUWE GEQMO®IOLDE O U esteBdd@ihdlPasPEn®G@aiu DET 1 O

the Production oHistory (Boston: Beacon Press, 1995), which addresses the politics of memory.



culture.

Color photogr aphy, which had been eschewed or avoided by many ethically
high-minded artistic and documentary photographe rs in the decades preceding 1970
was malleable in its identity as an artistic medium when Eggleston, Imes, and Greiner
were emerging as artists. Because color photography did not bear the association of
black-and-white photography with the southern work o f the Farm Security
White, and Jack Delano) and the civil rights movement, | argue that it was well -suited to
navigating the morally complex and ambiguous terrain of the post-civil rights
movement era South. As an emerging artistic medium , it was primed to assist
photographers in sidestepping the southern stories so overexposed in monochrome. In
Uil uxEUUOWEOOOUwWI EEwUDT OPI Pl Ew? OtedtdanE x x | EOwH Ow
extensive, corporate, depersonalizing marketplace, in the words of film and media
historian Sally Stein.13 Unlike most of the photographers of the Farm Security
Administration, who engaged with color haltingly and with caution, Greiner, Imes, and
Eggleston ¢ from Baton Rouge, LA, Columbus, MS, and Memphis, TN, respectively

I OEUEEIT EwU0T flirtat®hs &ith dddguider culture while palpably wrestling with

13 Stein, 298.



the loss of southern cultural distinction. 4
In addition to the aesthetic and moral ambiguity of color photography, the
impact of the work of Eggleston, Imes, and Greinerderives largely from the visceral and
emotional pitch of color noted by some photographers and critics + whether that color is
saturated, washed-out, sublime, or vulgar. As Stein has observed, more than blackand-
Pi DUl wxT OUOT UExT aOwEOOOUwWPEUwWI PUUOUDEEOOawlT OU
EQUOT T U7 1 Uwb O DaudANG NEOQuEQIDVIDE&A U Yand3vait | Owp UOUT wl
images tend to be intellectual and cold, while colorisanti-b O U1 OO01 EVUUEOWEOEwWbPEU
images seem meant to be caressed with the eyes to be felt rather than thought about.
Sensual. Emotional. VirtuaO O a wE wY DU FEOWOEUEOUDPES »
Until the 1970s, artistic and documentary photographers often privileged black -
and-white over color, as monochrome was thought to possess greater honesty and
aesthetic purity. Color often2UBDT OB D1 Ewi UDY OO D, thkeGite afppleyE OUE D OT wU

PT PET wUl gUPUI EwOi UFSAybdtdgrapbds Thok Deéldn@fbr EXxamp@O 6 -

14 Stein cites Arthur Rothstein and Russell Lee as two photographerswho bi Uil w? 0OpPPOOD OT wOOWEODOU
way tourism was becoming an integral part of local economiesd » w+1 1 wWPOwWxEUUDPEUOGEUWPEUwW? OOL
bracket color in the extraneous categories of the foreign, or even worse, the pseudeforeign, rather than to

document the gaudy roadside display as evide nce of an emerging social trend? w2 U1 DOOwt YNBS w
5Stein, 5. EUOa wUPi OUPI U1 wel OUUVaA w4628 wWEEYTI UUDPUDOT wlOi i GUawUUT T
Uil 61 EWEPEO]I OUPEEOOCawWwOxxOUI EwOOwWUT EVwOl wul EVUOGOI EOwYIT UEEO
photography.

¥+ PpUEwW OUUI UOT UOw? 11 E O usardaddLis®Hostdlé,iedsEColdr RustD AneticanéCaidr U U

Photography from Stieglitz to Shermé@dilwaukee: Milwaukee Museum Museum of Art, 2013), 23.



once used the name Kodachrome as a synonym for touristic advertising.? In the late

1920s, photographer Edward Weston mused in his Daybooksthat he did not want color

POUI Ui T UDOT whpbUT wEwWxDEUUUI z Uw? bhdawbiteOOwi OUOOWEO
xT OUOT UExT awPEUwWOI ET UUEUa wU O wEEA®IN MI3UFSA 001 UUa w
photographer Margaret Bourke -6 T PUT wEUT Ul EwUT EQwUOT 1 w? ¥6fUa wE OEE
xT OUOT UExT a02 wOEEI wPbUOw?UUPUEEOI wi OUWDOEUUUUDPEDO

Dissertation Structure
| begin chapter one with Eggleston, situating his work in the U.S. Southof the

1970s, at a time when the media wasredefining the region and conservative politicians

sought to reinvent their messageE @ w? 1 OEUEEDOT wEOQwWPEI EQwOI wi OUOE

21 OEUUDOT wODWE OE E O U daing tblthePEI®IE@I Eul E®WOBDIOL Wid I» wud D

17 Stein, 304 YWS ww3T 1 whbETl EWPEUWUT EVW? EQOOOUWxPEUUUTI UGaOBPO1l wxBDEUU
truth, as the documentary photographers habitually defined it, needed to be extracted from beneath the

18 Edward Weston in his Daybooksuggested thatE OO OU wl OUED Ol Ew? Y WEOBBRDOPOBDIWE OO O
OITTEUDY I wiii1TEVVWOl w? ROUOULEXx WREwk BwUOWOEED WP @UT U1 Ul Ew
Ul EOWEwWOT OUWEEOwWUOwWI REEUVUOCa WUl OET UOwx Ul Ul 60T EwpDUT OUOwWPOU
? # E a E 00 O1980méudeiptin Photography in Print: Writings from 1816 to the PresgMicki Goldberg, ed.

(New York: Simon and Schuster, 1981), 310.
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of the civil rights legacy on the public perceptionof $T T O1 UUOOz UwxT QUOT UExT B
which has at times been accused of moral ambivalence and ambiguity.2* How did
EUUEUOUwW) O Ow2 & E U O Oted bOubdetthing thisxperéeptign, and)How O1 O
EPEwWS$T T O1 UUOOZUWEOOOUWPUUT Of wbhOUOWET EPOUOWOT T w
These are the questions chapter one explores.

Chapter two takes us into the world of Imes, who | argue uses colorphotography
to depict Mississippi juke joints and road houses as magical realist places and to mediate
his own boundary crossings into them. Art historian Franz Roh first introduced the term
in his 1925 book,NachExpressionismus: Magischer Realisnili825) to descibe a style
deriving from Neue Sachlichkeit, but rooted in late 19 t-century German Romantic
fantasy. In later criticism, the term has been used to describe painting in which objects
EUI w?EI xPEUI EwPPUT wxT OUOT UExT PEWOEUUUEOPUOWEUU

or strange juxtapositions convey a feeling of unreality, infusing the ordinary with a

20 EQOOwWPD¥OOwwdT 1 OUO? whil + ABw EEOUEDOT wlOOwi PUUOUD-EOUWODOIT w
EOPOEWEOOUI UYEUDPYI Uz wUl POUOT EwOT 1 WEOODOEOUWOEUUEUDYIT woi w
xUUxOUI U637 1 awbOUPUUIT EwlT E U wE O Gdd Ofuskis) ediiéationstadung | | pO1 EwE Uw
1T UOEEODPUT Ol OO0 wOIi wi OUOGEOwWI GUEOPUAWET 1 OUT wlOT 1 wOEPWPEUWUT 1 w
PI DET w* DOT WEGEWUT 1 w! UOP OwWHRIERITIPOOWDOwx EUUDEUOEUWUUOOES »
21 Kevin Moore discusses this response from ciitics in Starburst: Color Photography in American 197080

(Ostfildern: Hatje Cantz, 2010), 2628.
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In chapter three | address the use of color by Greiner to explore pre-Katrina

metropolitan New Orleans, Baton Rouge, and the surrounding areas, depicting an at

times dystopic, at times sublime environment . Historians like Jacquelyn Dowd Hall
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begins with the 1954 Brown v. Board of Educatiatiecision and culminates with the Voting
Rights Act of 196524 Perhaps part of the reason why the movement is so often equated

with this decade is that many iconic black-and-white photographs sprung from this

2371 Ow+8w#z' El OOw?, ET PEEOQw1l EOPUOWEOE W/ OUUOOETI UOPUOOo w#l EI
Zamora and Wendy B. Faris, eds, Magical Realism: Theory,istory, Community Magic RealisrDurham, NC:

Duke University Press), 191.According to Oxford Art Online, magic realism is a style of painting popular in

Europe and the USA mainly from the 1920s to 1940s. It occupiesa position between Surrealism and

Photorealism. The subject is rendered with a PphotographD E WOE O UUE OB U é Hlatwoied, U w0 T wUOUI
ambiguous perspectives and strange juxtapositions suggest an imagined or dreamed realityd The term was

introduced by art historian Franz Roh in his book Nach-Expressionismus: Magischer Realisn{i825) to

describe a style deriving from Neue Sachlichkeit, but rooted in late nineteenth -century German Romantic

fantasy. In Belgium its surreal elements were exemplified by RenéMagritte, with hi Uws | EOEhE UDT Uwdi w
EOOOOOXxOREDIEwW UOw. OOPOI Ow&UOYI w UUw. 06DO1 Ow?, ET PEwll EOD
http://www.oxfordartonline.com/subscriber/article/grove/art/T053125?g=roh&search=quick&pos=4&_start=1

#firsthit . Date accessed: January 4, 2013.

23) O Qw31 Bl O0w? 31 R U W, O DB BefkibdnuiAamhamWehdy B.IF4tis, eds.Magical

Realism: Theory, History, Communi®urham, N.C.: D uke University Press, 1995)] KK & w31 Dl OQwb UDUI Uo w?
than other modes, magical realism facilitates the fusion of possible but irreconcilable wOU OE U § »

# EEOUEDPOT wlOOw' EOCOOWUI 1T ws OOO0T WEPYPOWUDT T OUwWOOYI O OUZ wlOO
Nt YOWEOEWPEUWPOUPOEUTI OawlpPl EwOOwWUT | w?UPUI WEDBEWI EOOWOI wO
during World War Il, stretched far beyond the South, was continuously and ferociously contested, and in

U7 1 whuNt YUWEOQOE whNAYUwDOUxDPUI EWEwWs OOYI Ol O0wOi wdidyi 01 60Uz wU
?2+00T w"BYPOwW1IDHT T UUO? whil + k8
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period, made by able practitioners such as Danny Lyon, Charles Moore, Bob Edelman,

Gordon Parks, and Bruce Davidson. In the decades bllowing this eruption of

photojournal istic work and the 196SE UUE UUDPOEUD OO wWOI wUOT T wOOYI OI OU¢
telegenic leader Martin Luther King, Jr., Eggleston, Imes, and Greiner wielded a color

photography that was more reliable and user -friendly than ever, an art form coming to

increasing prominence in the New York art world. With this medium, they

communicated the nuances, complexities, and messiness of their postVoting Rights Act

southern milieus outside the photojournalistic idiom so closely associated with black -

and-white.

Social and A esthetic Meanings of Color

2(U0wxPUUT UwE&OEwWOI | whbi waOUwPEOOQWEaAwWUT T wEOOOL
OOUPETI wbUO? w2T UT w Y IiTheXCald PubpieU @iDEW W "0l 00 iz wand w O (
makes an obvious point vital to this dissertation: co lor matters ¢ it wants us to notice it,

be moved and dazzled by it. It attracts us and makes us feel something2¢ With regard to

color photography, the New York art world of the 1970s did justthat t DU w? UUOOE wU x wE ¢

25 Alice Walker, The Color Purpl¢New York: Harcourt, 19WI AOwx 6 whuNt 8 w6 EOOI Uz UwdOOYIi OwbUuw
26 Shaviro, 30.
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in the southern U.S., as in many postcolonial environments, skin color has mattered for a

very long time. As scholar and religious leader Pauli Murray observed of her childhood

They were white folks! Black folks! Poor white crackers! No -count niggers! Red necks!

#EUODI Unw/ 1 EOI ¥Win E&EU QOUOQMO O, UPEEOwW2EOOa w2 Ul BOu
relations and the social obsesion with skin pigmentation haunted nearly all references

to color, yet there was little consensus among whites or blacks about what group was

EOYI Ul E wE a uitnatelyu Bd ekb@Ssimruserved as a kind of metonym for

exclusion from power. 2 In photog raphy, Stein suggests, some blackand-white

Ul i DOl EWEAWUUEUYEUDPOOS» w, OOOET UOOaw?1 O EOEI EwU
norms of documentary portraiture. 23°

Undeniably, color has been a contentious issue both aesthetically and socially,

and the photographers | discuss here demonstrate that its use in photography can

Bussard and Lisa Hostetler, eds.,Color Rush: American Color Photography from StieglitSt@rman
(Milwaukee: Milwaukee Museum of Art, 2013), viii -ix.

28 Pauli Murray, Proud Shoes: The Story of an American Farfilyston: Beacon Press, 1956), 270.
29 Stein, 296.

30 Stein, 343.
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heighten the visceral response viewersmay have to images in general3! In the work of

these photographers, the color is sometimes bright, appearing supersaturated, as if

EI EOOI OPOT wUT 1 w? El ODPUD OU U u TReiksceral posdsibiftiesiok OU U OO E |
EOOOUWEUI wOEUOI Ul EwPOWE whuNt YWEE wi OUw* OEEET UOOI
? O1 1-EIOE W strong and piercing enoughtoinjur 1 6 w3 1T 1T WEEwx OPOUU WU x wE O«
as a provocateurand aggressor, a power that, | would argue, Eggleston, Imes, and

Greiner harnessto accentuate the gothic undertones and overtones of southern history 33

Their photographs often invite a kind of indulgent, reveling enjoyment that could be

regarded asanathema to the moral demands of the black-and-white Farm Security

Administration and civil rights photographs.34 Eggleston, Imes, and Greiner exploit the

expressive potentials of color photography to navigate the moral and social landscape of

the post-civil rights movement South. Eluding the moral legibility of black -and-white

xT OUONOUUOEODUOOWUT I PUwPOUOwWI I OxUwWOEOT wli T w20U

39261 wUl UxOOEWYDPUETI UEOCOQawUOwWDOET IeleBurautrean orlintdmprat thenva® U OO w? ET 1
32 Shaviro, 8.

33 |n her 1997 book Gothic Americaliterature scholar Teresa Goddu points argues that gothic literature and

American history and wholly intertwined. Teresa Goddu, Gothic AmericaNarrative, History, and NationNew

York: Columbia University Press, 1997).
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E11 Ol EwWPUWEOWPOExxUOxUPEUI wUUENT ECwi OUWUOEDPEOGWEOEUOI OQUEU

15



(OWET ExUIl UwoOO!l Ow( wi REOPOT w$T 1T 01 U0UOGOzUwWUT OP
311 wWEEUEOO!T Ul wUPUOT wuUUT I
what, or towhere?¢? 31 1T wUPUOT wbhEUwWODPOI 02 wUEPEwW) O Ow24aEUC

OUwOi w/ T OUOT UE xT aconmeded Entbigntyudduidd E wd Owi OU

[—)

¢

(@)

U

[T

#1 x

([an)
O
O

UwoOO!l wi OpwlOOwi POEwWOO! zUwPEaAwWUT UOUT T wEwWUEOI
howto UUT wE wOi PwOEET POl OWEOCEWPUwWPUWEwWUaAaOOOaOwi OUL
p# EOUIT z Uwl UDE I ThdDivinadmddyii? B OOWDOwOi wUUUEODT | wUOEE
OEET POI 2 WEUT wxl Ul ExUwOI UExT OUUwi OUwUIGuideUUT wodi w

was the first book of color photography published by MoMA. 38 But in addition to being

' EQOwWUEAUwWUT T whEOUUWUOOWOE OT wE B Y taGatutebprofréstian bf Arddfidat) Ow? T EUE T |
"EOOOwW?+ 001 wBbYPOwW1IDTI T OUO? whil + k&

36 William Ferris, The Storied South: Voices of Writers and Arti&hapel Hill: University of North Carolina

/Ul UUOwWIl Yht AOwhiNI 8 w?3T 1 wEEUEOOT wi OUwdawl RT PEPUWEVWUI T w, U
Ul UPT UwoOil wt AkwxDEOUUT UO0> w$T 1T 01l UOOOWUOOEWI PUUOUPEOQWEOE Wi O
and catalog is a good cross section of that essay. In other words, it would have been impossible to exhibit

and publish the whole thing. The catalogis called 6 POOPE Ow$ 1 1 Otlista KifdlGfzguide st BB hot

O00OPwWi OPWDUWEOUOE wErisw¥3).1 E2 wep@UOUT Ewb 0wl

372007 letter from John Szarkowski to author.

3 0, wxUi U0wUI 01 EVUI Ow, Eawl K OQOwhNAt 6w?>. Ow, Eawl kOwlOi T w, UOT |
color photography, 6 POODE Ows$ iGlided WB DD Y Owd wNAdE ib iisCebstlyGoptieGuide

Szarkowski claimed most of the work in color photography that had come before Eggleston had been

xUTl UPOI dw?" OOUPET UDOT wli 1 wWOEEOWO! wi 60T UUPEUOWEOEWEOOI PEI
have regarded color, it is not surprising thatmos Uwb OUOwP OwUT 1T wdOl EPUOwWI EVWET 1 Owx Ul U
(Guide 8). MoMA, according to Sally Stein, had historically been a great protector of a pure black-and-white

photography.
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a guide to artistic color photography, the Guidealso took viewers ¢ many from New
York and the northeast ¢ pictorially through the Deep South, a region still considered
culturally distinct and even exotic in the 1970s, yet perceived in the media to be on the
rise culturally and economically. 3° The son of Mississippi Delta plantation owners,
Eggleston made the MoMA exhibition photographs in the Delta region, roughly
between Memphis and New Orleans (including parts of Alabama, Mississippi,
Memphis, and Louisiana).
61 AWEDEW24aEUOOPUODWET OOUT w$T 1T O UOOOWI GUwOT 1
color photography? Walker Evans had infamously referred to color as vulgar, and Sally
Sten observes that the FSA photographers in the late 1930s only felt comfortable using
color in certain settings, particularly when they entered EOUOU A wi EPUUS w?. OwOT |
occasions, color seemed integral to the forms of communalU 1 Y 1 @& ghdtographers
stoppl EwbOUUaADOT WEOE wUT &Peuting & Deed SOuthditie 1970804 6 -
with its highly televised battles over race, its perceived exoticism coterminous with its

increasing regional and political assimilation to mainstream American culture + was a

39|n a 1976 article on increasing artsrelated activity in the South, report er B. Drummond Ayres claimed that

2071 w2000 1T UOwW1BHOOWOUW2UO0wW! 1 OUOWPUwWUT 1 WEUEwWOT w2OUUT 1 UOWE
x OOPUPEEOQwWxObI Uwi EVU0T UwUOT EOQWEGa wOUT 1 UwUiI T POOwWwPOwWUT 1 WEOUOD
Souti W& UOP wbHUT worhelNevt Yok DidgNov@mber 1, 1976 24 A photograph of Eggleston with

prior possible contributedto Aa Ui Uz Uwx i Udtltural@aivind was blés€bming in the South.

40 Stein, 286.
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suitable subjectwith which to test color photography, a medium of nascent and insecure

art world status.

Thus in chapteronell REODOT wi Obpw2aEUOOPUOPZzUwxT UEUIT w?
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$11 Ol OO0z UwxT OUOT UEXIT B
discussion to the work of Imes and Greiner, whom Eggleston influenced in their color
photographic practices. It may be obvious by now that my interest in this proj ect began

with William Eggleston. Many observers (including myself) ¢ from the 1970s to this day

t consider Eggleston to be of the Southern U.S. both in persona and photographic

practice, even if his South is in many ways different from what photographers such as
Margaret Bourke -White, Walker Evans, Danny Lyon, Charles Moore, and Clarence John

Laughlin showed viewers. “ ( QOWET Ex Ul UwdOOl Ow( wi BREOPOI wUI | whEa

of dazzling color is sometimes perceived to be intertwined with his southernness. ? ( w

“4' pUUOUDPEOW&E&UEET w$ODAEE] Ul w EOl wbOEDUDPYI OawEl UEUPEIT UwUT B
200071 wxi OUOT UExT 1 EWEAW6EOOTI UwWwSYEOUWPOwWI 1T UwUl YPI PpwoOl wsi T O
Ol w U0OwWwUPUOT Ew? UWEEUWEBUUILW EdQ] BUBR SV IO WHOBPEVWR OB 0 ws

Southern Spacdggune 27, 2013) http://southernspaces.org/2013/egglestonssouth-always-color. Historian

Scott Leslie Matthews observes that Walker Evans and James Agee were themselves creating a new \isn of

OT 1T w26U007T wEGEWEwWO! PwEI | POPUDPOOWOI WwETl EVUVUaAwWDOwW' EOCT w" 6UOB0aO
the mansions of the planters became beautiful inUT 1 DU wl a1l UO>? w, EVUT 1 PUwbPUPUT U ww' T w>
documentary photographers and filmmakers such EUw# EOQa w+a OdO0w) O Qw" 01 1 OOWEDE W) EE
desire to understand the region, to pierce through the romantic stereotypes of conservative white

Southerners to reveal the real South and the common folk. Their work, in turn, created a new romanticism ,

new images of the region outside of time, the South as areservd® U wOl wx Ul OOET UOWEUUT 1 OUPEDUa
2EOUQw+i1 UOPT Ow?z4xwEI EPOUOWOT T wpOUOE wOb Ol tDRIBUD Wi/6 iz #ud EHE U DF «
University of Virginia, 2008: 3 -6.
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i POEwPUwWUI PEUEDOT wOOwWUT DPOOWOT w$T 1T 01 UOUOOWEUWE WE
2ET N1 OEET O eéxtaorbinaly HeStoefic3liscipline of his photographs shimmers

with a subliminal knowledge of the hell -bent¢ EOUT OUT T OwbOwE®2 OUUT 1 UOwY
" DUUOUPEOWEOE Wi OO00OUPUUwWe DOOPEOWWI UUPUWOEUI UY
yellow of late afternoon sunsets in the Delta is so vividly that the color is now called

s$1T T wal OOOPZwWUOWEEOOOPOI ET #lwhisriredictoly estaPta UT T wx i O
the GuidlOw2 AEUOOPUOPWOEE]T wOUET woOil w$T 1 01 U0UOBGOzUwYDHUU
his southern aristocraU DE WEEE OT UOUOGEGS w- 601 U1 1 Ol whowUT T wEUU |
according to Eggleston referenced the Michelin road guides in use at the time ¢

EOOOI EUI EWEOOOUwWPPUT wxOEET OwlUT E0wbUOwWS$T T O1 UUOO
demonstrate how he and Szarkowski, in the 1976 exhibition and the monograph William

$1 1 01 UU QG dhitethnuagdinBtiEe Exploration of color photography with a cultural

exploration of the South, particularly the Mississippi Delta region.In 6 DPOOPEOQw$T 1 O1 U0
Guideand other projects, including Election Evg1977),Graceland1983),The Demaocratic

Forest(1989), and%E UO O O1 Uz [(1890P EnuldstorobexsxthB viewer inroads to the

hermetic territory of the post -civil rights movement South and the uncertain terrain of

artistic color photography.

2pedJl Uw2ET N1 OEET OOw? + OEEOwW" 000U oTd N YoEke(Nuetnbet 13,12608) OO WE O wUT 1
http://www.newyorker.com/arts/critics/artworld/2008/11/17/081117craw_artworld_schjeldahl .
43 William Ferris, The Storied SoutH.76.
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Critics have cited the saturated, vulgar, or dazzling aspects of thework of
Greiner, Imes, and Egglestont qualities inseparable from its color ¢ as a means by which

they achieve their art. In Time-+ B 1 w! OO0 U w/1 TEQIMINAR xul$aEl UD OO0 02 wE

Ul OO00Uwi PUwxDEUUUI Uwl Ox1 E WA G QR W B YO QU 7 wldit

rich tones not to romanticize his images but to exaggerate their reality ¢ to make their

O00000x OEET wUUEMNNOB2UHE WNE CEED EOUrET UEUDET EwsT 1 O L
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x1 O  UWEUWET DOT wEDUUD O EAA I ul YEUQU T ubaldXbuddl il
EQEwl Exxad2w31 1 Ul wxT OUOT UExT Uw?xU001 02 wOT 1T wyDI
2U0a007T1 UPEwl OGUT T OUUOGI UUO? woiTEeEyeStan Bffedt, Baub OOET UD
OO0UI UOwl RxOOPUUW?UI ET OD@UI UwUirdphyuchieflyOyel EUE Oa wi
transfer printing, an arduous and expensive process (mooted, of late, by digital
Ul ET OOO0T aKko6~>w

2ET NT OEET OQwl i I 1 EUDYI OQawElI UEUPET UwlUT 1T wl UxT OU
color and, | would argue, the color produced by Greiner and Imes, can elicit. Schjeldahl

ExUOawEl UEUDPEI Uws$T 1T 01 UUOOzUwxT O0UOT UExT wOi wEw, I

#2371 w" OO0060OOR VB ET wPHOGYPHY:21976 EditiofNew York: Time -Life Books, 1976), 56.
452 E7 N1 OEET OOw? + OEEOwW" OOHOUB »
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2311 WOUEN]I EUwPUWEWEU]I EVawi EEU6wW3T T WEOOUI OUwhUuL

(figure 2).46 Writer Richard Ford suggested something similar about Birney Imes in his

foreword to Juke Joi® WE OO x EUDOT w( Ol Uz Uwx itcinefukeyorts | UwOi wN U

themselves, writing 2 51 Ua wODUUOT wbOwUT T QwdOEOT Uw@igueUil DOOO6 w

3).7Lifeg Uw U U U E 00 a wOx0londbrebardiyevei this$ubQantlUthis bright

EOQEWET OUI 06z2w( i wrOUEwWI DPOUI O wOUEYI O EwOOwUT 1 U

lal UOwi T wxUIl EPEUI EOQOwODPI | whOUOEWET wbOi pOBUI Oa wb

noticeable, the light more diffuseOwl UOEQWEEUDPYDPUA wOl UUwi DRI EOQwOO

And Szarkowski commented on the improbable airless quality William K. Greiner

infused into his photographs of New Orleans cemeteries (figure 446 w3 1 I Ul wbUw? EwE]|

crystal, transparent quality o f light and super clarity to the quality of these places that

Il EUWEwWYIl VUawl Ol T PEEWUxBUDPUO? w24aEUOOPUODWOEUI UYI
(wpbOUOEWEUT Ul wUOT EVWUUET w?1 UOUDPEO~> w?i O T PEEC

color in southern color photography sometimes has an uplifting, redemptive, or mind -

altering effect on the viewer, a visual equivalent to the 1970smyth O w? EEUUx UwE OE w

profound moral transformation that would make possible a biracial future unique in the

46 |bid.
47 Richard Ford, Foreword in Birney Imes, Juke JoinfJackson: University of Mississippi Press, 1990), 10.
81 pOOwW9l 1 EOT Ow? Dihal Rwdid Radid)Apil (27 2000E U B
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Imes in chapter two, | explore magical realism, psychodelia, and the fantastic as modes

of artistic response sometimes associatedvith encountering the exotic.*° | argue that this

OOET woOi wi BRxUT UUPOOwWP Uwx UIT Ussiéslppujpkd jointdandrgat wx T O 0 O1
houses. In doing so, | discuss the cultural connections between the Mississippi Delta,

New Orleans, and Latin America, a region closely associated with the production of
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EPEawi UOO wbdineamas dsidd@dt Stephen D. LeeHigh Schoolin

Columbus, Mississippi, when it f irst began desegregating in the late 1960$2 He told

9W. Fitzhugh! UUOEET T Ow? %OEUT 1 U uédnings of théSpidtiinithe 0.6 Seut byBClarles

Reagan WilsonO €hurch History81 (September 2012)730-732.Wilson points out the ways that this myth

POwWUT T w2OUUT 02 WEEEOUEDOT wUOOw! UUOEETT OwxUOYDPEDOT w?Ewbdali p
hiIUEEDEODPUOS »

O( OWEWEDPUEUUUDOOWOT wi OPWEOOOUWEEDWET wUT 1 Owepb 0T OUOwWOT T w21 |
! DUUI OwpUDPUI Uow? UwPOWEUI EOQUOWET Ul UPOET 1 UOWEWEOOP wOOwWUOT |
drugs such as LSD (in which fountains of dazzling hues are witnessed), the sense of color remarkably

Ox1 UEUI Uwi UOOwPDUT DOWUT 1 wi UOEOQWEUEPOWEOEWXxVUAET T 82 WWEET Uw
POUOWUT Leadadgval.® (e. i(Spring 1976).

51 Hall, 1255.

52The U.S. Justice Department filed suit against the Columbus school district, mandating the integration of

the high schools. White parents were opposed to the integration, and for two years the district fought the

ruling in the courts. Finally after losing in t he 5" District Court of Appeals in New Orleans, the district was

given one year to get facilities ready for black students. Imes graduated from Lee High School in 1969, but

the school had slowly begun integration by then. High school yearbooks from 1967 -1969 feature

photographs of black students, and Imes has discussed his friendship with fellow high school athlete Jackie
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interviewer Vince Aletti that when this happened, he became friends with a black fellow

| OOUEEOOWEOEWUUEEOwWUI EOwOI OEIT UG adBckdtditisl T wUT 1 wi U

OU0I T UwbpOUOEO? WEOEW?REI T EOwUOwWUI | wECEwW@® UUDPOOWU

Color and Realism
In all three chapters of this dissertation, the relationship between color and
realism or color and naturalism is a recurring theme. As suggested above, this becomes
I Ux] EPEOCOCaAawWPOxOUUEOUWPOWET ExUl UwUPOOwWPi 1 OQw( WED
color and magic realism. Indeed, as curator Lisa Hostetler has pointed out, by the time
commercially viable color photographs had become available, black-and-white images
Ul 1 Ol E dugewérso@rlaoked their chromatic deficiencies when they assumed the
fundamental truthfulness of black -and-white. 54 As color photographic technologies
developed, color was sometimes deemed too artificial to be real; in other contexts it was

UOOwOPUI UEOWUOWET wEUUDUUPES wW?3T1T UOUT T OUUO? wPpUDU

Ball # the two became friendly during the integration process. The 1968 yearbook was also the fist | saw

that included color photograph s.

53 Birney Imes, Partial to HomgWashington: Smithsonian Institution Press, 1994), 9.

s+ DUEwW' OUUI U001 UOw? 11 EOQw" OOOUOF wb Caldr Rush: AmefizéniCalor 8 w! UUUEUE wd
Photography from Stieglitz to Shermédilwaukee: Milwaukee Art Mu seum, 2013).

23



various ET1 | POPUDPOOU wWOI wUl EOPUOOwWI UOOWU®UI EET wUl Ul O
An association between color and fantasy persisted, even as Kodak emphasized

EOOOUwWxT OUOT UExT azUwEI EV0awWwEOEwWUI EOPBI&ZKDOwD UU W

and-white photogr aphy maintained a reputation for greater veracity, due in part to the

documentary photographs produced by the Historical Section of the Farm Security

Administration. Even though FSA photographers worked in both black -and-white and

color, there was a prejudice against color when it came to documentary.s’ By removing

the colors of everyday life, black-and-white photography was perceived as producing a

201 YI OPOT wi i i1 EVUOWEUI EUPOT wEwWUI OUI woOi wxEUDPUa wWE

Hostetler points out, documenUE U a wUUT T 1 U0l EwUOT EOVW? EOOOUWPEUWOI

thirties culture, that color had faded with other reckless illusions that characterized an

Il EUOPI Uwl VE@DA whNRUOWUDPDawEYUT OUPUa wdi wedbEUODI OU

tied to its monochrom e appearancet ? EOQEUOI OUEUa wEx x1 EUIl EwUOOwx Ul U]

unmediated truth because it was in black and white, and black and whi te seemed to

signal contemporary reality because it served as the conventional form of

5 Hostetler, 18.

56 |bid.

57 Hostetler, 21.

58 Hostetler, 21, referencing the research 6 Sally Stein published in ? %2 w" OO0OOU6 w3 i 1 wuOUl 600 Ows
Modern Photography1979): 9099; 162164, 166.
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In each chapter, | discuss themeaning of color ¢ saturated and unsaturated,
bloody and bloodless ¢ in the work of Eggleston, Imes, and Greiner, respectively. The
photographer William Christenberry, Alabama native, friend and artistic influence on
the way the subject was found. Calm, subtle, uncolorful subjects are photographed in
just this way. Nevertheless, the subjects would mean far less if they were presented in
photographers | discuss is not always supersaturated, lurid, or visceral, though this kind

w6

Qu

Ol WEOOOUWPUWEOWDPOXx OQOUUEOUWXxEUDwWOi wOawEOOET UD
OEUI UYEUDOOU WE E OU Wlargl ill abduetthOvinetheuitidotionaldi natE

the color conveyed by these three photographerst whether washed out or eye-popping

t heightens the emotional and aesthetic impact of their imagery. As | hope to make clear

in this dissertation, | believe this effect has important implications in the post -civil rights

59 Sally Stein, quoted in Hostetler, 21.

$7171 01 UUOOWUEPEWUOOWEDOOPEOW UUPUO w?! POOw" T UPUUI OET UUaz Uw
Christenberry worksincolor. ' T wbUwOOT woi wl doted il Wiliaki Fefris, uTBeCStotie® Souttd
194.
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The Sunbelt and the Southern U.S.

) OUUOEOPUUUWETI T EOwUUDPOT wUT T wUl UOw?2U0ET OU~ u
OT1T w6l UODWEOGEwWUT 1T w2 OU thalist @tevierEVURobeEputEil, | OOWEUwNOUU
PEOEOQOI Ul E2 wEa w? Ux1 E U P Eow Gdfporatetakesdawiveli@reul UOP UT 6 2
El Ol | DUUOthe®@EwW?@ WHOER0OwW OYPUOOOTI OUEOwWx OOPEDI UO2 w
financed highway -building campaigns, attracted northern in dustry and northern -born,
Republican branch managers and other white collar workers to the Sunbelt South in the
postwarera3 EEOUEDPOT wOOw1PET EUEwW, dw! 1l UBEUEOwWUT T wUI U
political analyst Kevin P. Phillips in his book The EmergindRepublican Majority(1969).
The Sunbelt EOOET x UOw! I UOE UE wU U E-geffingdunt? tiefnid wB s OE O U wE O
when a combination of consensus reports on migration, the growing Republican

potential in the South and West, and the presidential candidacy of Jimmy Carter

broughtthe OOP T UwUDI Uwdi wU U E & wWhileitbeldefmitibk ¢ BubhalEd) UT OUD OO

61 Matthew Lassiter, The Silent Majority: Suburban Politics in the Sunbelt So(@#inceton, NJ and Oxford:

Princeton University Press, 2006).

22 U1 Y] Ow58wl1 OETI U0UOw?z' 1 zUw. O wdi wa Uz o6 w- NewsrkTin@su6 i DOT Uwb
February 24, 1974, 216.

8' EOOOwW? + 00T w" BYPOwW1IDBT T UUO? whl KK

“#1PET EUEwW, Bw! 1 UOEUEOW?2U0ETI OUw20UU0IT 02 wb O uentydopediadd w1l ET EOw
Southern Culture(Chapel Hill: University of North Carolina Press, 1989), 732.
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that time remained unclear, Bernard notes, most observers included in its definition the
areabelowthe 3mx EUEOOI OOwW? EOODIT wiNoithcérdinaTernnéséeeyE OUET U U
Arkansas, Oklahoma, New Mexico, and Arizona and in California below Fresno.
As historian Matthew Lassiter has demonstrated, the metropolitan Sunbelt
replaced the rural Black Belt as the center of political power in the South in the decades
after World War Il. 8# UUDOT wOT PUwUD Ol OWEwWx OQUUUUIT woOi w?EOOOL
business leaders and the white middle and upper class as a strategy of dealing with
racial conflict. According to Lassiter, the civi UDT T OUwOOY E®UEGUWLIEBBELE > woOYI
racism, but color-blind posturing did not require racist expression. Instead it
emphasized the values o individual meritocracy and consumer choice , ignoring the
effects of structural racism. Eggleston, Greiner, and Imes worked at the center and
periphery of a southern space that was organizedaround this residential language of
consumer rights and meritocratic individualism. Their photographs show a regional
space becoming less and less identifiably southern. Hstorians have shown that regional
convergence in the U.S. was marked by the parallel suburbanization of Southern and
American politics which, in turn, led to a perceived de-centering of the elite fine art

world from the urban North. This ideological shift from a centralized northern art world

65 Bernard, 732733.

66 Lassiter, The Silent Majority Lassiter writes that between 1948 and 1968, suburban residents of the
metropolitan regions and white collar mig rants to the Sunbelt South increasingly diverged from the racial
politics of the Black Belt and converged with the class-based voting patterns of the rest of the nation.
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affected the careers of the three photographers | discuss heré?
, AWEDPOwWPOwWUT PUWEPUUIT UVUEUPOOWPUWUOWUUEEOWEOC
1970searly 2000s, when problems related to racism and poverty were often purported to
be improving due to the elimination of dejure segregation and the relocation of
corporate interests to the Sunbelt. Despite these sea changes, Mississippi still remained
the poorest state in the Union as of 20128 Even after the abolishment of Jim Crow,
racially motivated choices continued to be made concerning the assignment of students
to schoolst that is, segregation persistedde factowithout the legal tangibility it had
duri ng the movement.® As Birney Imes himself wrote in a 2013 column for the
Commercial Dispatghcontemporary problems have become increasingly insidious:

P0UOCEEaAaOWPUWEOUOEWET weUl Ul EOQwUT T wgil EOGOI OT1 Uwbp

67 Journalists in the mid -late 1970s commented on this apparent trend, especially afte Jimmy Carter, a

liberal Democrat from Georgia, won the presidency in 1976. Some journalists perceived a connection

th 1 w20U00T 1 UOw? x letlmaxul 0 WEAE BUXEIGD B @ WE U U uNew) otk Himeséatu® U1 UUS» w  whN
UTTTUUT EwOOwWOT T w20U00T woOl wiOi T whNAYUWEUwW?POEUI EUPOT GawlUUEE
EEUPYPUaw?T EUwWPOEUI EUI EwOEUOTI EQAG6EUWUT 1 wdnd poldicald wi EVUWET EOO
xOP1 UG~> w( OET 1 EOwUT T wUI x OU U-1900s @8 Bccrilng eddriomicy olitiCaE and U wb O wlT 1 wo
EUOUUUEOwxOPI Uwl EVUUT UwUl EOWESawWOUT T UwUI 1 DOOB w211 w! w#UUO
&UOP w6 DOT w( UNewSdkTHES Qavednbanl, 1976, 24.

89 EEOQUEDPOT wOOw4828w" 1 OUUUwW! UUT EVwi BT UUT UwUl O EUT Ew3T UUUI
2011, while its median household income came in at $36,919. Both were roughly the same as the year

El 1 OUI 62 w3EODwW+UT EaOw?, PUUDUUDxxPwl EVw' BT T 1 UO0w/ OYI U0awED
20, 2012 http://money.cnn.com/2012/09/20/news/economy/income-states-poverty/ind ex.html. Accessed

January 2014.

©2$7 1 Ol UODOOWOEET wOI T wxi OUOT UExT UwOOWEPUxOEawi 1 Ul wel Yht wi |
Museum of Art] in a particular historical moment: after mass activism, the passage of landmark civil rights

laws, and the urban rebellions of the 1960s transformed the South and the nation. Officially, at law, the U.S.

PEUWEWET UI T Ul TREJEIEE wEs@PGEES 8 w' EOT Ow?$T1 1 01 U000z Uw20U0U0T 69
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they were in 1963, maybe even more so. The evil loomed large and obvious before us
then. The challenges today are more insidious, with less obvious solutions:

EaUi UOEUDPOOEOwWx OOPUPEEOwWPOUUDPUUUDO®OUOWUUDBEPE A W
During the period of artistic act ivity t hat this dissertation addressest 1968-2005

{ ideological wars were brewing over how to narrate southern history. At the U.S.

EDEI OUI OOPEOwWEI] Ol EUEUDPOOwWDPOwWhNAL wepUl I wUEODIT wal E

I RxO0O0PUUWOI wUOUUT 10U &wDiIoaull w@IUGOWIOGE D Ud 2 w3l 1 whl

OEUUEUDPY! wUUDPOOWET i POT EwUT T w2OUU0T wbOwhiNAt QwET U

x UOOOUI wOEUDPOOEOwWUOPUawWET Ul UwUIT %ButhPtieBlaewU DT T OU W

1970s, critics were protesting the bhck of African American history at Williamsburg and

OUT 1T UwUOUUT 1 UOwWOUUI UOUBwW?5PUDUOUWEDUEOOUI O0wpkbD

at some heavily visited sites became evident, especially after the publication of Alex

' E Ol RogtdJ The Saga of &merican Familyin 1976, and the airing of a twelve-hour

Ul Ol YDPUDPOOWE EE x U E hBtdiéninb Fitanugh @tlifdaba obbeNds® 02 w

Furthermore, as the school busing crisis made plain, the problems of racial inequality

and conflict could not be neatly circumscribed to the South. In this volatile and

mercurial context, seemingly concrete definitions ¢ of the South, race, and segregatiot

1 pUOT aw( 61 UOw? %wodrihiercial Dispbrcianudnpld, Qa18).2» w
7t Brundage, The Southern Pas93-294.
72 Brundage, 295.
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were subject to continuous and sometimes violent revision. By means of color,
Eggleston, Imes, and Greiner addressel race and southern suburbanization in an

ambiguous moral and aesthetic terrain.

History of Color Photography
As curator Katherine Bussard has outlined in her 2013 essay for the catalogue
commercially available color photographic process, the autochrome, was introduced by
the Lumiere brothers in 1907. This process made it possible to photograph automatically
world took greater notice of color photography, the medium was rarely used in an
I REOQUUDYI Oaws i DI=3urd WusEd AH zUEE@EA Vs | OUOT UExT a
market in the 1970s, it enjoyed a fluidity of boundaries between high and low art
i GubUopPi PET WOEEUUUI EwWEUwxUI EPUI Oawli |l wUEOI wOOO
EIl POT wgl OI EVUEUI Ewi OUWEWUPOPOEUwxI UOI EEDPOPUAS~» w

Bussard and Lisa Hostetler, eds., Color Rush: American Color Photography from Stieglitz to Sherman
(Milwauk ee: Milwaukee Museum of Art, 2013), 2.
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guestion whether color would ever be within the reach of the photographer has been
Ei i DOPUDPYI QawEOUPI Ul ES 2 w2 UD O Gresd ddmielytheineobt Ul wx UOE
and fragility, which made exhibition and reproduction difficult. But Stieglitz displayed
them at 291 Gallery in September 1907 and went on to publish three in the April 1908
issue of Camera WorkReplaced by more refined technical developments, the
Autochrome began to disappear in the 1920s By the 1930s, color plates had become
common in magazines ¢ it became difficult to imagine a magazine without them ¢ and
developments in color photography continued to accelerate throughoutthat E1 EEET 8 w? ( Ow
1935, Kodak debuted its first commercially successful amateur color film, Kodachrome,
P 1 P Eéquired long exposures but was otherwise easy to use and broadly
EPUUOUDEUUI EG»
Yet despite the introduction of the relatively successful Kodachome, color
photography was considered to be a difficult artistic medium to work with , at least
through the 1960s. Indeed, it was the most difficult art medium of them all, according to
xT OUOT UExT awEUPUDPEwW! UUET w# OpPOI UG w? 3inicauxT OUOT UE
OxUPEEOOWEOEWET | OPEEOwWxUOET UUT UwOYI Uwbi PET wil u

POwhNt YEw? - OWOEOOw! OP1 YI UwUODPOOI UOOWEEOwxUI EPE

74 Bussard, 2-3.
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The basic problem in any art is mastery of the medium.

In painting, the artist is confronted with simple things ¢

paint, brushes, and canvas, all of which are under his own

control. It is his manual skill that determines the success or

failure of his picture. Would that this were the case with color

photographers, who labor at the mercy not only of their own

limitations, but of a process that is by nature exasperatingly

unstable.””

Downes listed everything that could go w rong: improper exposure, departures

from the required color temperature of light, slight deviations from correct developing

times and temperatures, or physical changes in the processing chemicals. All of these

factors, he noted, would alter the colors, and none could be accurately predicted.”® Such

B UUET w# OpO1 Uow? " OO AsY CaopsbdiograptyEAd idNew Yok i (havis, 1960), 25.
76 Anscochrome advertisement, in Color Photographya Popular PhotographyWorkshop Annual (New York:

Ziff -Davis, 1960).

7L UUET w# Op O Uow? " O Q%O QoburtsibgrabbylABNUENEVCY brid Ziftu-Davis, 1960), 21.

8 Downes, 21.
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pitfalls, wrote # OP Ol UOwW? EUl wEOEUOPOT wUOOwWUT 1T wxT OUOT UEXT 1
master his medium. They are what cause photographers to suffer the agonizing tensions
Of wEORDI DAWEUUDOT wlOT I wxl UDOEwWET UbI™AGthérR x OUUUI w
difficulty Downes noted was that a color reversal transparency, such as the
Kodachrome, could only be viewed by transmitted light in a hand viewer or by
x UONTI EUPOOWOOWEWUEUT 1 Q6 w?2( Owl i1l EUDWUOODOI WE wx
incomplete in itself. It is not something you can hang on the wall and look at. This is a
big frustration, and a big reason why over the years there have been so few exhibitions
Of wEOOOU wx F Poddhibitiéhs, tha tdnsparency must be translated into a
xUPOUOwW? P PEIT tebshridgbEybtenkal ddviakoBsthesides being for most of
UUwx UOT PEDUD ¥I2ODW Iwkx A I0QWHD WIEKYd 1 UUOwPUOUT w# OpOI UC
idea that color photography is a bastard medium and have confined themselves to
black-and-P T B &1 8 »

While there were concernsabout and limitations on the medium, the artistic

choice to use colorbecameincreasingly attractive in light of postwar improvements in

color film technology, particularly with regard to the control of hue and preservation of

79 1bid .

80 Downes, 21.
81 Downes, 22.
82 Downes, 23.
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colorin prints.®?2 1 1 OUp1 1 Qwbkpil EOw* OEEET UOOI wWEOE W31 ET OPEOOC
x OUOT UExT azUwOUOUPI EET Ul EwWOEUUWEOOUUOXxUPOOWPE
6 OUOE w6 EU w( ( O-2stRhdiographymagatingswerld Bbdizz with the latest
developments in the late 19500 WE OE whuNt YUB w? ( OWEOOOUwWx UOEUEUUO~
David B. Eisendrath, Jr. in a special 1960 issue oPopular Photograpt@ w? x 1 UT Ex UwUT 1T w(
talked about, and certainly the one with the most visible effect on amateurs and
professionals, wasthe OUUOEUEUDOOwPOw, EVUET wOl w$ EMhDOE Ow* OEE
$OUEET UOOI 62 w3i 1 w* OEEOWOEUI UPEOOwWPDUT wbUUwT BT 1T
pushability to even higher speeds, its great latitude and fine color rendition, truly

heralded the fact that available-light color photography was real Oa wi 1 Ul 82> w31 1 w3 U1

material ? EOOOP | Elend dbwinerd taptidibgraph in coloralmost everything and
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83 Kodak unveiled the dye transfer process for ?making color prints from three -color separation negatives?

in 1946. Eggleston used this process, which is highly stable from an archival perspective and allows for great
control of color saturation. Kodak released Ektachrome transparency sheet film in 1946, which was the ?first
color filmthatcouldb 1 wx UOET UUIT E wE a wEIH p9asxKodaiarioduded thelfildtdnstant color

film (Polacolor Type 48) and the Cibachrome silver dye -bleach process for making prints from color
transparencies. Fuj film was established in 1965 and released their first ASA 400 color negative film in 1976
(from the Timeline of Color Photography related to the Leopold Godowsky, Jr. Color Photography Awards,
Photographic Resource Center, Boston University, http://www.b u.edu/prc/GODOWSKY/timeline.htm.
AccessedAugust 26, 2013).

Katherine A. Bussard and Lisa Hostetler, eds. Color Rush: American Color Photography from StiegttSherman
(Milwaukee: Milwaukee Art Museum, 2013).

SHEYDEwW! w$DUI OEUEUT Ow) U8 Ow? w1l YCPIor PhotGgraphy Annua@éwE U wE OE WE w+
York: ziff -Davis, 1960), 17.
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movements of manufacturers with great interest and speculation, who read the patent
announcements, and draw conclusions and play hunches, have known that a faster
*OEEET UOOI whEUWUOOI pdini 168, thdSwisd themiceDdornpar® Cilda -
introduced the Cibachrome silver dye -bleach process for making prints from color
transparencies. Eggleston, Imes, and Greiner would eachexperiment with this printing
process. In 1971, Kodak introduced the Big Sha Land Camera, which took flash color
portraits (Andy Warhol purchased a Big Shot camera in 1970). In 1972,Kodak released
the SX-70 Land Camera, the first single-lens reflex camera for instant color prints. 8’
As the technology became more reliable and user-friendly, great strides were
made in bringing color photography to the art world. In 1950, MoMA had its first survey
of the medium, comprising more than 300 images by 85 photographers, curated by
Edward Steichen? 31T UOUT T QU U wWUT I wb E U wed its bhithUaOdwjvédse wWE OOUD
1 OUT UUPEUOWI OUWE DU x OE wrded Brus&atl & By1eird,ithd 0 OT UExT a 02
Metropolitan Museum of Art was displaying the work of Stephen Shore, five years

ET T OUIl w$T 1T 01 UUOOfguwed)® OP wEUw, O, wwp

86 Eisendrath, 18.

87 Timeline of Color Photography related to the Leopo Id Godowsky Jr. Color Photography Awards,
Photographic Resource Center at Boston University. http://www.bu.edu/prc/GODOWSKY/timeline.htm
Date retrieved: September 15, 2013.

88 Bussard, 5.

89 |bid .

9% Museum Exhibitions 1870-2010, Compiled by the Metropolita n Museum of Art, 2010.
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Eggleston began experimerting with color transparency film in the mid -sixties,
about four years after Kodak introduced ASA 25 Kocachrome Il film, with an improved
color, greater light sensitivity, and finer grain than the original Kodachrome.
$1 1 Ol WiedRsa témembers beingawestruck when she saw his first slides beam

OUU0WOI wliT i1 PUwWI 001 wxUONI EUOUOWEwWaUDPOUI UUI BUPEOuW

travelogue (or, alternatively, how one might vet images for a fashion shoot before
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thousands of rows of amateur snapshots being developed at the local photography lab.
He remarked in a 1993 interview for History of Photography

On a typical evening, maybe we might see twelve pictures on a ribbon a
few inches wide, a continuous roll of paper. Maybe at one minute we
might see twelve or fifteen pictures that two people made on their first
trip after having been married, and they for got to have them developed.
OEwal EUUWOEUTI UwUT T awUl OUwUT 1T OwdYl UWEGE wWT 1
was one of the most exciting and unforgettable experiences as a wholg
and educational for me.92

When | asked Eggleston in 2007 how viewing amateur photographs in a lab could

influence the making of artistic photography, he spoke with emotion, placing the amateur

91 Interview with Rosa Eggleston, February 17, 2007.
92 Mark Haworth -1 OOUT Ow? 6 DOOPEOwWS 1 1 GistahlodRhotagraghyur((Spiiny, W98HF1P 02 w
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photographs he had viewed somewhere in an idyllic past, which, coupled with their small
size and grainy look, heightened their exquisiteness to him:

I had a close friend who worked there, not an artist, he managed a

EIl UUEDPOWEOOOUWOEEOwWxUOEUEIT Ewi OEOI UULWEOOUOUL
loved to see them come off the machine. He gave me a great many

ideas. But this fellow was not an artist at all. He just managed this

OEEOUI T awbPOUOEWET YT OOx WEWOOU WO wudOOUwUi
years back, on a honeymoon and were so beautiful, almost kind of

grainy, but the prints were beautiful | little tiny, small prints. | would

enjoy spending time with him, I still love him. | would drop in and

watch what was coming out. ¢

EOu

Despite its magic, a problem that continued to plague color photography
through the 1970s was the lack of permanence of prints, which were notorious for
fading. Dye transfer, by contrast, was a permanent process, and Eggleston was one of

the first to situate it in an art world context.

Methodology

This dissertation also examines how historical pressures affected art historical
and critical discussions about the artistic color photographs made by Greiner, Imes, and
Eggleston. Did contemporary criticism of the work affirm or deny the relationship
between the photographers and the southern past or present? My approach has been

influenced by anth ropological theory . Franz Boas, whose work has been described as

93 April 14, 2007 phone conversation with Eggleston.
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historical particularism, believed that cultural customs should be examined from three
fundamental perspectives: envir onmental conditions, psychological factors, and
historical connections. History was most important of these, since Boas believed that
historical factors greatly influenced the shape societies took 241 have tried to examine the

environmental and historical factors relevant to the photographs | discuss. | also attend
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experience of desegregaion in his Mississippi hometown. In chapter three | consider

how the climate of apprehension and fear in pre -and-post-Katrina New Orleans and

My approach is also influenced by symbolic and interpretive anthropology as
practiced by Clifford Geertz, who believed the proper method of symbolic analysis was

UT 00T Ut

—_—

DOT WEOPOwW
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through layers of significance to derive the O1 EODP OT wi UOOwUT 1T wOEUDYI z Uwx

Geertz believed that anthropologists should try to position themselves within the same

94 R. Jon McGee and RichardL. Warms, Anthropological Theory: An Introductory HistorgNew York: McGraw

"POOOwW! YYKAOwWhI NBw3T1T wEUDOT OUUwOOUT wliT ECw, EUYDPOW' EUUDPUWEE
1960s to explain what Boas was doing. According to the authors, HarriU wU UT Ew0OT 1T wUl UOw? 1 PUUOUDPE
S( WEOWEPEUT wOi wOT 1T wxbDUI EOOUWOT wOT 1 w?EDOT UExT PEEOQWE x x UOEE
in my research that the political events through which these photographers lived perhaps affected their own

respective visions but certainly affected my understanding of the works they produced. For a critical

discussion of the hazards of the biographical approach, please see: Charles G. Salas, e@he Life & The Work:

Art and Biography(Los Angeles: Getty Research Institute, 2007).
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cultural context as their informants. % He also focused on how symbols affect the way
people think about their world, and howthey ? Ox1 UEUT wEUwY 1 PEES®] UwOi wE |
ideas have been especially helpful to me in thinking through the ways in which
$TTO01VUUOOOW( Ol UOWEOGEwW&UI POT Uz UwxT OUOT UExT Uwi EY
and what their photographs might mean beyond their o wn artistic intentions.
22a0EOOPEWEOUT UOXxOOOT PUUUWET OP1 YT wlUT EVWEUOUL
Of wi YI OUUWEOGEwWUT 1T wUTI pOT UWEUOUOEWUT 1T OOwUT EVwPIT w
focus is on the analysis of meaning?® In this dissertatiO O Ow( z Owb OUI Ul UUIT E wb O wl
Ol EOPOT UwoOil w$T 1T Ol UUOOOW( O1 UOWEOEwW&UI DOT Uz Uwxi O
conceptions of the Southern past, and | have been influenced by scholarship on the
politics of memory. My understanding of the relationship between photography and
competing narratives about nationhood and regional identity has been influenced by the
work of Irene Silverblatt, W. Fitzhugh Brundage, and Michel -Rolph Trouillot.
Silverblatt, a cultural anthropologist, has used sermons, catechisms, dieries, and
EOQUUI UxOOEIT OET wi UOOw/ 1 U0zUw( OUBUDUDOOWUOWUT OP

extend back to the late sixteenth century, when Spanish bureaucrats were installing

9% McGee and Warms, 525.

Warms, 524.
% E&I 1T WEOEWBEUOUOW?2a0EOOPEWEOEW( OUT UxUT UPYT w OUT UOXxOOOT

39



civilization throughout the colonies. ®" BPYDPOPAEUD OO wbk E U w? Bdleifrand] E wE a w
Catholicism ¢ along with race-UT DPOODOT wEI UPT QUG 2» w2 xEPOWPEUwWOOU L
the progress of Anglo-American modernity, she writes; there was no gulf between Spain

EQEwUT T w?2U0UUI wEEPOPOT wOi wOOET UOwOEIUIwe®EODUN lwuE UT
2xEOPUT WEOOOOPEOPUOWEOQOEWUT 1 w2xEOPUIHerO@UDPUDUDO
Uil DOODPOT wi EVwWET 1 OwbOi OUI OEl EwEaw' EOOET w Ul OEUZ
EUUI EVEUEUPEWUUO! WEOCEWUEET wUTI pOODOTrAcai? 2 UEUT wOE
thinking even more powerful and damaging. 10 State bureaucracies, writes Silverblatt,

used race thinking to organize power and the conduct of daily life. Thus, with regard to
O0UPOOWUT EVWEOOOEWEEUUDP]I EWUUEDPOUB~> w3iT 1 Ul WEOOOE
EQEwWDbOUI OODPT 1 OElI O2 wEVUUDWEOUOW? x OO0BIdidEaOwUDT T UUO
adopted race-thinki ng designs in their work, which affixed colo r to political and
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9 [rene Silverblatt, Modern Inquisitions: Peru and the Coloniakigins of the Civilized WorldDurham: Duke
University Press, 2004), 27.

100 Sjlverblatt, Modern Inquisitions 22.

101|rene Silverblatt, Modern Inquisitions 23.

102 Sjlverblatt, Modern Inquisitions 24-25.

103 Sjlverblatt, Inquisitions, 120.
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Negro in North Carolin® w? WE BIOODP OT » wEOEwW? UUEUT wOET PE2» wEOUOuU
antebellum and Jim Crow South, when hierarchies and power differentials between

people were colorized. After slavery was eradicated, 6 DPOODEOUOOWOEUI UYI UQuw? I
Ul OEDPOI Ew?x1 Ux1 UUEDHOGQWWOIOELDEY @ EEWGD GOGEUa wl UEWEO
El O0UUawEI Ul UOWEUOUUUI whEUwWUDPI EWEDPUI EUCawUOWEO

the physical mixing of white and black a dilution of European culture. Indeed,

6 DOOPEOUOOwWxOPOUUwWOUU0WUT EVWOEOGa wOi wll T Ow? 0T 60T
xT 1T 0001 OOOWOE E UU U D OFs n héantelellurd Griod, OMlliBnSEE 6 -

writes, southerners had expansive images of branching out to the West, Latin America,

EOQEwUl | w" EUPEE] EOOwW?EI EEUOUT wUT T awl0i OUTT OwlOT 1 aw
I UOEOPUAWEOGEWI 1 O0wUT E bam@redize thesddspraliong anfal wUx Ul EE 8
xUEEUPEEOWOI YI OOwUIT T wxOEOUI Uwi Gssesioipgople EwOOwoOOY
each more or less dissident: Negroes, nortUOE Y1 T OOEDOT wbi PUI UOWEOE wb O
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104 Joel Williamson, A Rage for Order: BlaeWhite Relations in the American South Since Emancipatioew
York: Oxford University Press, 1986), 6.

105 Joel Williamson, Rage 7.

106 Williamson, Rage 25.
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the myth that one drop of black blood made a person black was manufactured to impose
order onto the chaos of miscegenation.°7

In his 1995 book, Silencing the PasfTrouillot discusses what he calls the
2EDEOI EUPEVUWOI wOl OUPOOUWEOGEwWUDOI OETl U» wUT ECwWOEU
OEUUEUDYI Ud w' I wE b kedrg4s drid bntolddichl ties © thé)gesent) O D
offering the suppressed story of the Haitian Colonel Sans Souci, the Haitian Revolution,
and the celebrationofy ET EOOT OT 1 UwUOw" OOUOEUUZzZ UwOI 1 EEa wE U w!
access to the production of historical narratives, a direct result of his or her degree of
social/political/economic Power, always attends to the production of history. Like
Michel Foucault, Trouillot stresses that the ultimate mark of power is invisibility and
the distinction between the past as a socichistorical process and the past as what we say
about it. 108

W. Fitzhugh Brundage has pointed out that in no other region of the United
20E0T Uwil EEWOOOEYE wUOUT wOi wOl OOUVUawET 1 OwoOOUIl wi UOC

out, southern mythologies might not always be conservative. In a review of Flashes of a

7Williamson, Rage 26.
108 Michel -Rolph Trouillot, Silencing the Past: Powend the Production of HistoryBoston: Beacon Press, 1995).

42



Southern Spirit a 2011 volume of essays edited by historian Charles Reagan Wilson,

Brundage refersUQwUT 1 wx EUI OUOCA wOPEI UEOwWOaUT wOl wUT T w? EE
and white southerners believed the region had undergone during the 1970s. This

UUEOQOUI OUOEUDOOWPEUWUT OUTT OwUOwWT EYT wOEET w?xOUUP

2w Eisdh iHisBnéih was\Wshafel thinking, but it had traction

Qu

OEUDPOO

nonetheless.
No doubt, the myth of the blossoming new chapter in southern race relations

beginning in the 1970s to some degree informs my own interpretation of the

photographic practice of Eggleston, Greiner, and Imes. Even if it was only a myth, it

0001 UT1 Ol UUwl OEOUUET | EWEOEEOWEOEwWPT PUI WwEUUDUUU
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present for unprecedented experiml O U U wd O w E P AstpieEoksty heh@odied,
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Jimmy Carter, which, according to Wilson, signaled a major change in the nationwide

x1T UET xUDPOOwWOI wlT 1 wBG urade dfune Sduth as e plagelbbcivil w huN

rights conflict gave way to the more favorable image of a land of charming

1 EEl OUUPEDPUDPI UO? whUDPUI Uw! UUOEET Ho@nusmericanO1 EUEOUu

106 5 w%DUAT UT T w! UUOEET T Ow? %OEUT I UwoOil wEw26U0T i1 UOw2xpUDPUO w, |
Church History, vol. 81, no. 3 (September 2012): 73332.
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photographers | discuss here sometimes depict their South as an almost spiritual world
of ethereal color, a place of warm and jewel-bright light beckoning people of all races. 111

But as | have already suggested, depictions of the Southby Eggleston, Greiner,
and Imes were not always so uncomplicated, wholesome, or cliché. When he brought
Eggleston to visit with his students at Yale University in 1976, historian and folklorist
6 DOOPEOWW UUPUWOOUDPET Ewl Ob wUtd distarb HethOT UExT 1 Uz Uw
$TTO01VUUOOZUWI DOOUWET RHOBUT EwxT OWO s, Dbk UwdOwmob
?YEUDPDOUUWUUEUI UG EUUDOT weH O BuxEEIE EQI®ILawsd | 1 uudBXEGED
photographs from 6 POOPEOwS$ T 1 @rid thé&)No®1a éxhikstithEi&pict seemingly
contradictory scenes of decaying southern interiors on the one hand and new Sunbelt
suburbia on the other. More bizarrely, they show nightmarish red rooms featuring nude
men and nonsensical graffiti (figure 6)8 w%l UUPUwbUDPUI Uow?, awUUOUET OUU
distUUET EwEaws$T 1 Ol UUOOzUwxT OUOT UExT UWEOEwWI POOUB w

different from the scenes of rural southern life photographed by Walker Evans and

o T EYUOl Uwll ET EOWaBOEGG dDWEUEUOT Uwill ET E O @EtkricpedadiuE OE we D OC
Southern Culturg(Chapel Hill: University of North Carolina Press, 1989), 1129.

111 As Jacquelyn Dowd Hall points out, the ability of the civil rights movement to rally participants, defeat

1 01 OPI UWEOEW?EUI EOQwOT UOUT T wOi 1 wi O woOi wlOi 1T w" OOEwW6 EVWEEODI w
EOEEOQWET UUET 82 w20U00T 1 UOWEDPYPOwWUDPT 1 OUWEEUDPYPUUUWEUI PpwUx00
20011 UPOUOGEGa wUIT Ob isibrntvfitie maverheht gavddlievers thdcBuayebto engage history
EVWEOWOO!T OPOT wx UOET UUwWOIi wUil EOOUUUVUUVEUPOOOWOOwHRIOwI YI UaOil
1251.
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was murdered. Three committed suicide. They were kind of headed that way, |
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The nude man in the red room photograph (discussed in chapter one) was T.C.
I OUDPOT OWEWET OUPUUVwi UOOw&UI 1 OPOOEOW, PUUPUUDxXxxDB
DPEOOPEWDPOET | UOwb E U wOBHoHIfihgly BY 6 ivds mardetediz UwU OO 6
his house ¢ according to Eggleston, someone hit him in the head with an ax and set the
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dentist lives his last days. A tricycle is monumental but also ominous, and a Confederate

112\Villiam Ferris, The Storied Southl92.

113William Ferris, The Storied Sath, 196.

14 William Ferris, The Storied SouthL76.

us, pET ETI Ow OOI Ul a EEOw? 6 b O ObePéris Revievl@dvembed o200 U w- Ob 072 w
http://www.theparisreview.org/blog/2010/11/16/william -eggleston-for-now/

116 The Colourful Mr Egglestordocumentary, British Broadcasting Corporation, 2009.
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photography and film capture the edgy underbelly of the contemporary American
20007 6w T wxUUTT UwlOUwOOwUT 1 wEOOOUOWOEOBUEExIT OwE
This dissertation is about how Eggleston, Greiner, and Imes use color to reinterpret
violence, danger, threat, and beauty in the South. Made in the post-civil rights
movement era, the frequent absence of people and attentive focus on the emptied
southern landscape almost seem to suggest the horrors of the southen past by the
inclusion of crime -scenelike detaiO Uwpi BT UUT wA A6 w UwW&UEET w' EOI wUE
threat in the world of these three photographers is not so overt as photographs of Ku
Klux Klan members and lynchings.

| argue that the work of allthreel B x OOPUI EWEOOOUZzZ UWEEDPODPUawWUO
E U U U &Gteider uses Photoshop to pump up the color in his prints, while Imes
overexposed color and black-and-white negative film to decrease the grain and achieve

a high degree of saturation. Egglestonused the expensive and richly toned dye transfer

processi2 UwOOl wuUl YPI Pl UwOOUI EQwl BRxT OUPYI wEal wOUEO

117 Grace Elizabeth Hale,? $1 1T O1 U U O Owpth/soati@ibdpicesorg/2013/egglestonssouth-always-
color.
118 Ferris, 192.
119 Mitch Epstein, Work (Gottingen: Steidl, 2008):14.
209 (wi EY] WEWOEE w0 O B wEHDIOwDWHE wil DUOOUBEIOWEOE wi 0000OUDPUIT w6
time. Otherwise, it would take all my time just to print. | would have no free time to take pictures. When |
am not working with photography, | play the piano. | take it easy. And Iwor Ua 6 » w6 D O OTE Sariédi UUDUOw
South 194.
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tones and sharpest definition obtainable in color. Even though the pictures are enlarged
16 times from 35mm transparencies they have a clarity that can make a dirty pickup
AAAAA I JOwRthgs@ O U U wUT T wx E x|
photographers have created compositions of blood and bloodlessness that evince a
canny form of color consciousness. They use cobr to achieve an emotional, sometimes
even spiritual register.

$17 17101 UUOOWEOEwW&&UI POI Uwi EYT wxT OUOT UExT UwOT E
whiteness or the absence of color, an aesthetic but also social and cultural issue in the
U.S. (figure 9). How is the meaning of such a photograph affected by its titular
connection to Memphis, Sumner, MS,or New Orleans? Thirties progressives, according
UOw2EO0OGa w20l POOwWUOOI UPOI UwlUUT EwUOT T w0l UOW?EOOOU
EUOUUUE OwE b Yirhel dtin® they usadie @ddd colorful to discredit ?the fetish
of racial purity ? EUWE w? OOUEDPE OQwE O BHWUDEEGOUOE®T Wid® 606 » w/ |
POwUl PUwxi UPOEWEOUOWOEEEUDPOOEOOGAWOEET wUOUIT wOi wl
EOQOUOEWET wgUT Ul EwOT EQws$T 1T Ol UUOOWEOEwW&UI POT Uz UwWE

colorless color photographs, make similar statements about attitudes toward color in the

21937 ] w" OO0O0OOx OEE|T wbFhategph Yehr 107 RN YOrk ime -Life Books, 1976),

56.

122 EQOGa w201 pPOOW?31T 1 wii 1 UOUPEwWOT wlUIl T w" 00OUT UOWEOEe Ul 1T w" 000
1T 0pT 1 OQwUT T weEUUOW5 O0UOT w( wEBEwW( (» wep/ T #WEDPUUSOWSEO]I wa ODY
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South.

In an interview following a 2008 Eggleston retrospective at the Whithey Museum
Ofl w Ol UPEEOw UUOWEUUEUOUwW$ OPUEEIT UT w2UUUOEOQWUED
Julian Bond had visited the Eggleston] 3T PEPUDP OO w? ( wbhPDUT w( wi O0wdOU
one that really touched me. Over the weekend somebody | know called me and said she
had been following Julian Bond around the exhibition. And that really said something to
Ol & OWEOwlI OEPOwWUOwWO! OQwi 60006O6UPUTwW! POOWI UUPUOuU
EOQUEUwWUT EQw! POOwWs$1T 1 Ol UUOOZzUwxT OUOT UExT UwUI UOOE
way. | think Julian probably responded to the intense color and sense of place that Bill
EExUUUI UwbOwi PUwbPOUOOWUEUT I UwNdn&hdless] OQOBDEBE OWE T
presence at the Eggleston exhibition furnishes a convenient metaphor for the connection
between the aesthetic andsocial ramifications of color. The power of all three artists ¢
Eggleston, Imes, and Greinert lies in part in their ability to unite t hese ramifications in a
way that speaks to the conditions of the contemporary U.S. South. Although Peter
Schjeldahl quipped that Eggleston is an aesthete, not a propagandist, Schjeldahl
OO0O01 UT1 Ol UUWEOOET El EwUTl ECwU0T 1 w?1 6GBEDGOEQUWODBEE

loathing, unblinking in the face of one scandalously uncongenial otherness after

123The Village Voic@ w? 2 OUOE wOi wlOi T w" pUaw! OO1T O» w#i EiI OET UwhWwWOwl! YY Wwsd
124 Email from William Ferris to the author, June 27, 2013.
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the postwar suburban landscape ¢ the shopping centers, strip malls, and tract houses. It
PUwOOUWUOwWPOXxOEUUDPEOT wUI EQws$T T Ol UUOOZUWEOBOUIT Ox

state of Mississippi was notorious for.

New Topographics
Each of the three chapters in this dissertationt although attempting to grapple
withthe UDOT wx1 UPOEUWOI wUOT T whNAY UO utrpMaliafdur@wE OE whuNNY
recurrent themes. These include racial relations, rural vs. urban relations, and
representations of the U.S. South as a cultural entity. Suburbanization, sprawl, and the
Sunbelt phenomenon of economic development brought the artists of this region into
greater physical and cultural contact with other parts of the country, such as New York
and Boston. The careers of artists like Christenberry, Eggleston, Imes, and Greiner were,
to varying degrees, intertwined with the northern/New Y ork/Washington
D.C./California art world. 126 The postindustrial economic boom of the Sunbelt has a dark

side, not the least of which is its effect on the environment and climate change, as well as

1252 Ef Ni OEET OOw? +OEEOw" 6OOUO» w
http://www.newyorker.com/arts/critics/artworld/2008/11/17/081117craw_artworld_schjeldahl

12606OUwi REOXx Ol OQw( 61 UwbUOUT wli 1 wi 000 Ohadkd foy@d U1 wU Ow) 61 Ow
POUT Ul UOWEDBEWUUx x OU0wOI widftenson; SO folltDXVT0D Owi%wd®4 Wa Ofiz QU kIl VI Uw
way; Best wishes, Birney Imes2 2 A EUOOPUODwx UUET EUT EwUT YT UEOQwWOT w( 01 VWwEDOE w&
permanent collection.

49



its exploitation of relaxed labor laws in the South. A critique of heedless commercial and
suburban development is perhaps latent in the work of Eggleston and Imes, but in
chapter three, | read an environmentalist critique more aggressively into the work of
Greiner, who relocated to Baton Rouge from his New Orleans home after Hurricane
*EUUDPOEwWi OUwi bUwi EOPOazUwWUEIT Uasd
As Charles Reagan Wilson has pointed out, in the context of the South, the term
201 OUI wOl wxOEET » wbOxOP1 UwE O wo Lehafivd enknedilcdd oD 1 Ua 6 ww
UT 1 wOOUDOOWOT woi Il xbOT w I UPEEOw Ol UPEEOUW?DOwUT
used to describe the relationship between southerners and their local communities,
EOOOT wUT 1 PUwi EOPOPT UOWE OE wb O udcuie$ehéebiplaeasadUUT 1 U
result of their dramatic and traumatic history and their rural isolation on the land for
T 1 Ol UE®WDHS teréstin place evident in the work of Eggleston, Imes, and Greiner
is also present in the work of the New Topographics photographers, whose work
1 Ol UT T EWEUWEOQW?1 Ux] EPEOCOCaAawWEOT 1 UDPYI wpEOEWUI OEUO

EOEWUOEDEOWEOOEI UOUO? wubOWEWOEOEOEUOWhNA kwl BT DE

POUOUWOI I 1 Ul EOWEEEOUEDOT udin@il EXPUENEGHEU ! Q% B DudPDEOGT

2 T EUOT Uwll ET EOQw6DOUOOOW?/ OEEI Qw21 OUl woi 02 aedw" 1 EVUOI Vw1l
Encydopedia of Southern Cultur@hapel Hill: University of North Carolina Press, 1989), 1137-1138.
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Uil 1T UDEwl OO0OUWOI wl R x®¥IThe Lt Q@ it th® Ua OWE OE wET EU
conventionally picturesque in the work of Eggleston, Imes, and Greiner is historically
tied to the work of the New Topographics photographers (figure 10).

Indeed, in the mid -1970s, the picturesque landscapes of Ansel Adams and color
photogr aphs filling the pages of National Geographibad to some extent fallen out of
fashion in contemporary art photography. New Yorkercritic Janet Malcolm sneered in
RUNAKWEUWSEPEUEWG6]T UUOOZUWOEUT wxl UPOEwWxT OUOT UEXT
Sierra” OUEw11 EOPUOS?» w31 PUWOEOOT UwlOi wxT OUOT UEXxT BDOI
TUIEOI Uwli T T OUwWOI wEUUOI UUOTI UUOwWEa w6l U0w" OEU0 W
Ul xUI Ul OUUWEwWUIT YI UUPOOwWwUOwI EUCawxT OUOT UExT awu
Ol E b U¥dNew Yok Timesphotography critic Gene Thornton distinguished between
UT1T w?0l P2 uEOOOUwWxT OUOT UExT AwWEQGEWUT 1T w? OOEO0? wbOuw

?EI Ol EUEUI EwOT 1 we OOET UUwWOT wlUT 1 weDOET UOI UUw4 OU x

128 Kevin Moore, Starburst: Color Photography in America 197080(Hatje Cantz, Cincinnati Museum of Art,

2010). Moore has insightfully observed thatitwas not NOUU O wUOT 1T wEOOOU WOl wsT 1 O1 U0OOZz Uwxi
ExxEUIl OUWEOEDT UOUUOI UVUWEOGEWPOEDI 11 Ul OET woOi wi PUwxOUOUUT wl
to declare a clear attitude toward Southern contemporary life or his own revealed a palpable apathy, a sense

of decadence that shocked many northerners when the work was shown& ?

129 Britt Salvesen, Allison Nordstrom, New Topographics: Robert Adams, Lewis Baltz, Bernd and Hilla Becher, Joe

Deal, Frank Gohlke, Nicholas Nixon, John Schott, Stephen Shore, Wessel, Ji(Tuscon, Az: Center for

Creative Photography, University of Arizona, 2010).

130) EQl Ow, ECEOGOOOW? ! 000 INewdieiiNoveimbet18,11978: 2291 UU 02 w
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in the pages of Life and still does appear in Sierra Club publications. It is Ansel Adams

DPOWEOOOUGE3T 1T wOl PWEOOOUWxT OUOT UExT a0owOOwll 1T woU

Museum of Modern Art, and the smartest East Side and SoHo galleries. It is picture

postcards and snapshots and various kinds of commercial photography seasoned with

6 EOCOI Uw$S YEOQOUWEOGEwW UT IMMYwWEOGEWUOUUOI EwbOUOW UUG =
In her assessment of the 1975 New Topographicexhibition, Salvesen points out

that attention to the mundane elements of the landscape had been articulated within the

field of cultural landscape studies since the 1950s. John Brinckerhoff Jackson founded

the journal Landscapé 1951, expanding the definition of ?landscape? to include what

had previously been ignored. Jackson suggested that readers try to recognie the origins,

utility, and appeal of parking lots, motels, mobile homes, gas stations, and billboards.

He contended that it was parochial to dismiss these elements of the landscape as

beneath scholarly notice 132 Such an attitude was embraced by Egglestonand Greiner in

their artistic practice. In the 1970s, the new scholars of cultural landscape studies

guestioned the idealization of the American small town, focusing instead on the inner

cities and suburbs of their own day. Photographers similarly wentto UT 1 Ul w? El EPEI E O

131Gene Thornton, Y/ T OUOT UExT aws5 Dl pow3i 1 we OOET UUwOI wetteROw2 x UEPOO?

/ T 0001 UE doaRnshuMimé&iaan Color Photography from Stieglitz to Sherriviilwaukee: Milwaukee
Museum of Art, 2013), 1.
132 Salvesen, 20.

52



UOxDPEUUUI UGUI wx OEET UwitdU wlOl PwODOEUWOI wUUUYIT aus
) OT Ow24EUOOPUOPOwWPDUT wi PUwbOUIT Ul U0wPOwWUOUI |

#OEUOI OUEUDEOU?» w#PEOIl w UEUUOwW&EUUaweDOOT UEGEOW

play in this turn away from the traditional picturesque in photography. The MoMA

curator was Director of Photography at the Museum of Modern Art from 1962 -1991 and

his choices and vision deeply influenced the careers of all three photographers | discuss

in this dissertation. 134 His cur atorial program also influenced the New Topographics

photographers, as he helped sustain the prominence of Walker Evans in the late 1960s

and early 1970s, Salvesen points out. This gave artists ample opportunity to learn from

$YEOUZUWBNE®a@! 60buE uPEUwW? EUPUx? WEOEwW? 1 OEUO? WEE

$O0OPAEEI Ul w EOI OWEOGEWI | wPEUW?EPUI EVWEOEwWI UEOOWE

UT EQw?pPOUOI EWEUWEOWPET OOOT a» wEQEwW?UUUDxx1 Ewl DO

Hale writes. This style dov etailed withamid -Up1 OUP1 UT wEI OUUUawWwEUOwb OUC

break with the studied artifice of earlier art photography and the Romantic lands capes

of Ansel Adams and others? (figure 11).135

The work of Eggleston, Imes, and Greiner is part of a vernacular, sraight

133 Salvesen, 21.

134 Katherine Bussard points out that New York and the Museum of Modern Art have historically had the
most concentrated and consistent embrace of the photographic medium, even if other major institutions,
such as the Art Institute of Chicago and the George Eastman House, regularly mounted photographic
exhibitions. Bussard, 6-7.

BHale, ?$ T T O Wuw2X@stipi//<outhernspaces.org/2013/egglestonssouth-always-color.
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aesthetic that owed much to the examples of Walker Evans and Henri Cartier-Bresson.

?P$YEOUOWOI wedbUUUI OwPUWEOwWDHOI OUI OEI O2 wsiT 1 01 UUOO
OPOI wi PUSdw( UwPUwbOx OUUDPEOT wi O Uiwd@uwEd wpidli @Il OEd
Uil i 01 EUPOOwWUOwW»l UUPUWUT ECOwW?UOO0! woOi wOawpbpOUOGEI
wires, or the way unplanned architecture comes about, like a grocery store nobody
Ul EOCawEd UDPT O1 EG 2

$TTO01UUOOOW( Ol UOWEOQE w& QIODOT wwii # WROE wWOwUT 1 u
30x0OT UExT DPEU> WE x x UOE Erfomantidized, hltériative, Starkk orD O1 wU O
201 Oa» wOEOEUEExI UBw?, awbhOUOWPUWEEOUUWOT T w-1 Pw2
are a lot of new buildings down there and new roads. There are not many people down
there. A lot of them have left. That is about the way it is as far as | can see today. There
are a few big cities down there that have industrial complexes around them, but there is
OO0 wUI E OO0 a wob ¥ hrespbotbgrapbeld ndstly éhterior spaces for which a vast
visual archive was lacking, while Greiner photographed strip malls and parking lots,
run-down movie theaters, and suburban developments.

The apparent erasure of history in photographs of the suburban South is

consistent with what historian Matthew Lassiter describes as the refusal among many

136 Ferris, Eggleston, 192193.
137 Ferris, The Storied Southl94.
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parents of the suburban South to acknowledge the public policies that created and
reinforced profound patterns of residential segregation. | will argue that, despite the
appearance at times ofambiguity and apathy in some of this work, race and history

T UUx U8 w3 OwOEOI wUT PUWEOEPOOwW( whPPOOwWUI OawlUxOO0wodD
that the gothic is not an escapist form but is intensely engaged with historical
concernsi38]| will demonstra te how these photographs, like the American gothi c, are
haunted by race, even whenempty of people and depicting so -called mundane subject
matter. The photographs often burst with color t bloody reds, sickly greens, and neon
blues. This super-saturation of hue is audacious, kitschy, and sometimes grotesque. The
resultant color work seems to confront, rather than merely aestheticize or repress, the
issue of race in the New South. The subtle maneuver of using bold and bloody color to
navigate the New South enabled these photographs to communicate about this terrain in
a meaningful way after the heyday of black -and-white photojournalistic expression and
the iconic moments of the civil rights movement. As historian Grace Elizabeth Hale so

Ex UOa wx Uk PasidlaLE?I B Qw0 O Y 1 @vedtbeucan®adictibng lacked

138 Teresa Goddu, Gothic America: Narrative, History, and NatiaiNew York: Columbia University Press, 1997)
2.
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2. William Eggleston

This chapter will examine the critica | reception, political climate, and financial

circumstances surrounding the Memphis, TN-EEUI EwxT OUOT UExT 1 Uw6 DOODE (

PES Nt NAWEOOOUwWxT OUOT UExT awl BT PEPUDPOOOW?/ 1 O6UOIT

Museum of Modern Art (MoMA) in 1976. Many criti cs at the time said the show was the

first endorsement of color photography by the institution, but color photographs had
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had exhibited color and black-and-bT DUT wx T OUOT UExT UwbOw?11 ETl OUw ¢

(@]

EQEWPOWEwWUT ObPwlOil w?2kYwxi OUOT U R XhHatBameé pearkthewx I OUOT U

UUI OOwOx1 Ol EwWEOw$ UOUU W' EE Ul U 8&theudditiz B0 Ew? " OOOU

(@)
(@}

1, 001 UOwO! w, OET UOw U0w/ Ul UUw1i O EUI Ow?, UUTI UOwWOI w, OET UOw U
March 4, 1943. The press release described PdrtUz Uwb OUOUWEUWE w? Ul OEUOEEO] wUIl UPIT Uw
birds. By remote control he has been able to catch the movement and activity of birds in and around their

OT U0UB0T T w, UUIT U O wbedeh 6f e dolbrHlastlighis &nd aleven in black and whD U1 6 2 x § wl 8 w

, UUT UOwOi w, OET UOw UU0wxUIl U0wUIT O EUI Ow?, UUT U0z Uw%PUUUwWS$RT B
, EAawhywOi UOUT T w) UOT wl kO?» w, EAwWwKOwWhNKkYOwx8hhdw/ T OUOT UExT UDwE
Robert Capa, Henri Cartier-Bresson, LouiseDahl-Wolfe, Walker Evans, Elliott Erwitt, Paul Outerbridge,

Russell Lee, and Paul Strand were included among the 85 photographers featured in the show. Kevin

, OO0UT OwhWd w? #1 UxPUT w201 PET T Oz UwxUOT Ul UUDYI wEkdEhate DOUI T UEU
PEUWEOOOOOOA WET OPI YT EOWEOOOUWPEUWEWEOOOTI UEPEOWEOEWEOEU]T U
2Museum of Modern Art press release, December 21, 1960; Museum of Modern Art Press release, April 1,

NG T w3l 1 whuNt | wxUl U0wUl 61 EphdtagrapbyEinibiatkand ivEitdan® col&r @re O U Uwx | EUT U
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1 OUI UPOT WEUIT EUDPYIT wxTOUOT UExT awbPOwWEWEDT whEad-»
Nonetheless, the medium was slow to be accepted unequivocally as an art form
within the high art photog raphy community. In the late 1960s and early 1970s, it was
difficult and even health -l EAEUEOUU WU OWOEOT wOOI zUwWwOPOWEOOOU wx
EOOwWOl wiOT T wxi O6xO01 wbOw- 8" wOEODOT wUI I PUWOPOWEOOO
whose weekly column on phoUOT UExT aOw? +EUI OUw( OEIVilage wb EUwx UE
VoiceEUUDOT wUT 1T whuNA Y U8 w? 3 hsll rddaltu@dletdnvethlled.] T wOi wUT 1 O«
2, UUUEaw OEOUUI UOw# OUOUIT I BEsuvtaniy pHstagiaphert déseu” T EUOIT U
black and white, according to Coleman, because it was a more forgiving process, less

dangerous, the prints could be controlled and nuanced in the darkroom, and there was a

PPDEI wYEUDPI Uawli wxExI UUWEYEDOEEOI Ow?i OEEODPOT wUI

Qu
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When they worked in color, most photographers had their work printed by
someone else and even then, the options were few and expensive, with less than

desirable results. However, William Eggleston found a process that was quite apart

from these underwhelming options. Lush, b eautiful, and expensive, dye transfer was his

4A.D. Coleman, email to author, April 2012.
5 |bid.
6 |bid.
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method of choice for exhibition printing 7$ 1T T O1 U U OGRGEPUEWE zi Ok UBDOU U Wi B
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Yale University in 1976.8 Through this process, the saturation of color could be tightly
controlled, as in painting, and the results were astonishingly rich. °
Visceral and lush photographic color takes on gothic and horrific associations in
the hands of Eggleston, a white southerner, in the New York art world of the post -civil
rights movement, post-Vietham 1970s. An example of such horrific color is one of

$17 1 Ol UU &bogvilinodgés hbl untitled photograph that appeared in the 1976

IS

&~
O
c

exhibition. It was allegedly made inaroom E1 OOOT POT wUOOwWOOI wod

7In a 2012 email to the author, James Browning, a contemporary photographer who uses the dye transfer

method, said that in the 1970s, a dye print might have cost several hundred dollars. The process has always

been expensive due to the large amount of labor involved as well as the materials. Type C prints in the mid -
RUNAYUwUOEUOT EwOOWET woOi wi T T wgUEOPUAOWEUOwxUPOUwWOOWOT EQwO
Kodak discontinued dy e transfer in the mid-1990s. Cibachrome is a fairly difficult medium to use well, but

is still much less expensive than dye transfer, said Browning. Many people did make their own DT

prints rather than sending out to a lab, the original cost of which could vary from fairly basic and

inexpensive. The main impediment, he said, is the skill level needed to produce a good dye transfer print.

Still, there were a few fine art photographers who did it themselves, including Eliott Porter and Charles

Cramer, he saidd w? ( wOT DOOwl YI Ua OO0! whT Owli EVwUT 1 OwEw#3wxUPOUWEOOHOIT
POUOCEwWI POEWOT T w#3wOOWE]I wOUET wET OUI UwOOOOPOT wpEUUUOGPOT wbUO
8 Southern Folklife Collection, FT ¢ 10204 LC, Southern Folklife Collection, William R. Ferris Collection

11-10-1976

° wUi UDPT Uwoi w$dcdleQdiglialnty@entprin® Budtioried for $5.9 mill ion in March 2012:

Memphis Commercial Appedl, UEUD OO WOl w6 POOPEOwWS$1T 1 01 U0OOwW6 OUOUw-1 0Uw3 k3
ChrivUP1 zUWEUEUDPOOwal UUI UEEawUT EOwPEUWPOUT OET EwOOwI RxEOEwWU
broader range of contemporary art collectors, 36 recent prints by the photographer brought in a total of

$5,903,250. It was the first time Eggleston creatd digital pigment prints, a departure from the dye -transfer

process he has used since the 1970s, which offered Eggleston a deep color saturation that became a defining
EOUEODPOT wUT 1T wxUl YDPOUUWEUEUPOOWUI EOQUE Wi OUwU FEvewlEaigdd DU 0w Ol w3
/ BT 01 GUw/ UPOUU WS E U O wPkoboistricEONVMEGuE 20aR). UEUD OO0~ w
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dentist with large sexual appetites or at least a sense of humorle( Ow$ 1 1T O1 UUOOz Uw

photograph, red paint on the wall of this room appears as thick as shellac with a tacky

sheen where the light hits (figure 12). The supersaturated room calls to mind the waves

Of WEOOOEWUT EVwUxOEUT T EwUOT UOUT T wlOT 1 witTedOU wodi w. Y

ShininggprluN WY A8 w81 DwUOOPOI wUOT ECWUOEOOUUOOOEEOT wli il al

"1 DOPOT 2 wbUwUDT loddlQaéinui&reds BeBoxcenBOwith thrae(whitd links

spreading diagonally into the far corners. To say the diagonal lines mimic the crisscross

of the Confederate flag is not a stretch. Indeed, Szarkowski claimed that Eggleston said

he based his compositions on this controversial symbol of the Old South. 1 Given this

comment, which was repeated in the exhibition catalogue for the 1976 show, the red

ceiling photograph is an uncomfortable fusion of symbols t the Confederate flag, a

blood-red room, and uninhib ited sexuality. The extent and nature of this sexuality is left

OOwUT 1T wYPl P11 Uz UwbOET POEUPOOOWUDOET wlUI 1 wEEUDOOW
$TTO01UUOOZUwWxT OUOT UExT UWEOEwWUT OUT woi wlOi T wol

study demonstrate color consciousnesst an awareness of the emotional shock of color,

its visceral quality, surrealism, and socio-political dimensions. As curator of the

Eggleston exhibit, John Szarkowski sought to control but also to exploit the shock of

10 Sexuality is hinted at in the lower right hand corner of the image. Here we glimpse the top of a poster
depicting sexual positions
11 John Szarkowski,6 DOODE Ow$ T T (Dardbtldge€) WAL WIET PR4511976).
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color in the 1976 exhibitiO O 86 w2 AEUOOPUOP wWOOI pwUT EVOw$T 1 01 UUOO7
negatives made betweenthe late 1960sand 1974) would garner critical attention. The
MoMA photo department director fanned the flames by boldly declaring that
$17 1 Ol UUO Oz bwasitbhel moghduaesstubidhe history of art photography , the
efforts of photographers Haas, Porter, and Helen Levitt nonwithstanding. 2 It was
UOEI UUUEOEEEOI wUT 1T UI T OUI wUT EVwUOOT wEUDUPEUWI UU
first major exhibit of photographs in color .13 The 112page exhibition catalogue, titled
6 DOOPEOQOWS T T Qvad)ddté Aliz their&t thenBgraph the museum published for a
color photographer.
Through a publicity campaign involving MoMA and the camera company
Ponder & Best/Vivitar, Inc., do zens of media representatives, including those for The

New York TimesPopular PhotographyThe Village VoiceThe New YorkerThe New York Post

Newsday Art in America, Studio International, Modern Photograpmfterimage, Camera 35,

12The first exhibition of color photography at the Museum was of photographs by Ernest Haas, in 1962. This

exhibition had been proposed+1 PUT 1 UwEa W& UEET w, Eal UwOUWEAwW24EUOOPUODZ Uwx
24EUOOPUOPDWEXxxUOY]I EwWDUOWEGEwWPUwWPEUWOOUOUI zEGuH GXAM@EWE U1 U
T EQEUOOI Owi YI OwbOYI OUPYI 02 WUEPEW24EUOOPUOPOW?PEVUUWPEVUWEIT E
very indebted to painterly traditions. Levitt and Shore, and Sternfeld ¢ he a little later, | think ¢ did superb

Szarkowski to the author, February 22, 2007.

B pOUOOW* UEOGT UOw? UU O uNd¥otk Dionegday 28] 1076w Bid réyievidadtheushow,

Kramer said the public ation of a catalogue was evidence that Szarkowski wanted to emphasize the historical

POxOUU WOl wOi T wUTl OP3w( OwUIl UxOOUT wOOwWw24aEUOOPUODPZUWET UEUDXU

Szarkowski and many like-OD OET EWEOOOOPUUT UUUwWOT wEOGOUI OxOUEUawxi OUOI UE
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Rolling Stone, Inteview, Smithsonian, Esquire, Interview, The Atlantic Monthind
Mademoisellavere notified of the May 25 + August 1, 1976 exhibition. Ponder &
Best/Vivitar supplied $500 for the opening cocktail reception and $15,000 for the
exhibition and publication of the Guide
In his essay for the catalogue, Szarkowski declared that all prior color work had
EIT T Ow?xUl UPOI 2 wEQEWUT EQw$TT Ol UUOOZzUwxT OUOT UEXT
declarations, penned as they were by a careful and considered writer, seem desfned to
x UOYOOl 6w OEwxUOYOO! wUI | awEPEWEUWEEEOOXxEODOI OC
color depictions of Old South decadence and New South suburbitopia. As Eggleston
UOOEwYDPI Pl UUWEUWSEOT wadbYI UUPUAwWDOwWhNAL Ow?2U0T1 PU
EUPOEDOT UWEOPOWUIT T Ul Owdil PWUOBEEUOWOOUWOEOGa wll puw
I E Y1 uwThel shb@ was the talk of the art world in the spring, summer, and fall of
1976, eliciting critical responses from dozens of publications in the U.S. and abroad.
Even as he panned the show,New York Timegritic Hilton Kramer admitted that it had to
be seen to be believed?

Some critics dismissed Eggleston as a manufactured star and Szarkowski as an

1 Ox1 UOUwPDPUT wOOWEOOUT 1 UOwPkIT DOI wkadl® éndl hesltfd, EOOT E w$

14 Southern Folklife Collection, FT ¢ 10204 LC, Southern Folklife Collection, William R. Ferris Collection , 11-
10-1976.
B5* UEOI UOw?/ 1T 6000w2i1 6pUG»
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the images poetic and elegiac. A July 1976 arts report inMademoisellelescribed color

xT OUOT UExT AwWEUwW?2U0T 1 wOl PWEUEAT wE §é&aGoldwillibnty DO U U wx 1

$171 01 UUOOWEUWUT I wOEOwWUOwP E U E irmdetic'stdiesus? larilE | x UD YT O

EQEwi UPI OEUOwWOI PTTEOUT OOEwWUUUI 1 UUOWUDPET WUOBEEUO

SEOOET EUET Pl w" OUOUAWEUI E6UxPOWEwWxUDPYEUd wUEOI wE
Because6 POODPEQwS$ 1T 1T érid the) 10 T VoMASekhibifidn were

collaborations between Eggleston and Szarkowski (himself a photographer), this chapter

PDOOWEOOUPE]I Uw24aEUOOPUODPZUWUOO!I WEUWEDUI ECOUWOI

I DPUwl i I OUOUWUOWOEUEPOwI UOEDOT wi OUuatimdotuUT OPEEUD

economic crisis for the museum and the nation. As A.D. Coleman has observed,

guestions emerge when the editing process is turned over to someone else, as it was, at

least partially, for the Eggleston exhibition. 17 Eggleston said in a recorded corversation

with Yale students from November 1976 that he had a smaller part than Szarkowski in

the editing process of the Guide®2 a EUOOPUODP 7z UWE OO OIT O (Agert®de® wE whuNt A

Ul YT EQOwlI DPUWET OPI i wUT EVOwWPDPUT wUOT 1T woOdUT Uwodi wuUi 1 w

16 Martine Latour, Show Biz, Arts, Etc. Mademoisell¢July 1976).

7 d#6w" OO0 OEOOW? 6 bOODE O Qrpdtivie Odmerdn® @prit\viay 19N NI O2 w

18 Southern Folklife Collection, FT ¢ 10204 LC, Southern Folklife Collection, William R. Ferris Collection

11-101976.2 317 1 wl UPET wPDUwWEwWT Ul EQwxi UET O0wOi wEil OPET VUwEaw) O OOwWE
Ol wOT 1 Ul OWEOUOwWI OUwi RT PEPUPOOOwWxUONI EUPOT wUOPET UwOOWE WED
61 UOPOuwwv%nmdakwE U0w( wEEOQw, EOT w$Rx1T UDOI OUUOWildws OPUEET U1 w2
EgglestonDemocratic CamerdPhotographs and Video, 198008(New Haven and London: Whitney Museum

of American Art and Yale University Press, 2008), footnote 43.
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ability to shoot more negatives faster, the editor had assumed a greater role in defining
the meaning of mass media photographs® Although he was not referring to a fine arts
OUUI UOWEUUEUOUZUwWUOOI Ow2aEUOOPUODZ Uedligg0 Ol OUU wWE
in magazines and newspapers prompt some questions in my mind. To what degree
Pl Ul wOT T wOl EOPOT UwlUT EVWEUVEDI OET UwWET UBYI Ewi UOOW
exhibition catalogue6 POODE Ow$ 1 T Orbughd dxidrrtié r&cesd & kditing and
selecting# DEwUT OUT wOi EOPOT UwUUPEOQwWDOLOwWUT 1T wl OBUUDPOT wE
work or did audiences reject those meanings and ascribe new ones? How does
$17 1T O UUOIielfYaain  todform to or undermine the narrative that framed it in
the 1976 exhibition?
What can we say about the selection of images for the 1976 exhibition at MOMA?
For one thing, all of the images were made in the Deep South, mostly in the Mississippi

Delta region. But by the time of his 1976 exhibition, Eggleston was no yokel. He was,

rather, a cosmopolitan artist who had traveled cross country with the likes of curator

199 31 | atwgrépher who once shot twelve negatives in a day may now shoot thirty -six times that number.

This freedom and flexibility of response has produced many magnificent and starling images beyond the

read of the deliberate procedures of the large cameraphotd UEx T 1 U8 w( Uwi EVWEOQUOWEDOUUIT EwU
UOOT wbOwEIT I POPOT wli 1 wOl EOPOT wUUOUazUwlOl EODOT WEOEWDOEUI EU
OUET woOil wUT 1 WEUPUPEEOWEUUET Owli R@ENBDOWRO@DIOwW?i/ IMaEIO0 WETx U B xuiE
MeE b By@rure13 (1967).

20" 01 OEOOwW?6POOPEBWST T O1 UUOOO? whK
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6EUT OO0z Ui EEUOUEBXxT T UUWUUET wEUwWEZ+11 ¢wnUDI EOEOE

/| ExETT OUTT OWEOQGEwW2U0U1 xT 1 Qw21 OUI 6 YPUD Udodbys T T O1 UUO

UUBbxUO?» whbUPUI UWEUUEUOUW3T OOEUVUW6IT UOPGwW? OwlT 1 wl

seventies, Eggleston also stayed often and for fairly long times in New York. There he

met Joel Meyerowitz, who had been photographing street scenes since the midsixties

UUDOT wx OEEET UOOI wi b & euheumére, BggBstor adrndd bw O U U &

voluminou s collection of color photographs, many of them from outside the South.

Szarkowski emphasized the connection between the photographer and the

Mississippi/Memphis/Louisiana region through his selection of photographs. He chose

to include some images that hinted at racial content (figure 13) but excluded others.
Szarkowski insisted upon the preeminent importance of form in all the

exhibition images, including those with more explicitly racial overtones. But in addition

to these images, Eggleston made othe photographs that confronted racial issues, and

Szarkowski was likely aware of them, given the process by which he and Eggleston

chose the images for the show and catalogue.The curator said that and Eggleston

worked together, beginning with seven or eigh t carousel trays¢ 560 or more slides??

?+DUUOI wEawODPUUOI whpl whpOUOEwWPPUI wOUUUEOQwWUI T UI Ow

261 UOPOwW? (w" EOz OwndOaO? wNb
22 |_etter to the author from John Szarkowski, February 22, 2007, p. 23.
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after many sessions we got it down to one tray, which | showed many times to various

OUUI UOWEOOOPUUIT UB? wmBek EUOOPUOPWUUEUT Ewi U

I think that | edited the last tray down to about fifty

plates for the book, and sequenced them. | showed the

sequence to Eggleston, and he said fine. | think he liked it

and then came to like it even more as time went by, although

it was of course a severe abridgement of his vision, which --

although constantly shifting ¢ would have required hundreds

of pictures, and probably a theatre with an organ. | never asked

him whether he was happy with the principle of the sequencing,

but I believe that he was.z

Whether or not Eggleston was happy with the selection of images or sequencing,

the briefest of glimpses through his published images from the same general time period
indicate that the photographer made pictures that blata ntly took race as their subject.
Made by a white man from the Mississippi planter aristocracy, these images would
perhaps have provoked even more controversy among 1976 New York audiences. One is
a ground-level close-up of a row of lawn ornaments ¢ stereotypical depictions of wide -
eyed, grinning black men holding partly eaten watermelon and several chickens. The

Another image excluded from the exhibition is a head -on view of an unsmiling

black man buttoning the to p button of a shirt (figure 15). This man could have been one

23 Letter, February 22, 2007, p. 3.
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Of wOT 1 wOPOWEOEEOwWUI UYEOUUWUT EQwPpOUOT EWEUwWST T Ol
blood-red shed entraps him on the right side of the composition, the fence at his back,
two children pose for a camera outside the frame in front of a coastline or waterway
(figure 16). Seemingly unbeknownst to them, Eggleston also takes heir picture from a
hidden location to the side, with the stealth of a sniper, the tight group appearing as
sitting ducks, like so many civil r ights workers murdered throughout the South in the
UNKYUWEOEwst YUB

Sequencing of photo exhibitions was a hotly debated topic in the 1970s. For
I BEOx Ol OWEwhNAIT wUT OPWEUUEUI EwEa w0l T wxT OUOT UEXT
Gallery irritated and annoyed photographers and critics alike. Among its critics was
A.D. Coleman, who reviewed the book version of the show publis hed in 1973. Coleman
PUOUI wUT EVUw6T PUIT wET OUI wUT 1T whpOUOwWUOwWUUxxOUUwWI DU
OT1 Ol OwUT EQwl EET wbhOUOWET EEO] WEWEOT wbOwei1 PUI z Uw
Photographers featured in the exhibit were not able to maintain th eir individual

identity. 2 Minor White was an important figurehead in the 1970s, but some of the

photographers who participated in the exhibition were angry with the way he framed

24 A.D. Coleman, Light Readings1979: 141142. Minor White, Octave of Prayer: An Exhibition onhemgNew
York: Aperture, 1972). Exhibition October 27 - November 26, 1972.
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their work as part of his own narrative about the relationship between photog raphs and
prayer.

Thus, sequencing was a wellknown form of overt manipulation in the 1960s and
1970s. Making a conscious effort to distinguish himself from such precedents,
Szarkowski insisted in a 1978 interview with photographer Jerome Liebling that the
curator should be hands off. As a curator, he claimed, he was a follower, not a leader,
and certainly not a tastemaker capable of shaping aesthetic values through personal
xUIl 11Ul OET 6w?( wbhOUOEOz Uwl EYT wEOa whbtdasl Ul U0 wbOwU
EEOQUUO? w24aEUOOPUOPWUOOEW+DI EOPOT Sw? (i w( wuEPEOZzU
Ol EEIl UOuw( z Ewl OwE E E O uwdn2spieihid vdwedattempt@@did & ExT 1 UJ 2
leadership role, the fact remained that Szarkowski was, by 1976, considered he most
DOi OUI OUPEOQWOEOwWPOwWUT 1 wOl EPUOwWOI weUul EUDYI wxi OC
PPUT wi PUwl ECEwWOOwWUI 1 wUPPUET O~»EEDHOOPR@Dw Wouub U D
judgments seemed to determine either canonization or obscurity for countless aspiring
photographers. According to Callahan, photographer Richard Avedon once referred to
Ul wWEUUEUOUWEUwW?UT | wi PUVUCDWYDET UOa wlOi wxi OUOT UE x

Although Szarkowski was likely given much free reign to follow his own

25) O1T Ow&UUT OOw?31 1 wll EUOOE E 0a waRDrgwWwsa7une. B (Apriutd78)uesd 1 Ow2 aEUOOP U
2%6Sean CallalE OOw? 31T I w%bd U U U w5 D E Anéfcanupbatographe@ar €):1243E x | 4 O» w
27 Callahan, 31.
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aesthetic (due to his formidable reputation as a power broker and tastemaker by the

mid -1970s), this aesthetic was inevitably influenced by the social and economic

x Ul UUUUT UwOi wlOT 1T whuNAYUBS wUUUT T UOOUI OwbUwbUWEOOD
decisions were in part shaped by MoMA trustees. As artist Pablo Helguera astutely

observed in a satiric screed on the contemporary art world, museum directors censor

exhibitions they deem inappropriate for their institution or offensive to the trustees.

Good directors are able to disguise this censorship process, and sometimes do this by

ETE

T DPOT w201 1 wxUl OPUI woOi wUT 1 wi BT PEPUDPOOWDOWOUE

(@}
U]

Uil OE

P E wE O 0 Ul 2gnsigprecisely what Sdarkawskirdid when he insisted

(=)

Ux OOwUT 1 wUUUPEUOa wi O Uvidik.Qnunis @934y bnd Wall @it forghe T O1 UU OOz
I RT PEDUDOOOW2AEUOOPUOPWHPOUPUUTI EwUxOOwWUT 1 wxUDYE
images, discouraging readers from viewing the photographs as social documents and
statements about the southern U.S., race, ad class. Furthermore, Szarkowski guided

EUT Ul OwOi 1T wi REOx Ol wOi w" O 01 OVwe&UIl 1 OET UPZ UWEOEOD

28 Pablo Helguera, The Pablo Helguera Manual of Contemporary S{ilew York: Jorge Pinto Books, Inc., 2007):

12.

» EEOUEDPOT wldw 6#6w" 001 GEwdaistedodte Padrversid Har thaidgiaghy) ofi 0

the Greenberg/Rosenberg proposition that AbEx painting was painting about painting (ditto for AbEx

sculpture) + 0T EQwx T O0UOT UExT azUwlOUUT wOUERNT EOwPEUWUT 1 bl EBUOwWPOUI
Ol EDBUOWDPUWET x1 GEIT OU wd@ aulStrand). Becaube) unlikeéAbExBeihting; thtst lensu

derived photographs describe identifiable stuff in the real world, to make that argument you have to hold

O EQwOT T wUUx1 UPOU wx I W@étdward tesiuif ai whithuhe Or@he ipdinted thelendls
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Ultimately, Szarkowski did not acknowle dge the symbolic charge of color in the late
1970s.
The meaning of color, both as a social issue and as a type of photography, had

UOET UT OO wEUEUUPEWET EOT 1 UwET UPT 1 OQwhiNt YWE OE whuNA
abstraction and diminishment of social content in the work of William Eggleston, a

white, aristocratic artist from Mississippi and Memphis, was an aesthetically and

socially conservative curatorial posture. Such a posture leant itself to garnering financial

support from corporate America and th e federal government in exceedingly lean

financial times ¢ even if this was an unintended result of his conservatism. As A.D.

"O001 OEQwlI EUWOEUT UYI EOw?3T 1 wi RxOPEPUWEOEWUI xI EU
showed, and certainly what they emphasized, wa's entirely unpolitical in its content and

formalist in its concerns could only have reassured corporate patrons looking to put

their money intonon-E OO U U O Y1 U U P RAMas RalidcHelguert éxplains,

neutral and detachedt OO wx OUPUPOOOWOOWDOYOOYI OI OUOWOOWEEYOEEEAOWOOwWs
you have to hold to that thesis consistently, by choosing photographers whose work seems to fit that model.

Arbus + a woman, not insignificantly + DUwx 1T UT Ex UwUT 1 wEOOUI U0 wi 1 wEEOT wOOWEQwWI R
2012 email from Coleman to author.

30 A.D. Coleman, April 2012 email to author.
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U1 wOUUI UOwPPUT woOil awi DOEOCEBPEOWEOEWOXx1 UEUPOOEOOW
24EUO0O0PUOPZUWEDODPODPUT O OUwWOI wOT 1T wUOEDPEOwWOI E

photographs depicting the Deep South in the years following the passage of the Civil

1T T UU0w EVWEOCEwW500UPOT wibl T OUw EUVwi Exxl Ol EwOOWE

FEOOUI UYEUDYI » wExxUOEET wOOWUEET wUI OEUPOOUWUT EC W

UT 1T wOEUT whuNAYUWEOEwWI EUOa whNWY UB w?" OOOUVUWEOPOEWE

historian Matthew Lassiter, who UUT UwUOT 1 wOT UOW? EOOOUWEODPOEODI UU~

the argument adopted by organized groups of parents arguing against court -ordered

two -way busing in Charlotte, North Carolina in the late 1960s and early 1970s.

Appropriati ng the language of the civil rights movement, this color -blind conservative

argument attacked thetwo-P EA WEUUDPOT wOOwUT 1T wl UOUOEUwWUT ECwP Uu

UT OUOEWEWET POEZ UWEOOOUWET xUDYIT wi DPOwWOi wUOT T wdx x 0O

UET O @byprdistributed by the Concerned Parents Association (CPA) asked in 1970.

3171 wi 0al Uz UwOEOT UETT Ow+EUUDPUIT UwWwEUT biind Owx UOYDPEI

ideology and populist stance of the antibusing movement from the southeast Charlotte

suburbUd 2 w+ EUUDPUT UwbPUBPUT UwlOT EVOwW?2 ( OQwUl 1 OPOT wUOwxC

accusations of racism, the CPA attempted to transform the rhetoric of the civil rights

31 Helguera, 12.
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movement into a race-neutral constitutional mandate 32
24EUO0OPUOPZUWEDPDDBEOBWBDOOWODPOWEET O1 UUOOZ UwE

it more palatable to corporate sponsorship. As curator Kevin Moore has pointed out,

corporate schemes to provide respected photographers with color materials proliferated

during the 1970s. The purpose of such €hemes was to promote sales among amateurs to

keep the photo market booming. These schemes were not without precedentt an earlier

example was in 1946, when Kodak asked Edward Weston to photograph Point Lobos

with daylight K odachrome film ¢ 8 x 1Ginch color positive transparencies.3? Color

photography as an art form emerged alongside a late 1960s and early 1970s embrace of

the snapshot, a vernacular photographic form associated with innocence and

unpretentiousness3*( UwWE x x1 EUI EwUOWE | unk indsthjuBilerer D E » wOl EE

EEYI UUPUDOT OQuw

IT'lT WEOUDOT WEOOOUWUODPET Uwoi wUT 1 wodl

(@)

family photo album. 33?2 ( OOOE| OEl » WPEUWEOUOWE wx OUUUUI wEEOXx U

()

32| assiter, 149.

33 Moore, 13.

34 Jomathan Green, The SnapShot(Millerton, N.Y.: Aperture, 1974); Sarah Greenough,The Art of the American

Snapshot, 1888978: from the collection of Robert E. Jack¥émshington D.C.: National Gallery of Art;

Princeton, N.J.: Princeton University Press, 200%; Snapshot Chronicles: Inventing the American Photo Album

(New York: Princeton Architectural Press; Portland, Or.: Douglas F. Cooley Memorial Art Gallery, Reed

College, c2006); Douglas R. Nickel Snapshots: The Photography of Everyday Life, 1888 to #sef{San

Francisco, Calif.: San Francisco Museum of Modern Art, c1998).

B Owl PUwi UUEaAaOwW?, ECEwWw# OOz OUw3EODI w. UVw* OEEET UOOT w PEaAaO~?» w &3
Ol WEOOOUwWxT OUOT UExT a wE &8 B OCOWRUED »UupEyU Cwi | IOAuekiTTAwedd Ul O U1 Oa
, EDPW+EDPWOEUUEEUI wxT OUOT U Eeadisthtnagazihes(iich ad ¥e-Llddk Bnd Vaguie OB OT wU x U
Coleman points out that there is evidence in the literature of photography to suggest that a color imaging
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the white middle -to-upper class in the emergent Sunbelt metopolises of Charlotte,

North Carolina and Atlanta, Georgia in the late 1960s, according to Matthew Lassiter. 3¢

211 OPOT CAWEOOxOPEPUwWPPUT w24aEUOOPUODPZ Uwi OUOE
Eggleston himself was said to have been impervious to social movements He was born

in Memphis in 1939 and grew up a two -hour drive away, in the Mississippi Delta town

of Sumner, Mississippi.3 ? ( wl Ul PwUx wbDOwUT 1T wOOUUT 1 UO6PT EUZ Uwt
OOO0T whEAawWEPEaO?2 wgrdbup & lyaleWiSitdrsui TDTBETdpiiotographs in
the exhibition, he said, ranged from Memphis to New Orleans, and included a little of

Alabama, Tennessee, Mississippi and Louisiana®$ 1 1T O1 U000z UwOEUI UOEOQuwl UE
Judge JosephAlbert May (1883-1949), was a judge in one theTallahatchie County

courthouse located in Sumner. He had married Minnie Maude McMullen (1884 -1983),

system was the goal for the inventors and innovators of photography. If a technically viable form of color

xT OUOT UExT awl EEWET | OWEET Pl YI Ewi EUCAWOOOW?PUT T woOl EPUOWODT T

phase that still comprises the bulk of its history t or might have experienced it as little more than a minor

Oi 1T UT OOUG~> w, OOOET UOOI EwxE BAEE Al Budd GuuBA 1TEE G101 UEOQwx UEOPE wb Owh

first Kodak. Kodachrome did not appear until 1936. Photocritical International: AD Coleman on

Photography and Related Matters.

http://www.nearbycafe.com/artandphoto/cspeed/essays/kodachrome.htm |

36 Matthew Lassiter, The Silent Majority: Suburban Politics in the Sunbelt So@#rinceton: Princeton University

Press, 2006).

1PDET EUEwW! 8 we OOE b E U B/anityFair(Gatoler 80d)! 2U0BSékinguno problem with taking an

assignmentin South | UPEEOwW6 OOEPEUEWUEDPEWST T Ol UOOOWEOUOEWPET OUPI auw
i UPOEOI UUG~2 w3T 1 wxT OUOT UExT T UWOEUI UYI EwUT EQwOT 1 wEOUOUUA w

38 Southern Folklife Collection, FT + 10204 LC, Southern Folklife Collection, William R. Ferris Collection

11-10-1976
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whose family first came to Tallahatchie County in 1839.3° The family lived on the

Cassidy Bayou in Sumner and built a house on their plantation in the 1940s. The 10,000

acre plantation was roughly fifteen miles outside of town and at one point divided

between Judge May and his brother. Judge May renamed his portion Mayfair. This land

Ol PTTEOUUwW/ EUET OEQWWEUOOWOOP wWUT 1T w, PUUDUUD X xDw?2
grandfather was a doctor who lived at Wannalaw Plantation, the place name for at least

one photographin 6 DOOPEOQwS$ T T @i BUOO0F Wiwg& BHEWST T O1 U0OOz Uwl
Joseph Eggleston (19091966) and his mother, Catherine Ann May (191%:1995), had

EgglestOOOwUT 1 wl OET U0 wOi wUT Ul T weil DOEUI OOwbOuw, 1 OxT E

joined the Navy shortly after he was born, serving as chief gunnery officer on a

o
c

El U0OUOGal UwbPOwlUT 1 w/ EEPI PEWEUUDOT we OUOEwW6 EUwW( ( &

this time, and until the age of 11, he went back and forth between Florida and Sumner

where his grandparents Judge May and Minnie Maude May lived. 4°
$T1TO01UUOGOZUWI ECVTNT UwUT CUUOT EwUOwW2UO001 UWEOGE wl

Mayfair cotton plantation. Eggle ston attended Sumner Public School as a child. Because

he suffered from asthma, he spent time inside playing piano, drawing, and playing with

electronics as well as stamps and guns. Judge May bought a house in Sarasota, Florida,

3 EEQw6]T OET Qw?" 1T UOOOOOT awilisn@Eggteshon: IDEntotrali¢ Gamdia)Rh@dg@mbsiand
Video, 19622008(New York: Whitney Mu seum of American Art; Munich: Haus der Kunst; New Haven:
Distributed by Yale University Press, c2008) 269.

2061 OET Ow?" T UOOOOOT a0~> wl t NB
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and the Eggleston family often spent winters there. As a result, Eggleston took classes at

the Ringling School of Art in Sarasota. He received his first camerat a Brownie

Hawkeye ¢ at age 10. Judge May died in 1949 and Mayfair was divided up. The

$17 17 01 UUOOZ UwU U E adreEhutih® Egdléstomdiildrenspeatimastof their

UUOOT UUwPOwWUT 1T w, EazUwi EOPOA wi & @hembBgdlesdrd OOT UOwOO
was a teenager, his father had a stroke, and he started going to a private boarding school

in Bell Buckle Tennessee. He met s future wife, Rosa Kate Dosset (b. 1941), who was

Journalist Richard B. Woodward wrote in a 1991article on Eggleston for Vanity
FairUT EQw? U1 1 wUOEDPEOQWOOY I &dithd tounimdsinée theusixke¥,isudt0 UEOUIT O
EUWEDYDPOWUDT T OUWEQE Wi 1 6POPUOOWUT T OwUOWREYI WEEU
371 Ul whEUwWEwWxT UETI xUDOOWEOOOT w$i1 1 01 UUOOZUWOEUI U
from his environs from early on. 44

I U 0 wibdk at £dgleston from a different perspective. Although his drinking,
gun-collecting, and references to the Confederate flag coyly played into Southern

stereotypes, Eggleston was a cosmopolitan artist whose circle of friends and associates

included art and film stars and intellectuals. Despite his laconic nature and the lack of

467 OET Ow?2" T UOOOOOT a0~>» wl AYS

42 |bid .

“1PET EUEw! 8 we OOE b E U BVanitpFait (Gctobeb199a): 24E U O~ w
“WoodwarEOQw?, 1 OxT DUw! 1 EUO» wl KY 8
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on-the-record statements explaining his political views, it seems unlikely that Eggleston
would lack them totally. Additionally, why would someone oblivious to the social and
cultural changes in his environment bother to take up photography at all? Eggleston was
an avid musician and prolific composer of abstract drawings. Through these artistic
expressions, Eggleston could have burrowed himself in abstraction and lived
comfortably o n his inherited wealth. Indifference or apathy surely does not prompt
someone to relentlessly photograph his surroundings, crawl on all fours, lie on the
ground, and squeeze into awkward positions to do so.
The photographs selected for the 1976 exhibition and Guideremixed familiar
southern tropes t poverty, agriculture, race ¢ into a modernist idiom that, when
compared with the radical engagement of black-and-white civil rights photography, or
1 0ET UUw»U E O OegsthywTopmpricans s€ethéd to be dsengaged, or to have
shifted the political and social focus. While politics and social context are not
photographer or his work stand on these matters. Moore observed that it was not just
Ul T WEOOOUWOI w$T 1T O1 U0UOOZzUwxT OUOT UExT UWEUOwWUOT 1 wE
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toward Southern contemporary life or his own revealed a palp able apathy, a sense of
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combination of brutal directness, their willingness to present the reality of things not
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1976 exhibition, while a bit shocking, also aligned with an increasingly conservative,

color blind stance in government and race relations that was emergent in late 1970s and

early 1980s WOPUPEUB w3 T E0wUT 1 wEUUPUUET Uwi RxUI UUT EwbO

aligned with the times is something Moore has suggested, pointing out that Szarkowski

PEOQUI EwOOQuwI RT PEPUwWSTT Ol UUOOZzUwPOUOWDOwhNE A WEUU

suggests thE UOWE OOOUZ UwOEUUUEUDOOwWPEUwWOOUT wEwOEUUI Uwob

45 Moore, 26-28.

2] EOw" EOOET EOOwW?, 0, wNéwYorkluoe@8, 1976). 00OV w! EUOL w

) EOT w+bDYDOT UOOOOWPOUUOGEUEUDPOOOW?$01 EUPOOWS YT O2 w311 w" OUE
48 _eo Rubinfein, introduction to Moore, Kevin D. Starburst: Color Photography in America, 197980

(Ostfildern: Hatje Cantze, 2010), 38.
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Nixon h ad resigned in 1974, the stock market crashed in 1975, and inflation was at 12

x1 UET OUBw( Ow2aEUOOPUODzUwWI al UOwWsT 1T Ol UUOOWPEUWO
3T 1T wxi OUOT UEXxT UwbOwlI T w, 6, wiRT PEDUDOOWEIT x¢E

and personal life, and the Guidewas designed by Carl Lannes to look like a family photo

album or Michelin Road Guide 8 w( OwU OOl whEaAUOw$1T 1T O1 UUOOZzZ UwxT 60

PPUT wx OUOUI EOPUUwWxEDPOUDPOT zUWEIT UUT 1 UPEPAEUDPOOW

acknowledged a connectionE1 UPT 1 Ows$T 1T O1 UUOOz UwxT OUOT UExT PE w:

photographic practices of every middle class American. The craze for Kodachrome,

instant cameras, and point and shoot simplicity had seized average Americans by the

1970s, as the number of ads for instant ameras produced by Kodak and Polaroid on the

pages of Newsweeland Timein 1976 indicate. TheGuideg UwO OE wUO OwWE OE Ul UUwx UE

accommodated the interests of corporate sponsor Ponder & Best/Vivitar to promote their

products in a robust but highly competitive popular photography market. Technical

advances of the 1970s promised longetlasting color dyes and it finally seemed that color

photographs were a worthwhile investment. 5°

49 Moore, 26.
0923711 aw2EDE o w! Adiceatibr (AuBust 297 6):» 60LWhile it may seem far-fetched to suggest that
MoMA was in synch with or had an influence upon Middle America, the possibility that the institution was
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There is no denying that color ¢+ aesthetically, ethically, and socially ¢+ had a
cd EUT T wubOwx OOPUDPEEOQWEOGEwWx OxUOEUWEUOUUUI wEUWUOT 1
U7 1 wEOUOUUazUw! DEI OUIiabdpbder@aioas cantext@b<0 udxi Al wat § 2 6 uw
color-based discrimination was of sufficient magnitude and consistency that the word
2PEOOOU? wPEUWI BRxOPEDPUOawWPOEOUEI EQwUI xEUEUI Oawi U
Amendment to the Constitution and in Title VII of the Civil Rights Acto f 1964. Color
was in the 1970s U.S. (and the 2Lcentury U.S.) heavily value-ladent ? 6 T PUT Uwi EY1 w
1101l UEOGOGawli 1 OEwUT 1 wxOUDPUDPOOWOI wxUbYDPOITI2wbpUbU
relegated to the bottom.52

Network television shows of the 1970s indicated a near-obsession with issues of
color, race, and gender, as well as a desire to seek comic relief from these issues. Shows

like The JeffersonSanford & Sonand Good Timesopenly addressed issues of identity and

discrimination in contemporary | ife and were popular among mixed audiences. The

OO60wl OPUPUUWEBEWUI OO0YI EWEUUOwWUI UxOOUDPYT wOOwWUT T wUl 60DPOI 60U
American Studies scholar Maren Stange. Stangear Ul UwUTl EUOQw? 61T EUI YT Uwl OUIl wbUOwi EVUWE
Ul ET ET Ewl UOOwWOT T wxUEOPEOW?1 RUT UOEO? wbhbOUOES w( Owl EECOWPUwWO
OUUT UOWEEOWEOGCEDPOWI 111 000awOYl UWEEYEOETI Ew O1 UPEBOWUEUUIT wE
UDPU0T WEOOXxO1 U1 OawdUUwl EVE EUI Buw? @tbGddpk)@nd theupsbtuion: 1 wEUOUS » w
2 4EUO0ODP UODP wE UlhéWMaksachudditd Rédetind. 19, no. 4 (Winter 1978): 706.

SI3UPOE W) 061 UOw?21 EET UwOi w! Duld &holoutnakb, b tARrib20@): 14276570 w" OO OU O~ w
52 Jones, 155.
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ABC seriesRoots which aimed to tell the history of black America, debuted in 1977 and

was predicted by Newsweekl OWET w35z Uw? OOUU0wi OPUUI UPOT w! PET O
885-page book by Alex Haley + Raotswas the culmination of 10 years of research into his

i EOPOazUwl PUUOUA wUIT & Adddrdingutt hiswotia® Aldx Haddy, Réots D O O U 6

which was published in 1976 and released as a twelvehour television adaptation in
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stigma from slavery for man y African Americans, transforming their past into a saga of

x1 UUI YI UEQGET wEOGEwW@UDI Uwi 1 UODUOB w( Oi OUOT EwdI wUl

Ul UPODPI OETl O> w! UUGEET T wOEUI UYI UOW?PEOEEOQOUWEDUX OE

African Americans traced thei r family lines and visited historic sites to learn about the

slave experience. Black museum owners increasingly realized that the inclusion of black

I DPUOOUaAwWPEUW?I UUI OUPEOWIOwWI RxEOQOEDOT wlT 1 PUWEODI
The CBS sitcomAll in the Familyfeatured the archetypal white patriarch Archie

Bunker and his comic tribulations at the hands of black neighbors Lionel and George

' EUUA W% w6 EUT UUwPDUT w51 UOT w$ 6 w2 Oewsiveekin@ 21,0978.0T0eD OO0 w. Ol w, |
EUUPEOI wUUEUTI UwOT EQw ! " wE OE w# OUELRIpublicity aakhphigns tba rirédice OODP a pOT w
21000082 w3i 1 wxUEODUT DOT wi OUUI wbUwWOUET UDPOT wUx wEwWUT EQUE W Y
the three-l OUUwx Ul OP1T Ul wi xDUOGET wET | OUT wEwW5(/ wEUEDI OEIl OwxOUUDPEO
54W. Fitzhugh Brundage, The SoutherPast A Clash of Race and Memai@ambridge: Harvard Belknap Press,

2005), 297.
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Jefferson (stars ofThe Jeffersohand Polish-American liberal son-in-law, Michael in a
working class Queens neighborhood. Some viewers benpaned while others glorified in
PI EQwUI | Ol EwUOOWET wlOT 1 wEPODPODPUT DOT wWUUEUUUWOI wli
dominion within his home and community. All in the Familywas the most watched show
in 1975, according to the AC Nielson report.s5
All i n the Familycut close to the quick, portraying screaming matches and
seemingly irreconcilable differences between Archie Bunker and George Jefferson while
real violence broke out over court-ordered school busing programs designed to achieve
racial integration. The nationwide chaos demonstrated that color controversies had
never been limited to southern states. A September 1976 issue offime, for example,
opined that, in the South, the civil rights -related confrontations of the 1950s and 19604
bombings,* OEOQwUIl YDYEOUOWEOEWUET OOO0wUDPOUUwW?UI 1 OwEUw
1EEIl Uwbki Ul WwEOEUT POT w?Ux w- OUUT OwbOwWUUEDPEwW! OUUOO
&OY1 UOOUwW. UYEOQOW%EUEUUzZUwUUOUPET OOwUITUITEUDPOODU
its schods.’¢ Timefurther reported that although Mississippi had long been considered

UT 1 wOOUUWUEEPEOOawUI EEUDOOEVUAWUUEU] OwbUwi EEOQWE

5 Commercial DispatchColumbus, Mississippi, January 9, 1975 All in the Family as followed in the rankings

E & w- !Sarfoktand SarCBS broadcasted a warning before the first egsode in January, 1971, stating that

O 1 wUT Opow?Ul 1 OUwOOwWUT UOPWEWI UOOUOUUWUxOUOPT T OwbdOwdUU Wi U
UOGUUET woOl wOEUT T U1 UOwPkT wi OxT wOOwUT OPOwWPOWEWOEUUUT wi EVUI POO
Mad AsHell (New York: Alfred A. Knopf, 2011), 48/

692 31 1 w2 OU U MmeSkftdmbad 27u1976).
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been greeted with understanding and something more than a little regional hubrisd 2 w3 T 1 w
article suggested that the South could now teach other regions a few civil rights
lessans.58

Throughout the 1974-5 school year, theAssociated Predsought to bastions of
segregation like Mississippi and Alabama reports of stabbings and riots over school
busing in Boston and New York. AP newsmen reported on the armies of police required
for South Boston High School to remain in session after students from the black
neighborhood of Roxbury were bused into the largely white, Irish Catholic
neighborhood of South Boston. The attempt at integration had resulted in the stabbing
of both black and white students. According to a January 1975 AP report published in,
among other papers, the Columbus, Mississippi Commercial Dispatah w? U7 T wUET O OO U wl
been plagued by sporadic outbreaks of violence since they opened for the fall term
under apartialdesl T Ul T EUDOOWOUET UwUT E0wUT gUPUT UwUT T wE UL
WA OY Y Y wUURbeRideat Baddipat the 82 EPDUE QU O wOOWEOT U0UOwPT POT w

OOwlUiT 1 wEUDOOWOI WEOEUET a2 WEEEOUEDPOT wlOOwx OOPUPEE

57931 1 w2 x DU P U uline (@dpierhber2™) 18@6). O » w

8923711 w20U001 v$EUEEUDOO dime (S2piembdr Z¥3B76)I 57.E w3 EU O w

59 Columbus Commercial Dispatérom Associated Pregs® U1 wUi UYDET OQw?' UOEUI EVwOi w/ OODPEI
2ET 600072 w) EOUEUVUa wWOWNA K 8 w
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Indeed, viewers and readers across the country witnessed white Boston students

and parents making matter -of-fact, racist statements on television and in print. One
black girls would attack white girls in the ladies room, and that blacks of both sexes
EEUUDPI EwOODPYI UOwWUE & OUUOwU E b U pdel repartidd Bite® wx DOU O w
in the June 28, 1976 issue odNewsweeklescribed fearful predictions of violent resis tance
among Boston community leaders after the Supreme Court ruled that it would not to
OOCEPI awlT 1 wEOUUUWOUET Uwi OUWUET OOOWEULUDOT dw?31 1
Uil wUl xOUUWUUEUT EOQw?pPT 1T Ul wEwUI ET OUWUOUOE wOi wEO
EOUI EEawlUl OwlOi Il wEWUxEUOwWOI wiEl EUPOT UOWUUOODPOT UO
neighborhood marched through neighboring white Marquette Park over inadequate
police protection and a lack of open housing, the report stated. Whites, encouraged by
the neo-Nazi National Socialist Party of America, responded with anti -black rallies,

UPEUUDPOEWUUDPEO]I UUWEOEwW?OPT T 1 UUWET PEUI 2 wUOOT EOU

60 Jeremy D. Mayer, Running on Race: Racial Politics in Presidential Campaigns, 98D (New York: Random
House, 2002) 123125.
61 Sandbrook, 53.
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forced traffic off the flooded Dan Ryan expressway and into Englewood last week, one
stranded white motorist was killed ¢ and nineteen injured ¢ in six separate attacks by
EOEEOUwPD]I OEDPOT wi UOUOWEUPEOUOWEOEWEOUEUG? wll VI
was on the verge of a race wars
As they had during the Civil Rights era, photograph ers continued to document
raceUl OEUI EwDONUUUDEI UWEOEWEEUUI UBw( Ow xUDOOWhNA
MoMA debut, the world laid eyes on The Soiling of Old Glora Pulitzer Prize-winning
black-and-white photograph depicting white antibusing prote sters attacking black
lawyer Ted Landsmark in front of Boston City Hall (figure 17). In the photograph, a
wrathful teenager is poised to stab Landsmark with the tip of a flagpole (brandishing an
American flag).
Despite color-E E Ul E wUE E P E O & &bBidli& roldidIpabkin g inleride and
prompting discrimination, an increasingly socially conservative U.S. Supreme Court, in

the name of color blindness, used the Constitution during the 1970s to protect the racial

status quo, condoning discrimination ag ainst minorities while condemning efforts to

22" pUDI Uod w2 U Rdwbweaklrie 28, K9¥68Ikoithis was taking place in the midst of the U.S.

! PEI OUI OOPEOWET Ol EUEUPOOUOWPOEOCWOODOwEEUOYPWDOwwlD OF EI0O DI
show. Mayor Frank Rizzo, warning againsUw 0T T w07 OUUEBOEU WOl w?UEEPEEOU~> wOT Ul EOT ¢
POwWUT I wOT QUUEOGEUOWEUOT Ewi OUwhk OYYYWEUOI Ew%i ETl UEOQwWUOUOOx Uw
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achieve greater racial equality.5® As law professor lan Haney Lopez has written, the

color blind posture invokes the formal antiracism of the early civil rights movement,

calling for a refusal to recognize raceD Qwx UEOPE wWOPI | d ww" OOOUWEODPOEODI
EEUUOUEEUI EWEOOEI xUPOOwWOI WUEET » WEQEW?EOOOP U WU |

UEEDPEOWUBEIUNWHOGOOBWEODOEW46286w2UxUl O w" O0UUOwW+
stop discrimination against racial m inorities, while it relentlessly condemns efforts to

EPUI EUOa wUl Ol E a & lisahk ibdslapyuthadpratetiEréral ihagbiality, color

EOPOEOI UUwi EUWEUWPUUwWiI 1T EU0wW? O00WEwWUT 1T OUawdi wUE
meaningless categoa &tJnder colorblindness, Lopez explains, there is no difference

between racism and affirmative action, since the Court abstracts race from social context

and group conflict. 87 Supreme Court cases that illustrate this include Regents of the

University of C alifornia vs. Bakke (1978), which ruled as unconstitutional the admissions

process at the UC Davis Medical School, which set aside 16 of 100 seats for African

American students.

As historians such as Matthew Lassiter and Jacqueline Dowd Hall have

observed, the New Right in the 1970s positioned itself as the true inheritor of Martin

B(EQw' EOT aw+Ox1 40wW?1EET WwEOEwW" OOOUEODPOEDI UUWET U1 Uw' 1 UBEODE]
Association (2004), 9.

64 Lopez, 9-10.

65 1bid .

66 |bid .

67 1bid, 11-12.
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elimination of racial classifications and the establishment of formal equality before the
OEPOWPEUWUT T wOOYI Ol 089 mague dHedi.3) Supreme CEUNMUEIUD Y1 6 »
that busing to achieve desegregation in Pasadena, CA, need not produce racially
balaOET EwWUET OOOUwWwPOwx] Ux1 0UPUAaOwWUUEUDOT wUi EQwDIi w
migration resultedre-UT T Ul T EUPOOOWUOWET wbU8 > w( OwhNAA wUOT T w
EIl EDPUDPOOwWUI gUPUDOT wEUUDOT wbOw#1 OYI Uw? O0wbUUwI I
Dayton, Ohio, School Board had engaged in isolated instances of illegal segregation or
20DOOUWPOEDPUEUIT Ub O Owde pusibyU BufHerméreywhidds, wdt 1 EUwWED U a
minorities, sought redress for having been discriminated against on the basis of race ard
color in affirmative action cases.%

37T 1T wxT UEUI w?EIl I PUOEUDPY] WEEUDPOO? wi PUUUWE x x1 E
I BT EVUUDYI wOUET UwbOwhNt hwEOEWEDUT EUI EwOT EQuwi 1T EI
ensure that applicants are employed, and that employeesare treated, during their
1 6x00adl OUOwWPPUT OUUWUT T EVEWUOWUOT | PTWeABET OwWEUT |

the Civil Rights Act barred discrimination on the basis of race, color, religion, or national

) EEQ@U] OaOw#OPEw EOCOOwW?31 1 w+O00T w" DYDOw1DI & dbtwnalod®Y1 O OUWE O]
American History(March 2005): 1327.

69 Kalman, Nancy. Right Star Rising: A New Politics, 1974980(New York: W.W. Norton, 2010).

70 Kalman, 182.
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origin in educational institutions and other programs that received federal funds, grants,
and contracts. Title VII, which was extended to educational institutions in 1972,
prohibited discrimination in employment on the basis of race, color, religion, national
origin, or sex.”™ Despite their repeated assistances that the legislation promoted color
blindness, civil rights activists, and white liberals who worked for it understood that
color blindness would not ensure equal opportunity. The limitations of color blindness
became clearer in the years folowing the passage of the civil rights legislation. Inner
cities in the United States erupted during the mid -late 1960s, so the federal agencies that
administered the Civil Rights Act replaced the ideal of color blindness with an ideal of
color consciousness. Because enforcement problems were rampant, Congress began
giving teeth to the Civil Rights Act in the 1970s. As affirmative action programs
multiplied amid reminders that federal funding might be at stake, white males (like
Archie Bunker) now began to see themselves as victims of discrimination.’2

Racial issues were also abstracted in the 1976 Jimmy Carter/Gerald Ford
presidential campaign. Jimmy Carter managed to find support among both blacks and
blue collar whites, but not by discussing busing and affirmative action in a forthright

way. Rather, Carter formed this coalition by being vague on racial issues. Like Ford,

1 1bid .
72 Kalman, 183.

87



Carter opposed busing when there was an alternative way to achieve racial balance.
Carter also made sure that the democratic platform avoided busing altogether. 73 While
Ford did not grasp the importance of the black vote, Carter was victorious because he
EOUOEwW? x EUUIT wUI 74 RasiddRics aécording fo MayerBneré orucial in
"EUUI Uz UwUEET wOOwUT 1 ek thodgh BeEcthphBEsizédhé B UD OO O wl Y
Furthermore, as Kalman writes, it was harder to tell what liberals thought about racial
equality in the 1970s than it had been in the 1960g%

In a similar way, Szarkowski deemphasized the social import of color film and
Uil wEUT 1T xBOT wUOET UUOOI UwOi WUEEDEOQwWYDOOI OEI wbOuw
like Memphis, the Mississippi Delta, and Louisiana. Szarkowski reinforced, even
1 OEOUUET | EWEUPUPEUWUOwWxT UET DYIT w$i1 1 Ol &g 0Oz Uwx1 U
and apathetic, since the curator explicitly downplayed the social context of the imagery.
(Owi PUwl UUEawi OVwUT T w&UDPETI Ow24EUOOPUOPWUI I 1 UUI
PEEUI EWEOOXxOUDUDOOEOOa wOOwWUT 1 w" OODWPETI OKUDWDQET
31 001 UUI OwhiNAKk?2 wUUTTT UOUwWOT EQwU0T PUwxUI xOUUI UOU
photograph, a woman lies on the ground with her eyes closed, holding an Instamatic

camera. Her torso, head, and two splayed arms extend almost to the edgesof the frame,

73 Kalman, Right Star Rising 172.

74 Mayer, Running on Racgl23125.
7> Mayer, Running on Racel27-8.
76 Kalman, 180.
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like the X on the Confederate flag (figure 21).
The flag is an oblong red banner with a blue cross of St. Andrew and 13 white
five -pointed stars. It was actually a modification of the Confederate battle -flag,
according to historian Allan Cabaniss, which was never adopted by the Confederate
Congress and never officially flew over government offices of the Confederate States.
371 wOOET UOwWPOPUEUDOOWEEOOI EwUT 1T w?2Ul ET OQwi OET 2 wu
?2x OUUDPE 04 w0 peeéisouttidnwhite Bigshtitfaction with the federal
TOYT UOOI OUWEUUDPOT wlUT EVwx1 UPDOEG?» w&UOUxUWUUET wWEU
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in the South, especialy forOUEE OO wl EOI U661 OOUDPOOUWEUUOGEDPEUI E wt
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SAEUOOPUOPWI RxOEDPOI EwEPEawW$T T Ol UUOOZUWEEYEO
Confederate or Rebell OET OWEOEDPOPOT whPhUwWUOWET wbOOUUUUEUDYI |

artists sometimes go to frustrate rational analysis of their work, as though they fear it

might p rove an antidote to their magic 2 (figure 19).78
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downplaying its significance, Szarkowsk i models a method for navigating the more

7 001 Ow" EEEOPUUOW? %OET Owll EI 08 » 6 b O U OrdeEncydlopedi®df SoutheinE T E O wWE O
Culture (Chapel Hill: The University of North Carolina Press, 1989).
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these associations to its aesthetic import In the 1970s, the South was still regarded as a
culturally backward region and its mythology had heady, exotic associations grounded
in a rich literary and popular culture tradition of the gothic. As literary scholars have
observed, the South as a mythi@l construct has been regarded in literature as a
repository for national traits that were antithetical to national ideals. Literary scholar
Teresa Goddu writes:

The benighted South is able to support the irrational

impulses of the gothic that the nation as a whole, born

of Enlightenment ideals, cannot.”
371 wi OUT PEZ UWEEUDE wb O x Uyihdogifativ®ds d eaioh & U w Ol UDEE
I Ox1 WEOEwWI EUOOOAOWE&OEEVUWEOOUDPOUI UBw( Ow+1 UODI wX
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But while popular culture Gothicized the South, journalists reported on the

Ul T BDOOzUWEUUT T OOPOT wi EOOOOPEWTI UOPUT OWEOOOI EUDO
artistic production in the Southern periphery. A 1976 New York Timestory referred to

7 Teresa Goddu, Gothic AmericgNew York: Columbia University Press, 1997) 4.
8 |bid, 4.
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x Obp1 U3 > w( OE Itdr Bo@dutbal theulhbek i@ the mid -1970s was accruing
economic, political, and cultural power faster than any other region. 8

A special September 1976 report described great social, economic, and cultural
changes in the eleven states of the old Confed UEEa 8 w? ( Qwbkpl EVOwl EVUwWwOOOT wE
poorest, most backward-OOOOP O1T wUI 1 DOOO? wUT T wUl xOUOWUUEUI EO
I EOOOOPEOWUOEPEOWEOEwWx OOPUDPEEOwWOxxOUUUODPUDI VWE
smoothness and the Georgiaborn Jimmy Carter had won the Democratic presidential
nomination ¢ the first major -party candidate for the presidency from the Deep South in
128 years?2 The South is a mix, the report stated, of modern and ancient, traditional and

futuristic ¢ multiethnic, multicolored,and OUOUDEUOUUUEOS w?3 bl OUawxli UE

Louisiana, Cubans and Jews in Miami, Vietnamese re@ntly settled on the Gulf Coast
and Anglo-2 ER OO w! E x UP U GUwHileYcltids abiove th&/Madon-Dixon Line
struggled with decay and impoverishment, Timeopined, Houston, Dallas, and Atlanta

Pl Ul wrWERMGITWUUEET UUwUUOUDI UG~ w
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1, 1976.
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People were no longer fleeing the South for Northern industrial cities, according

to Timed w( OU U1 Ecéll@rworkeisBrididle management, and an intellectual elite
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dozens of Fortune 500 caporations that had relocated there. Southern states made an
1T T OU0w0OwOUUT WwEUUDOT UUOT Ow?i T EwUxwpkppUT wi BT T wU
UODOOUWDPOwWUT 1T wOOE wl U B ¥dbdespite @llthisiptaiaeddr prdgreds,w- OUUT 6 »
another article from th e same issue ofTimedescribed the South as a culturally exotic
place being invaded and diluted by the influence of technology ¢ namely the television
set and the air conditioner. Indeed, bizarre forms of flora and fauna ¢ kudzu, walking
catfish, fire ants, water hyacinths, manatees, and alligatorst were thought to be in
abundance there &
Thus the lingering strangeness, blood, and death of the South mingled with

UT 1 wbd®i POUUEUDPOOWOIT w?2-0UU0T 1 UO» wuwOUWOUUUDPET wbdi O

#2371 w20U0071 v$ E OO Orine (5éptambagn 2, ©I7aY: 3XB2 AuUniversity of Georgia economist

said that between 1950 and 1975, the rate of economic expansion in the South aveged 4.4 percent annually

versus 3.4 percent for the U.S. as a whole. The main thrust came at first from an increase in manufacturing.

But service industries like banking, real estate, and retail trade were the fastest growing after 1970. By 1976

they provi ded the region with 54 percent of its gross product, a ten percent increase since 1950. From 1970 to

1975, every industry except mining showed a faster growth rate in the South than nationally. The rise of the
Sunbelt South was driven in part by federaltaR WEOE wUx1 OEDOT wx OOPED]I UwlT EQwi EEw? EU
-O0U0T 1 EUOWEOE W, PEPT UDWESEWEDYT U001 EwPOwOOwWOT 1 w26U0T 1 UOwUU
Jersey, and Pennsylvania received $10 billion less from government spending programs than they paid in

taxes. The eleven states of the old Confederacy received $8.7 more than they paid out.
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Eggleston stood out in New York as the only Southern member of a predominantly

Jewish group of Northern photographers ¢ Garry Winogrand, Lee Friedlander, Diane

Arbus, Stephen Store, and Joel Meyerowitz, for example. He made of his identity what

wOT T wUOI Ul 60axI
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to art historians Mike Weaver and Anne Hammond. Living in the South for the last
El EEal EwE OU U O Gurktieverted WéaveEaDdEHAbnRd attempt to separate
the meaning of EggO1 UOOz Uwb OUOwi UOOwI PUwUOUUT T UOwOUDPT PO
a character in a Faulkner novel.
For one year, in 1957, Egglestorattended Vanderbilt Universit y in Nashville, TN,
where he bought a camera and developer. For the summer semester 0f1958, he
attended Delta State University in Cleveland, MS. In the fall of 1958, he began attending
the University of Mississippi in Oxford. There he learned about Henri Cartier-! Ul UU OOz U w

The Decisive MomermpruN k | A wE O E w6 Engefchn Phdoyrapte938)) tde alsomet

86 The Timefeature reported that the South had long known instinctively that death was a part of life , even

P DOT w?2i1 OUIT PT 1T UTl wbOwlT 1 wOEUDPOOwWx1 Ox Ol WEUI whbUPUDOT WEOGOOUW
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Photography(Spring 1993).
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Tom Young, a visiting professor and painter from New York, who introduced Eggleston
to Abstract Expressionism.8 Young encouraged Eggleston to photograph what was

EUOUOEwWI DOOwI YIi O Efylestoh finisiedris GtrdiesiedtBe@hivedity 6f w

Qu
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letting me back into school every year, and that was hard becE UUT wUT T a wEDE Oz UwUI
PEUwxEUUPEUOGEUOaAaWUEOI OUI EB~»

$17 1 01 UUOO 7, whombd mawidd @1%64, UEPE WD UOw? Ul EOOaA wWUUDEOL
Pi 1 OQwxi OxOl WEEOOwWS$ T 1T O EygleStOrnuninael Radwiitieh that OWEUUD U UG
geographical locations are unimportant to the problems he addresses in his work, which
are no different when he is in Africa, West Berlin, or Memphis. 22 8 1 Ow? UOUUT 1 UOPUOU
like the remark about the Confederate flag, have repeatedly cropped up in discussions
about the photographerover UT 1T wx EU0wUT YI UEOwWET EEET U w$T 1T O1 UU
"OxxUwbPEUwWUI xOUUI EwUOOwi EYI WUEPEwWUT EVWEOUIT OUT T u

OEEaAaOw?2UTl 1 wOOOOUWEUWDI wUT 1T WEOUOE wi EAThewOl EwWE wUI

8 EEQw61 OET Ow? " WiliérdEyGesiora Memaoettfd @amera, Photographs and Video; 2088

(New York: Whitney Museum of American Art; Munich: Haus der Kunst; New Haven: Distributed by Yale

University Press, 2008).

89 |bid.

9% Phone conversation with Rosa Eggleston.
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Photographyl7/1 (Spring 1993): 5461.
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music journalist Stanley Booth let slip that for a couple of years he and Eggleston

Ul EUIl EWEWET EUI I T UUOWEwWwaObUOT wWEOGEEOWOEOQuwPT OUIT wo
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Writing for the British publication The ObserveP Owl YYKOw21 EQuw. z' ET EQwWET U

ITTOIUOOOWEUwW?1 YI UawbOET wEwUOU U-bliesdnmerE OEa O2 wUU
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around Memphis listening to the Gone with the Windoundtrack.% Eggleston is very
UOUUT T UOOWUEPEwWOOYI 0P U U windyéodipedpld @r@d dopdeiduaid | 1 OE a w%
EOOwUl | weOl O0PUPI UG w! U0wi T ZUWEOWEUUDUUWEOEOwWDOW
Vanity Fair writer Richard B. Woodward observed in 1991 that Eggleston understood
how much he was marked by birth with the values of a white, high-born Southerner.
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photographer whose extraordinary ability to find beauty in the banal has tran sformed the way we look at

the woU OE 8 »
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Due to his ancestry and the persistence of southernisms in his manner and

personalO w0l T wOODPOOUUOI UUWEOEWEUI T xDOT wUOI UUOUwWUT EU
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UOT PUWPEUWOOUWUT T wxT OUOT UExT 1T UzUwbOUI OUDPOOD
1976, ard its ability to stir passions and incite anger derived from the manner in which it
mingled indifference with explosions of wet, sticky, smelly, decaying, color in the
context of the Deep South, the site of recent racebased horrors. The hyper-realism of the
color seemed to leap over the abstractions of black and white and confront viewers with
Uil wxEUET Ol OUWEOOOUT EwUOPOWO! wsT T Ol UULOOzUw4OED
longtime servant Jasper (figure 8).

Both figures are bathed in the blank, indif ferent light of a gray Mississippi day.
The photograph of the two men ¢ the white man slightly in front of the black man, both
with the same sagging posture ¢+ suggests a family resemblance, made all the more
pronounced when sandwiched between the leatherette covers of6 DOODEQws$ 1T 1 01 UUOO
Guide the high art catalogue that looks like a family photo album. They had known
1 EET wOUOT T Uwi OUwUOwWOOOT OwsT 1 O1 UUOOWOOET WUEPEOWU

post-Jim Crow era, a decade after the passage athe Civil Rights Act, they both stand

97 1bid.

96



Ul 1T Ul wuil OpO1T OawEPOOI UVUWEOEWEEUDI UOWEUWPI WwEUOD

Many of the images in the Guidesuggest temporal displacement, almost
supernatural moments of limbo suspended in the aftermath of horror or the restless
anticipation of an uncertain future. Cemeteries occupy several. One image shows an old
truck parked in a driveway behind a fence full of blooming purple flowers, contrasted
with dying brown grass covering the ground beneath them. Another depic ts the lifeless
trappings of a decaying Southern aristocracy: a portrait of a young child in a carved,
gold-embossed frame hangs on the wall above a delicate china tea set atop a gleaming
silver tray. On the left side of the frame, an open cabinet of china bowls and plates sits in
darkness (figure 20).%8 To the right of this scene, an open door leads through a sitting
room in orangey light to a space that might be a kitchen, bathed in the daylight
streaming through a glass paneled door, revealing wisps of cloud in a pale blue sky. The
daylight cuts through the mausoleum -like environment of the darker room, creating an
orange line along its doorframe that violently circumscribes the precious and decadent
objects in its shadowy corner.

Eggleston often turned his attention to southern topics, including the political rise

of another white man from the Deep South, Jimmy Carter. Carter was still running for

861 ET POOEW! OUI whUWEOUOWOT T wOEOT wod rtisuBodKs. ui @ds publisieddy U0 OOz UwOb |
Caldecott Chubb in 1979. There are twenty editions.
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series in 1976. His imagesD i w" EUUT Uz Uwl OOT wx OEET wbOw2 UOQUI Uw" ¢
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on his peanut farm, looking wholes ome and homespun in jeans and rolled-up

shirtsleeves. Photographed for a special September 1976 section dfime magazine titled

231 1T w20UU0T W3IOEEaAaO? w" EVUUI UwPEUWxPEUUUI EwUx wOOwi
Of wWwEUEDODOT wlI 1 wi b thdgazrmerfaifheadbod thé dhdnar@d Unat:Car@r |
EDEwWOOUwWI POWOEOaw20U00T T UOwWUUI Ul OU0axi Usow?"' 1 wbUw
profane and garrulous see-gar-ET OOx BDOT WUEEOOUT UUG > w. OQwlOT 1 woOUT 1
Southern farm boy at heart, who knew how UOw? OUUQOwUPIT 1 Owx OUEUQOwYDHOI |
pull peanuts, and who looks homeward to a hamlet so archetypically Southern that it is
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blacks, less stress on tradition and more attention to the times thatare aE T EO1 ®O1 6 »
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ability to comprehend and accommodate the push and pull of what each of his parents

representedt the push and pull of the contemporary South + ? EWEOOUDOUI EwUIl YI Ul
Ul T wxEUOwPDHUT wEwl UOP DOWBREY UiPWE Wwwddws U O DWOLBOQE wid
ET EOCOI OwbOwi PUwxT UUOOEWUT T w?xUUT WEGEwWxUOOwWOI wU
important tropes in the Eggleston/Szarkowski project in 1976. 6 POODEOw$ 1T 1 O1 U0 OO 7 1
and the MoMA exhibition blended elitism with  populism. Szarkowski called Eggleston

Ew? EOUOUUAawWI 1 OUOI OECO? WESE Wl PUwxUBDYDPOI T1 EwUxEU
mansion was well-known.3$ T T O1 U000z UwbOT 1 UPUI Ewbl EOUT WEOE W
venture into photography as a hobby and approach the practice with an experimental

spirit. His use of the dye transfer process also spoke of wealth and privilege. At an

estimated $100 per print in 19756, few photographers could afford the process. The May

24, 1976 opening of the Eggleston exhibition was funded by Vivitar and included

PEIEUUDI UOwxi Ox Ol » wEdnbesd® Szarkoldkipequesed &andéu i 1 U B »

and 45 minute cocktail reception for 350-500 people in the Garden Restaurant and

102 |pid.

103 The Museum of Modern Art Archives, NY. CUR 1133, June 6, 1975 letter from John Szarkowski to

William Eggleston. In the letter, Szarkowski describes the painstaking work of writing the essay for William

$717 01 UU @l &I au2ia EVOOP U ORBEOIOB 08 QOQWE D wDEOOwWT OUUUwWOT wli
stare at my yellow pad, covered with pompous idiocies, | think of you leading the civilized and cultured life

1042 71 OO1 a1 8M8 1UAWWWD z U w& U Brkd SaHbh OMedlly Newdurd W70 1976)u29.
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garden.1%5 |n seeming contradiction, however, the work itself in form and content
appeared to be similar to the kind of thing any amateur could produce with a pocket
camera made by Kodak or Vivitar. Some critics observed that the photographs were
almost moremundane than the average snapshot. For example, Max Kozlof, in his

review of the 1976 exhibition for ArttorumO WU UE U1 EwUT EQwUI
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the trivialities they permitted. Eggleston appears to knowthat T PUWUUENT EVOUWEUT w?
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Apparently frustrated by the Eggleston show, Kozloff observed that Szarkowski
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MoMA had waited years to fund its first book devoted to a color photographer, he
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origins, intellectual outlook, creative development, professional contacts, and the

0537 1 w, UUI UOwOI w, OET UOw UUw UVUETI BYI UOw- 88w, EVUET why OQwhiNAt Ow
Jeanne, We would like to have a cocktail reception (6:158) for about 350-500 peopleat the time of our
Eggleston opening on Monday evening May 24. Eggleston is an important color photographer (one of the

best in the field) and this is the first large exhibition of his work. We are also publishing a book of his color

work which appear at t he time of the show. The National Endowment for the Arts and Vivitar Corporation

have made generous contributions to help subsidize the project. The latter is a large optical company which

is contributing to our company for the first time. We feel that it is important to plan a party for this reason as
well as to honor the artist. The show is on the first floor so the Garden Restaurant & garden would be
appropriate. Would you let me know if this date is all right and when we should discuss budget, invitatio n
design, guest list, etc.? Folder ex. 1133, Letter from Graphics International LTD Washington DC, 202338
5792.
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identity of subjects that have personal meaningt ? UT POT UwUl EVOWEEUUEOOa wlOE
wrote:
An old man sitting on his bed for his portrait holds a large
shiny revolver, but God forbid we should be encouraged to
draw any specious conclusions, say, about Mississippi violence.
Well, such images, fragments as are all photos, are not obliged to
UxT OOwOUUwWOI EOPOT Uwhi wlOT T wxT OUOT UExT 1 Uwl
$17 101 UUOOzZUWEPI OOwPPUT WUUET wEOOYI OUDPOOE
U EQwUT 1 az Ul woEEvEG b EoRUBIGomreR@050P
Yet the bland audaciousness of these repressed references to the
exoticism and violence of the South drew the kind of attention the MoMA photography
EIl xEUUOI OU0wOIiI 1 El EWEUUDOT wEwWUDOT woOiAker M OEOEDPEOWE
Pl AaWEPDEW2A4EUOOPUOPWPEUUI wxUI EPOUUwWxUDPOUWUXxEET w
reference to the Confederate flag if not to shock and perhaps even titillate? In his essay
for the Guideand exhibition wall label, Szarkowski downplayed the issues raised by the
OOEEUPOOWEOEWOOOPOEOWUUENT ECU WOl w$T1T Ol UUOGOz Uwix
turned a cool and seemingly callous eye toward the troubling coincidence, which he
must have beena EUT wOi OwUT ECws$T 1 Ol UUOOzUwl UEGET EUT T Uw
in which Eggleston was raised and the place where EmmeJ w3 D00z UwOUUET Ul UUw

acquitted in 1955.?7 UwUT 1 wUOPOT woOi wUT 1 wOUUET UOwS$T 1 O1 UUOOU

0, ERwW* O4A00I T Ow?' OpwlOw, a BrddumiNaved@1e76) 5030 O TWOE-Oizawi OEEEDE u
hold on the gun in his hand and the pail on the floor under the bed gives an impression of emasculation, as
well as loss of power and control.
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Perhaps Eggleston had the luxury of being unconcerned with such matters, in

24EUOO0PUODZUwWYDI POWEOGEwWPT OwUT T wYDHI Pl UUOQwPkI Ul wl
introductory essayto 6 DOOPEOwS$ 1 1T (SrakdwékOdedaad: UD E |

For many excellent reasons, most of which involve the financial

problems of book publication, it would be convenient if one could

claim, or suggest, that this book of photographs answers, or contributes

to the answer of somelarge social or cultural question, such as, Whither

OT1T w2OU001T ywOUweT DUT T Uw OI UPEEYy wWEIT xI OEDO]

3T 1T wi EEVwPUwWUT EVw$T T O1 UUOOZUwWwxPEUUUT UwWE

guestions of this sort. They seem concerned, simply with describing

life. 109

3TEQws$1T 1Ol UUOOZUwWxPEUUUI UWEPEWOOUWEOUPT UwUIT
261 PUT T Uw Ol UPEEYy? wPEUWOOUwWI EE0OwWOT wEOUUUI OwEU
Ol w$T 1T O1 UUOGOZUwWPOUOWI EE wOx b O eviewing ashbweo wEDIT 1 1 UI E
UOUT T Qawi OUUa woi wlT 1T w, 6, wl T PEPUDPOOwWxUDOUUWEU
/ EYDODPOOOWUUTTT UUI EwOT EQwUOOT woOi wsT T Ol UOOOz Uwb
answers to these very questions. Brown writes:
Again and again, Eggleston uses images like this (a wisteria-

draped hot rod parked in front of an aging mansion, the King
Cotton Beverage Co.) to illustrate quite clearly his own personal

8 EEQw6El OET Ow?2" T UOOOHOOT a Owiliam Baglestrd Déverhtit) Camerd) BhotGyEagh® O w
and Video, 1962008 (New York: Whitney Museum of American Art; Munich: Haus der Kunst; New Haven:
Distributed by Yale University Press, 2008) 270.

109 John Szarkowski,6 DOODEOw$ 1 T (Hardbddy® w10 Brést) DoZE) 12.
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Brown observed, further, that it was not surpris ing Szarkowski had chosen to emphasize
$17 101 UUOGOZUWI Ul EUI U0wPT EOOT UUwepl DPUwUIT OUIT woi wed
?PxUO0EPUWOI wOOETI UOPUOO?» w24 EUOOPUOPDWI T Ox1 Ewl Ul EU
faulty premise that the point of communicat DO Owb U wl UEOOEU OWOMBU wb &1 QU
dismissal of information in favor of form was, | would add, in keeping with political
strategies that remained vague on explosive issues related to color as a social
phenomenon, such as school busing and desegregatio.

Color was an explosive aesthetic element in popular culture as well, and for this

reason it was necessary for Szarkowski to model for his audience the appropriate way of
Ul EEUPOT wOOwhUwhbOwsT T Ol UUOGOZUwPOUOG mainedOO1 wx1 Ox
and muted, while others called it visceral and gaudy. To others still, it veered between
EOUT woOi wlOT OUI wl RUUT Ol U w? UwOOT wi QEwOl wOT 1T wUxI
bleakness of tonality and opacity of subject made them unevocative to the point of being
EOQUOT T U1 1 Uwb &ETheAnkter Séat) Galflalen dbserved that Eggleston
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effects of sound, silence, smell, temperature, pressuret sensations that black and white
xT OUOT UExT a wl E*WaAra Rithart) Mamihgitoabseded in 1983 that
$171 01 UUOGOZUWI EVUODPI UwbpOUOwWT EEw? Oi Uliwdeanbatutal®Ol E WE WE
EQOEWEUUDPI PEDPEOQWEOOOUS 2 w

It is interesting to note that Jane Livingston, about six years after writing about
Eggleston, almost singlehandedly brought black self-taught artists from the South into
critical acclaim. Along with her colleague John Beardsley, Livingston planned the
ODUEYI OPOT wi RT PEPUDPOOOW?!'-DREY0%ODOwhN WWd dw3 DI wb
first mounted at the Corcoran Gallery of Art where Livingston was assistant director,
PEUOWEEEOQUEDPOT wl O wN AAWEEEIN Eud)BAT T G wll EGOCEU 2GEa0uRdl (
200wl YI Ua wE OUOU wE wdO® HussellekpteEssdamecaOtheudégied t& B U 6 »
which exhibition organizers were required to start from scratch to assemble the twenty -
bibliography, this one had to be put together piece by piece on the rumor, hearsay, and

U1 1 wi @UrneteBvasiGsomething fresh, grassroots, cutting edge, and scrappy about

not only the work itself but the way in whichitwasbrou T T OwUOOT 1 UT 1 UOwPOw1 UUU

w27 EQw" EOOCET EOOwW?, O, NewivdidMagazine Uw" OOOUUO? w

14Rjchard HEUUD O1T 00O OwW? & UEET OE OE oThe(Washindtod Rogtbenetnbedb,A€83) @& * & O1 2 w

1u5) O Owl1UUUI OO0wW? wii OEUOEEOI w$ RIT ENEW Yok DifhegFebrualy Q£ EOw%OOOw U
1982): D33.
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by curators and critics and the appreciation for self -taught art as described by Russell.
Folk, orself-FUE UT T UOWEUUOwWP WH U iwd EUWDU 1l ud@iEEDBDWODW E O wE U
2UOQUEUT T UO? wi OOOWEUUWPUwWUOOT T OPwWwUOEOUUUXxUI EB w
education from, among other people, Tom Young at the University of Mississippi, he
exploded onto the scene relatively unknown in the m id-1970s, seemingly from a deep
UOUUT I UOWEEEOPEUTI UBww Uw2l EOw" EOOET EOw@Ubxx1 EO
accepting New York street photography, [Szarkowski] went and unveiled an obscure
Southerner named William Eggleston whose artless color prints set up the hue and cry
EOOwWOYI WwWET EPOG»

Eggleston combines visceral or, alternatively, bland color with offhand
references to controversial southern themes and race. Sometimes those references are so
offhand that observers have read them as incondusive or nonexistent. Take, for
I REOx Ol OWEUUwWI PUUOUPEOUW OOI w EOOOOEWEOE W, DOI w
photograph which did not appear in the exhibition and shows a black person driving a
car in (the title states) Jackson, Tennessee, near a churdffigure 23X 8 w? " +4 2 wDUwx UPC
OOWEwWUUPOPUaAwWwxOO0Tl dw?61T WEOWOOUWEOUEUO> wel EYI UwE
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105



either for or against freedom riders, the busing of children, or blacks driving shiny cars

POwUT GUUOwWI PUT T Uwi OLwUDU00OW({ @ap600HODGET BRDEU AU
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on his attention to them that he considered these subjects relevant. At the very least, he

sensed that his audiences would be interested in and attracted by these visual cues.

Weaver and Hammond also report an anecdote from 1991, when they were giving a

Ol EVUUT wEEOUUwWST T O1 skdde@emptingtcdiscussa atureloftax | B

w. O woOi wsi1

Qu

barbecue with a blood-UT EWERT wOa POl wdOi ROwUOwHhU
xPDxl EwUxow?2UT 1 Ul wbi Ul wOIl OQwxi OxOl whEUET BDOT wi pOw
i BT OUTl wOUUOwPT an? w HEHHSWNER Eglesidh knéw tEaythepiatlred
PPOUOCEwWOOU0wOI E O wE w U Bud hrudigding@®@ite) theuoppositexabdutd »

Eggleston and the other photographers in this study. Indeed, another interviewer

guoted Eggleston saying something different from what Hammond and Weaver report:
?280UWEOSEwW( WEOUT wOOOPWUT T wxPEUUUI wOl wUOT T wi EVET I
T OOE wx b E Gy wién, Egfldstdrephotographs such objects ¢ a bloody axe,

supersaturated blood reds, monochromatic whites, mah ogany and parchment colored

i O1 UT Ow " +4wUbT OUOWE OE wbdcads? Bfia Gabryy aolrOa U2 wp D UT wi U

18\Weaver and Hammond.
119 | id.
2 EOEOOOW) 6001 UOw) Ud Ow? 3 INEVBWeeKoIURN D) houl( (FanuaniuB@muIEdw" 000U O~ w
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consciousness, though he told a British journalist he just thought the axe was funny, and

UUET UwO

UT EOOw? 07T 1T Ul ZzUwOOwWUOETI UOaDOT wuIEQEBB®IUE

This color consciousnesst an awareness of the emotional shock of color due to

its visceral quality, surealism, and social dimensions in the hands of an artist from the

Deep Southt PEUwx Ul Ul OUwbhbOws$T 1 Ol UUOOz4dd eolmétids! 1 UPE WET C
obscured by formalist justifications. Eggleston had a sharp sense of smell for blood, so to

Uxl EOOWEUWPOEPEEUI EwEawi PUWET OPET wOOwxT OUOT UE x
lack of comprehension). As A.D. Coleman observed, Eggleston wasworking with

received ideas!?2In doing so, | would argue, he must have been aware of the myth that

2YDOOI OET wbUwdOUwi EVUwI U Orénergdontecit 1906[12EHE mastu® Ow U T 1 w
also have been aware that this perception of incipient and festering Southern violence

had fresh immediacy for Northern audiences. While Montgomery, AL, Lubbock, TX,

and Savannah, GA had the highest murder rates in the nation, TimeUl x OUUI EOQw? Ux w- O

121931 6O1 UUI 1 Brieish d@maFoCRhotographgvarch 19, 1992), 18.

122 g#6w" OO0 OEOOwW? 6 bOODE O mrgativie OdmerBAArO tuMay 29020 B4d8uN N1 O2 w

23 Qwi PUwl UVUEaw?220U00T 1T UOWWPEUDPOOU> wbOwUOT 1 wi RT PEPUPOOWEEUE
Contemporary Arts Museum in Houston fo r an August 4 + September 2 exhibition in 1983, curator William

%ET ECAawOOUT EWEWOEEOWOI wEedSUUOOWOYT VwddI ZzUwxEUUDPOOUWEUWE w
Ul 01 EUT wUT UUOUPOT wbOwYDOOI OET wE OE wU tessbuthéraehosuSadisticc UOUT Ow? |
OOU0UUI Qwi EOT POT UwEOEwWs OEEwWl OUUIT Uz wEUI WEUOWEwWI T pwi BEOx OI
x Ol EUUUT wUOEOT Uwl0T 1 wi OUOwWOI WEOGEOwWI PT T OUOWEOT wi T T OUOWs EGO
connected these passiondd OWE OwH OUT Ul UOWEOOODT w20UUT 1 UOI UUwPOwWUT | WEPAEU
the sensational and fantastic, be it carney and freak shows or roadside reptile farms, is indicative of a people

Pi OwUl UxOOEwPDPUOT wal EOwOOw RyahdDE MéheIK) Spddistepihert Bdlddd E Ow 6 wwE
Contemporary Arts Museum, Houston, Texas, August 2 + September 4, 1983 (Contemporary Art Museum:

Houston, TX, 1983).
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the combined rate of violent crimes (murder, rape, aggravated assault and robbery) is

UOPOOwWI UTl EUTI UwUT*ZEOQwUT ECwOl wOT 1T w26U00T 82
Why and how did Eggleston make mundane objects and scenes seem so sinister,

to the point that David Lynch, director of surrealist films and TV shows tinged with

terror, cites him as an influence? As a writer for the British Journal of Photograplpointed

oUUwPDOwhNNI OWEUDPUPEUWI EYI WET 1 OwPbOEODPOI EwOOwWUI T 1

close-up of the plumbing in a German shower recess is seen as a metaphor for a Nazi

UOUUOUUI weéT EOGET UGU0UT T WUEUOXxUUUEOWUT ExT wOi wEWODPOD

alien presence, and the wideE OT O wx1 I OwPOUOWEwWOPUET | OwodYIl Owdb

T OPOx Ul woOi wrad AustrdighCéntedfor Photography newsletter observed in

RUNAH wOT EQw$T 1T Ol UUOOZUwWxDEUUUI UWEUT wUegatkedD OT wE O

Ul OBOQY Il Ul uPUWEWODOE WOl wEPi UOwWUUPOOO!I UUwPOwWUIT B

xEUUPEPXxEUDPOO®wWEAWUT T wYDI P11 UGB~

saturated quality of the work and its content. Eggleston used the processt which had

not, until 1976, been known outside of the advertising world, to amp up his color ¢ the

24937 1T w/ 1 Ox Ol 6 w3l 1 wlimelSemethbeOd7,1ad7B)] w2 OUUT 02 w

125937 OO1 UUI | The Briisd M&riand Rootograpkiylarch 19, 1992), 18. Eggleston told the journalist

Ul EQw?1 YI UAaEOGEawUl Pal UwOOwUT OUT wEUxT ECUWEUVUOWOOEOEawWUI 1 OU
OPOEOwWYI Uawi UOOad~»

12696 DOOPEOwWST T 01 UOOO w21 Ob Austral@rOC2htdy forfPhotography, Raddiagoh, |

Sydney, August 1976 newsletter, The Museum of Modern Art Archives, Eggleston Publicity Folder.
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soaked and can be manipulated for maximum control of col or balance and contrast.

Eggleston told a British Journal of Photograpty I x OUUT Uwb OwhNNI wUT E0COw? ( u

the added saturation of the inks if | wanted a color or a group of colors to function in a

OOUI wi OUET T UOwbPEadw( WEOGDEUBUDYDOa&EdAdRDDOU WLE &L

knee-jerk emotions that some 1970s critics and photographers believed color

photography to possess. Photographer Mitch Epstein claimed UT EUw? x T OUOT UEx T a w

dumbed color down to emotional button -pushing ¢ blue for cool, red for warmth. Faced

PPUT wUOl PUOwW( wi 1 OUOWEU w6 DOOT UBRBOEwx UUwPUOws ECwPE
$171 O1 UUOOz Unuugedlbindd ElvEIBDW/UWiOU O1 a7z UwOENDIEDOOwD Ow

an apt demonstration of the way Eggleston exploits the sticky saturation of the dye

transfer printing process. The color takes on a heavy, lacquered feeling in the depiction

of Graceland ¢ a space that is kitschy and morbid at the same time. Afriend supposedly

asked Eggleston to make the images in 1983 because the Presley estate needed new

pictures for its Graceland tour book. Eggleston took the public tour of the mansion. He

127 The 75 prints in the 1976 exhibition were all dye transfers, according to Eggleston, as were prints made

for projects Eggleston worked on in the 1980s.

128 Mitch Epstein, Mitch Epstein: Work(Gottingen: Steidl, 2006) 14, quoted in Moore. Eggleston also claimed

UOWET W?PEUWPEUwWPDUT wlT The DéEsdaticUrtreguinENGUN AEB tuy 1 QCOWE auwdi Ol w w1 E O wU
UO1 OT ET1 EOQOWEOEDT UOUUwWYPI pwOl w Ol UPEEOQWEUOUUUI 02 wOl EQuwxT O
?PPOUOCEWE]I EOOI wbOEUI EUDOT OAwEOEWEOOUUOY!I UUPEOOawWPET OUDI BI
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was not sure why he had been asked totake the photographs, though he had shown
soO1 woOi wi PUwi EUODIT Uwx OUUi 600POUwUOW/ UPUEDPOOE W/ UI
?23UOUEOI Ew6EUI UUB~»>ws$T 1T Ol UUOOwWUx1 EVUOEUI EwUT EUwI
EIT EEUUI wPUwWPEUWUT OUTT OwlT EQwi 1 wodaP{ baBUDGE&OD @O
tEUWEOWOEEDUA OwE U U wb &He spehtunkarebddebhaliGrorihs uOEED U a 8 »
shooting, using both a 35mm cameraand a larger format camera.13

371 whOl PUWOIT w/ UT UOT azUwWET EUT wbOwhNAAWPEUwWOOC
Eggleston embarked on the project. Eggleston made the Graceland images at night, and
most of the shots were long exposures that employed artificial light. 231? ( wl EEwUT T wUUOu
the place at night for many months but did not consider it necessary to take a lot of

xDEUUUI UOWE U w( wb v hoBitsuio@r@akoliPddtographyuter d 1992.

(@}
m»

?. I wOi T wxUEODPEwWOI I U0 wWashiggtdourostdviewernR@iardw$ T 17 O1 U U

he

i Ul UwUOT T wOUOwpbi OUWEOPOwW( wbhOUOEWE

Qu

"EUUDOT U006 w

Ul xOUUI EGws$T T O1 UUOOZzUwWUI UxOOUT wOOwUi T wi 6YPUOOO

EI EEEI OEl wEOE wOI OEOQET 00a wli w$s OYDPUzUwbOaUl 6001 as

291 DET EUEwW' EUUDOT UOOOwW? &UEET TneWdshington®&s{DecembérilaymasyBd 01 Ow* b O1
130 bid.

BIEDPESwW EUUDOT UOOwWETI UVEUPEITI UwUT PUWEUWEwW? xEDPOUI UOawll ET ODPO@
EIl x0T 68~

132 |pid.
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Ol BWWe is 0 ® @6 WwIOWIWYOWEIWE Owi 11 0
EEQwUI OOwPUwpPT 1 OwadUzUl whpEOCODPOT wbOUOWUOO!T wi PUU
EDPE Oz UwO OO Pb wiThewinddwsirerd heavily draped ¢ 2 OOU U wOi wlT 1 wUDOI
little sunlight ever got inside tha Uwil OUUI 02 w$ P OUWUODDwWRBBEDB OEOE wWOE
PUOUI w EUUDOT UOOOW?HPUWUI 1T OUwUT EVWEOOWEOOOUOWEO
$O0YPUZUWEUOaAawWUOPI OUOWEOEWOPOPUDPEWI OET OwEwxPOEE
against a gaudy motorca EO1 6 PUz Uwl EVUA wUOwi 11 OwUl ECwOOEOE Az \
U b Os 1B was, Harrington observed, the perfect photographic subject for Eggleston
(figure 24).

371 wUPET Owl EVEaAawUOO0! UwoOl wsT 1T O1 UUOOZUwWOUUT wE
tackiness and, inthe mME O O1 UwOIi w# EY D E wBlaed/ENegexploited Wt wi DOOOw
overwhelming chromatic saturation to seduce and terrify. As Harrington observed,

sharpness, a sense of detail sbi i UU1T E wb b U6 ThiekEdingithicdor is what

OEOI Uws$T T Ol UUOOZUwxT OUOT UExT UwOi w&UEETI OEOEwWUOuwW

()

I pT 1T O0PTTUPOT wOil EVW&UEET OEQEOWET Ul UwhNAAOwl EEWE

OEUUOOI U062 ww3i 1T wxi OUOI NG &rapessased bEidthattd tareh0 1 DE OO a w

W1 PET EUEwW EUUDOT UOOOwW? &UEET Tne &éshingtorOAedDEcEmb® LowDaspeB40 O1 Ow* B O1
W EUUDOT UOOOW? &UEETI OEOEO? w#k d

135 1bid.

B EUUDOT UOOOW? &UEEI OEOEO? w#k d
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But if the Graceland serieswas thick with bright color, some of the photographs in the

?2$01 EUPOOWS YI »wUI UDI @bl Ul WUUEEUT Ewpi T OUIT wl
Eggleston was not the only artist of the 1970s and 1980s to use color to convey

violence, sickness, and perversity. The 1970s was the era of the multiplex, or

2&UPOETHQI U I OWEUT awOOY DI wi OUUI UwbpbUT WEOUEOI wi i E

disrex UUE E O] wx O NevlYaHUTimeddm aritie 3.@ Scott put it. These were, in

(@)

2EOUU0zUwbOUEUS
cheap, nasty slasher films, deazy exploitation pictures
gimcrack sci-fi epics starring people you never heard of.
Just about anything, in short with the right combination
of gory, pointless violence and inspired amateurism. Also
car chases'®

w7 EUUDOT UOOOwW? &UEEIT OE O E dleWadhihgtoh Ro§lece®hardd, @983):Ow* B OT » w

138 Two different printing techniques ¢ dye transfer versus C-print ¢ signal two different chromatic moods

and modes of the photographer. In direct contrast to the use of dye transfer in the Graceland series,

Eggleston thoughthe C-x UDOU WP E VU wOOUT wExxUOx UPEUT wi Gdling SotewhNAt w? $ Ol E
commissioned thisasUBT OO01 OU0UOwpPkT PET wPEUwWUOwWxT OUOT UExT wbOWEBEWEUOUODE
Plains, in Sumter County, Georgia. Eggleston made the pictures in October, 1976, just weeks before Carter

PEUwI Ol EVUI EwxUT UPET OU08w? UVwWEwW20U0T 106G 1ALGST ul N&F D0 EPU ul 138 EE
OOwxT OUOT UExT w) POOaw" EVUUT UwbOwi PUwi 601 UOPOBwW! U0ws$T T O1 UUO
EOQEWOEOGET I EwxUI EPOUUWI 1 PwOil w/ OEDPOUB » ws$ ditthés] fehte® GnddD OU U1 E E wx

roads, apparently making no effort to give Rolling Stoneeditor Jann Wenner what he wanted, according to

Walter Hopps. The Corcoran Gallery of Art also published a catalogue in 1977 to accompany their exhibition

of the images. GPrints are a lot less trouble to make, Eggleston told a writer for the British Jounal of

13§, w2EO0UOwW?! EE OwltheiNewIYaugT#&BHEIG 1 2000)%1 EUUUT 2 w
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The seediness of the grindhouse extended beyond the Bmovie frame into
blockbuster Hollywood fare. The reception of the Martin Scorsese film, Taxi Driver,
symbolic and conceptual link in popular culture between violence, obscenity, and hyper -
saturated color film in the mid -late 1970s.Taxi Driver depicts mid-1970s NYC asa
dangerous, Gotham City-like hellhole. As mentioned earlier in this chapter, media
coverage of urban spaces, especially New York City, in the 1970s showcased rioting,
burning buildings, and the threat of violent crime. Violent crime was, furthermore,
relentlessly linked to race. The sentiments that emerged in the media coverage of the
school busing crisis made this clear. According to the notorious anti -busing activist
+0UPUl w#FEawW PEOUOwW?31 1 Ul wEUIl wEUwWOI EU0wWhYYWEOEE
comOQUOPUawPT Owi EYI wODPOOI EwbI B 02 IuBrd0®0@ 10w RGuel iDI0WL @
working class Canarsie neighborhood, residents relayed mythical accounts of black
people mugging white people and cornering them on elevators. 4ITelevision spots for
the Nixon | O EUDPOOWEEOXEDT OwxUl al EwUxO0OwUT 1T w201 O0w
widespread urban blight and a promise of return to law and order. A New York City

Police Department report released in 1978 showed that homicides in the city reached a

140 Quoted from Lukas, Common Ground, 53 .
141 Sandbrook, 53.
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peak figure of 1,691in 1972142

Echoing these pop culture persuasions and political ploys, Taxi Driver depicted
the city as a sleazy, seedy, sodden environment, laced with a creeping sense of horror.
%D OOWEUDPUPE W) 6 w OEaki Drivet i® 201ue @ke® DlingsiEgEnoitudE thau
morally aimless, sensationalistic, violent feel of 1970s New York City:

20 the Checker cabs are gone as are the taxi garages at the end of

57" street and the all-night Belmore cafeteria. Times Square has been

sanitized, the pestilent combat zone at Third Avenue and 13" Street

where Iris peddles her underage charms have long since been gentrified.

-1 Pw8OUOWPUWOOWOOOTT UwlT 1 wx OED]I Uz UWET UD]T
nostalgia, though: In other aspects, the world of Taxi Driver is

recognizably ours. Libidinal politics, celebrity worship, sexual

exploitation, the fetishization of guns and violence, racial stereotyping,

the fear of foreigners ¢ not to mention the promise of apocalyptic re ligion
tEOOWUIMOEDOS »

Taxi DriverOwbP UDPUI Uw' OEI UOEOOWPUW?EUDPOOPEOQUWEC(
$TTO01 U000z UwWI RT PEDPUD OB tudvYark TnescriticBedne THortanO | whuN A + w
EEOOI EwbPUwWUT T w? 00U U wifak DriveE wab the(1 2 to®-§rossing moviz | EU2 A6 w

Of whuNAt OQwal UOwODPOIl w$iT 1T O UUOGOzZUWUT OPOWPUWDPOUXxDU

w4+ ] OOEVUEwW! UET UOwW?*POOPOT UwPOWHEODPODPI UwEUT wil xOUUI Ewl1bPUDO
found that during the first four months of 1978, the number of recorded murders was only slightly ahead of

the comparable 1977, figure but that there was an increase in the number of homicides in which the slayer

PEUWEwWI EODPOawOl OET UwOi wlOi 1 wYHE UD OB | EFEEusEW@RBOWINT ul Wil bl Buv fuB(
143 Hoberman.
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event in American popular culture ¢ x I UT Ex Uwl Y1 QOWE®wbOUI UYI OUDPODS »
In Taxi Driver, former Vietnam serviceman Travis Bickle suffered from insomnia
and took a job driving a taxi in the wee hours of the morning. The film dep icts his
morally ambivalent, obsessively private, personal, alienated encounter with his
environment. Reviewing the film for the Timesof London in 1976 David Robinson
UUTTIT U0 EwOT EQwUOT 1T wi POOZ Uwi DEUVwHBEU & @En®yiob g U wh @
confidant, the endless driving through the coloured streamers of the city lights, the
OO000UOOOUUWEOPEODOT woOi wlOT T wdl U1 UOwWUT T WUUEEIT UUDB
bread soaked in cherry brandy, the mad method of the preparation of his me chanical
armoury ¢ T PYT Uwl POwUT T wxUPYEUI wkiSkHc & destiipbi O wE w! UIT U
I ET Ol Uw24aEUOOPUODZUWEUUI UUOT OUwOT w11 O1 UUOGOZz UL
morally ambivalent character in both his work and his public persona. 146
Oneol wUT T wxT OUOT UExT Uwi 1l ECUUT EwbOws$T 1 01 UUOO:
6 DOOPEQWST T OWUDOOK Bwa&BEI OPOOEOwW, PUUPUUDx xDOWE

the wretched flophouse where Bickle (Robert DeNiro) carries out his warped vigilante

u OE] UOEOOW) d w?+t kw81 EUUw+ EHe Vilageuvdicaafruis (2e1¥.] Uw2 UPOOw2 U0UOUO-
UWHEYDEWL OEDOUOOOW? # Ob Ohe TinegFriday, Augudt@® 1976l 1 UU O~ w
WHEYPDEWLOEDPOUOOwWPUDPUI UwUT E0w! PEOOT w?T E4al UwbOwi RxUI UUDPOOO
prostitutes, pimps, pushers, pleasure seekers and pleasure vendors!#¢ Every night when he has brought in

his cab and cleaned out the filthy leavings of his custoO1 UUOwi T wOPU 0T OUwlOOwi PUwi i OOOP wE!
UO0OUDT Uwd¥ wOT 1 weEDUAB -
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justice in defense of an underage prostitute named Iris (Jodi Foster)(figure 27).147 In
$17 1 01 UUOOZ Uwx I-tiddedriad Bf seix Gndi Sleade bvErlays a nude man
standing and scratching his head near a rumpled, unmade bed, surrounded by primitive
black graffiti U T 1 wpb O U Emodt&rériinentid the scrawl). The photo (and
$T1T 01 UUOOZUW?11 Ew" 1 b O&D tatisuoxriindtbedyéd bfhe pomg Uwb1 OO0 A w
theater Bickle frequents between night drives in his cab.
UwbUwWE O1 U wEdradni pho®@irap bistxidzinténsity of the color in Taxi
Driver ¢ the neon of the streetlights, the dirty red velvet porn theater seating + immerse
the viewer in degeneracy and the grotesque. The revoltingly pornographic saturation of
Ul T WEOOOEwWUx OE U U1 dyimBhawkédihead &nOtBd dead hobis dffpiohps
and Johns in the final massacre sequence of axi Driver sparked so much controversy
that the Motion Picture Association of America threatened an X rating for the film.
Scorsese was forced to tone down the colo in the final sequence in an effort to insulate
the audience from the sceneand obtain an R rating. The film negative was edited to
JUEEPEEOOGawUT DI OwlT T wolA 103 1 U@ @ YEEGOU 1 UWhunE O<EL

ODP1 1T UO0?2 wE E E OW4dl Bt@ét dolnedonby Briwde Bennett on the digital

147Bickle massacres the pimps and johns he believes are preying upon the 12/ear-old Iris (Jody Foster) in a
hallucinatory bloodbath.
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restoration of the film by Sony Pictures. 148
24EUOOPUOPZUWEUUT OxUwWwUOWEOOUUOOWUT T wYDPI P11 UZ

POUOWPEUWEOQwWDbOx OUUEOUWE

DUPEEOWOE OmdliNtheUOwl DY O

1970s. Color had a foul reputation (if sometimes overstated in the arts media) among
Ul UPOUU> WEUUwWxT OUOT UExTT UUBwW?" OOOUO> w6 EOOI Uws$
EOQOUUUxUwxT OUOT UExT awEOEWEEUOOUUI WwEOOOUWEOUUUXU
Consider the way color film usually renders blue sky, green
i OOPET T OwObxUUPEOQwWUI EOQOWEOEwWUT 1 wOPEEDI z Ui
simple words for the matter, which must be whispered: color
photography is vulgar. When the point of a picture subject is precisely
its vulgarity oritscolor -EEEDET OUwUT UOUT T wOEOz Uwi EGEOu
then only can color film be used validly. 4°
Many fine arts photographers had avoided color photography due to the
compositional challenges it presented and its lack of archival stability. Serious
xUEEUDPUDOOI UUWOI wiOT 1T woOl EPUOWUIT T EUE 1'*EThdEed OO U WE U w

Pl Ul wOl ET OPEEOwWODPOPUEUPOOUWUOWEOOOUB w?( OWEOOOU

vl YUET w! 1 001 U0OwW? %DOO0 w1 k Ohuis B &R Dsu B lud WBVEIGhdsauddl# DT DUE Ou
March 16, 2011

1969) 208.

150937 1 aw2 EDE O w D Bi®atidn (Avgdst 1006P60R 31 1 WEEEDUDOOEOwWx UOEOT OwOl wE(
constituted a distracting and irresolvable superfluity for many photographers and viewers alike. At best, we

TEYTI wil OUwUT EVWEOOOUWPOUUUET UwUx OOWEOEWEOGOT UUT UwUT 1 wET OB
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Kodachrome (the first chromogenic film introduced to the public, in 1935) were unstable
and some of the dyes faded quickly. Over time, usually between 35 to 50 years,
chromogenic prints suffered a loss of highlight and low -density detail, and a color
balance change!s2 By the late 1960s, the longevity of chranogenic prints had begun to
improve and the Swiss company, CibaGeigny Corporation, had introduced the
Cibachrome printing process to the market. Yet even the dye transfer printing process
used in advertising had a relatively UT OU U wOPIi 1 UxEOQ8 w? OOwEal UOwbOuw
21 EOw" EOOET EOOwWDOwi DUwWUIT NevlYorkOEIT S TBIOD 16 Wil O GuzOU WiER
sales point, for sure. No collector or dealer wants to lose out on an investment.153

Color also had an aesthetic stigma. Robert Frank, author of The American$1959)
x UOEOEDPOI EwUT EUwI 1 wEOPEaAUwWi | OUWEOOOU watkE Uw? EwWE O
of the black-and-white photograph. For me, colour is an artifice, a cosmetic (like the kind

used to paint corpses)214A 1981 photography catalogue published by the New York -

51 §#Bw" OO0 OEOO W GOOUD H BD OO W Farishad Sikds Bi2EH2 Plyoto B w

Essays on Photography and Related Matters 180@9(New York: Midmarch Arts Press, 1996): 127.

122 EUET w$s UODBUUTI Ow?" T UOOOT 1 OPEw( O OUOEUD OO Collecdidnd w1 al UUOOw/
Management Program, http://www.imagearts.ryerson.ca/topographica/About%20Us.html. According to

$UOPUUI Ow* OEEOZ UWEOR WO wi pOOwWUI EEwW?2pPOET wWwEOOOUWEaAT UwOE a w
for, or otherwise warranted against,any ET EOT 1 wbOWEOOOUB »

1532 ] EQw" EOQOOET EOOwW?, ., w-HSwYorkUumd2B,11946):FH OUw! EVO» w

154 Roland Barthes, Camera Lucida: Reflections on Photografigw York: Hill & Wang, 1982), Chapter 35.
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based LIGHT gallery referred to color photography ¢+ ? UT 1 wOEOEUE Eautyw Ol wi BOU
EQEwWOURUUPEONwPEEG QUi wlOT T wi 1l PwEUI EUwWOI U1l OWEOOUH
Ul T wUl UBOUUWE UI E¥Beicblanwdrk@vasincluded<¢dr hing 6ut of 31
photographers published in the LIGHT catalogue, indicating that artists were me eting
the challenge of color head-on.

In his essay for6 POOPEOwS$ 1T T (BrarkonwGkDaskeduwgeWedstd imagine
UT 1 welT EOUwUT EQwi OUUT Ewbki 1T OwUT 1T wxT O0UOT UExT 1 Uwbl
UUT wi PUwOT EPUOWDOWOODOOET Udbedp anduirtiallydoolpidoE | O Oa wi DY
EOOOUwWI POOG» w3T 1 w?Ul ET OPEEOwWIT 1 OPUUI Uwbi OQwWET YI O
OEVUUUEOOGaOwUTl EQwOOUT whEUWET UUI UO? w24 EUOOPUOD WP
EOUOEwOOO0a wE | waBubpbdtogréphdustkme at the old pictures were not

OEUUUEOQWUOWET 1 DOwWwPPUT OWEOSE WI OUwWUT 1T wxi OUOBT UEXT I
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Most professionals, Szarkowski explained, used color OO 0a wbi | OwxEPEwWUOOOwW? EO
YIUawEI U0OwPPUT OUUw@UDPUIT woO GMost GolouphdtographyU 1 1 a wdl E
i OUwUT PUWUT EUOOOWTI EVWET 1 Ow?xUl UPOI 02 w24aEUOODPUO
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155LIGHT (New York, 1981), 24. This statement was made in reference to the work of Mitch Epstein, a
photographer who worked with color film.

156 Szarkowski, Guide 8.

157 1bid.
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UPOUOUEOI OUUOGawEOUT ®UT 1T wEOUI WESGEWUT T wUOasd-
It took several years for Szarkowski to raise the money for the Eggleston

exhibitionand 6 POOPEOwWS$ 1 | OwPVIOO0r VWROBDEEEWEXx xT EUI Ew? OU
MoMA one day in the late 1960s, and Szarkowski claimed not to have known he existed
before then% The well-dressed, aristocratic southerner was carrying a set of black and
P DUl wxUPOUUWEOEWEWUUDPUEEUI wi UOOwWOI w? EVUUT U0OUI
Photography Committee to recommend the purc hase of two Eggleston black-and-whites
a month later. The committee bought one of them. Eggleston returned to MoMA in 1971
with a new series of color slides. Szarkowski told his committee that the photographs
showeda? bi OO0OOa wUUEEI UUI UOwUUT wOi wEOGOOUwWxT OUOT UEXI
Woodward, the photography committee remained unconvinced. 160

Szarkowski was the most important figure in art photography during the 1960s
and 1970s. New York Timegritic Hilton K UE Ol UWEEOOI Ewi DOwWw? 000 wO OO a wl
EUUT OUPUPTI UwhPOwlUT 1T wi PUUOUA WOl wxT OUOT UE#* awEUOW

Another New York Tme€ UDUDEOQw&I Ol w3iT OUBUOOOwbPUOUIT wlOTl EQw?
158 |bid,, 8-9.

1591 PET EUEwW! 6 we OOE b E U EanityFair(Ctobdedigoa)! 242 U » w

160 |biq .

6" T UPUUOXxT T Uw/ T BOODxUOwW? 31 1 uhctokéri/ad R2@Auwran 1882)2B63u80.1 OUOT UExT a
Please see Phillips for an excellendescription O wOT T w, OUT UOwOI w, OET UOw U0z UwUOOI wl
EEEI xUEOEI wi OUwx I -tedgéd wEKkU ja uEWEWEWS W Obw/ i DOO0DBxUwi Bx OEPOUOL
2/ 1T 0001 UEXN Nt ureWd ENAuu O U U EOQa wUi 11 UUT EwOOWEVUW?EWEVVUEDEOWUOIT ~
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successful than he [Szarkowski] in bringing the work of previously unknown
xT OUOTUExTT UUwUOwWwxUEOPEWEUUI OUPOOS w( OwhbUwilopi
EDUEUUUDOOWOI w Ol UDE B uové, Callhheh tompladnaduhatO E E a 6 2
I YT UaOO0l w? UEOT W UspENQ@R WD u ovedE Ea U» wEOE WE OO
because of his position as head of the most ambitious
photography program of any museum in the world, and
because of his unusual intelligence and discernment, a
Szarkowski show endows the photographer with a weighty,
if not oppressiv e, imprimatur. 163
Young photographers who wanted their work to be known on an international
level took their work to Szarkowski. Anyone who wanted to wade into the waters of
photographic criticism in the 1970s had to read the catalogues published and exhibitions
mounted by the curator and his venerable home institution, The Museum of Modern
Art.
Through its exhibitions and publications, the department had been setting
YDl Pl UUzwl BRxT EVEUDPOOUwWPPUT wUI UxT EwUOwxT OUOT UE
appointment as the first curator of photography in 1940. Newhall had called for a study

Of wxT OUOT UExT awEEUI EwOOwUT 1 wEOGOOOPUUI UUZUWEUOU

A N A~ s o~
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2] EOQw" EOOET EOQOw?, ., w+OpPI UUwWUTT w" OO0V wW! EVO6wW24EUOOPUODZU
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art historian Christopher Phi llips. 14 The concepts of rarity, authenticity, and personal

expression were privileged in the texts accompanying the first MOMA exhibition staged

Eaw-1 Pl EOOWEOEwWxT OUOT UExT T Uw OUI Ow EEOUOWEEOOI

" EOI UE w$ Utrhd clréde &4hd photographer claimed together that each print in

UT1 wi RT PEPUDOOWPEUVUWEOWPOEDPYDEUEOQwx] UUOOEOQuWI BxU

ET EDOUUCWUT 1 wET EUT T wUOT EQwWUT T wxT OUOMUExT PEwx UOEI
-1 PT EOOWEOEwW EEOUZz UwahotayEaph) dobsisthgudd & UE U1 T a wi C

21 OUOEOPUUWUI EEDPOT OwlUT 1T wxUIl UUxxOUPUDPOOwWOI wWwEUI E

x Ul EDBOUUOT UUwOI wiT 4 wasdorGpilydrastidd n th® simmetd 477 w

PT 1 Ow, O, zUwOUUUUI T Uwi PUI E w$ E bgeaphy and acteprésl 1 OwE U w

-1 pT EOO7 UwWiMoNdA pesidéd Kefdén Rockefeller announced the

appointment of Steichen, who, according to a press release issued at the time, had been

in conversation with MoMA officials about enlarging the scope of the depar tment.

According to the release, the first large exhibition planned by the department would be

2&UI EQw-1T PUwW/ T OUOT UExT U> wbOwUT T whDOUT Uwdi whuNK W

Ol PUwxT OUOT UExT adw OUOwWPOWUT T whOUOUwbtBeU WE w? OEN

use of photomurals and dramatic installations. Organized and directed by Mr. Steichen,

164 Phillips, 29-30.
165 Phillips, 36.

166 Phillips, 36-40.
167 |bid .
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Steichen was preferred, according to Phillips, because of his ability to raise more

money from ph otographic equipment companies tincluding K odak ¢to subsidize his

salary.1® He was hired because Newhall had failed to redeem photography from its

marginal status among the fine arts and becauseMoMA had come to be regarded as

mid-UNKY UOWEQOE wUT UUWPEUWEEUDYT OawUl 1 OPOT wUOT T w? UL

xT OUOT UExT azUwYEUUWE®EWET YOUI Ewli 60006PDAT 62

Steichen served as Director of Photography from 1947-1962, and helped establish

O

, 0, WEUwWUOT 1 wEOUOUUazUwOlI EEDPOT wOl EPEUOUWET OPI 1
{ journalistic, documentary, and artistic. MOMA was able to assume this unique role

because, at the time, most American art museums stillE OOUDE|T Ul Ewx1 OUOT UExT a
El aOOEwUT 1 wx E Olvu@HenuSzdrdowski @&k iouertntl 869, dhe installation

of photographic exhibitions changed dramatically ¢ photography underwent, in

/| TPDOODPxUzUwbPOUEUOWE w? EUOUU kefdlen thée 3¢ BnBcditeédd OT 6 » w, U

24EUOOPUODZ UwExxODOUOI OUwPOWEwWx Ul UUwUI Ol EUI wEE

% QUT UOwOTl w, OET UOw U0wxUl UU0wUT O1 EUI Ow?$EPEUEwW201 PETT Ow x
, OET UOw U0O0> w) UOa whuk OwhINKA 8

102 JUEUUOwW- EOEadw?31 1 w DUUOUAWOT w/ T O0OA0IRWYDE WS EHBEDDOO OW
State University of New York at Buffalo, 2005.

170 Phillips, 40.

171 Phillips, 50-53.
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the time, a 36-year-old photography instructor at the University of Buffalo with two
publications under his belt + The Idea of Louis Sullivafi956) and The Face of Minnesota
(1958). At the time of his appointment he was in the midst of a Guggenheim Fellowship,
photographing the Quetico Superior wilderness of Wisconsin. By this point, the total
number of photographsinthe OU U1 U Oz U wE O diseh t& €)@dpdintsimade by

OO0UI wiUT EOQwhOYYYuwxi OUOT UExT 1 UUwPbOUI UOEUDPOOEOOAG
x UONT EU? wi OUwW24EUOOPUODWPOUOEWET wOOwhOx Ol O 60w
Photography Center, part of the new wing of the museum at the con clusion of the 30"

Anniversary Fund Raising Drive that was ongoing at the time. From the get -go,

Szarkowski announced his intention to honor artist -based initiatives, not museum-based

x UONT EQOUG w317 1 wOUUT UOzUwUOOTI wEUUDety PUwUI OUUIT w
Ul UxOOUDYI »wl0OwUT 1T wUI EVUET T UWEOGEwWI BRx1 UDOI OUUwOI

and publish that work which makes a relevant human statement with the intensity that

PEI OUDPI Bl UwBa2BUOGRUI B WOBRPEDE OO postdrdGWILOY T UwlI

1962.

A new era at MOMA thus began. Phillips writes:

201 PET 1 Oz Uwl a sa-blatEdispldyYnmetamoiphades O
E1 1T OUI wOOI zUwl al UwbOUOwWUT T wedOOwbi PUI wU:

722 QUT UOwOi w, OET UOw U0wxUl U0wUl Of EUI Qw?) Ol Ow24aEUOOPUODWI E
/T OUOT UExT AwEOwWOT T w, OUT UOw®2 w, OET UOw UUG6~2 w, EVUET wKOwhN
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Mural -sized enlargements shrink to conventional proportions, and
the eccentric clustering of photographs of wildly assorted dimensions
gives way to an orderly march of prints of utterly uniform size. The
fine-art acoutrements of the Newhall years ¢+ standard white mattes,
wooden frames, and covering glasst quickly reappear. With no
knowledge O wUT T wxEUUDPEUOEUUWOI w) O Ow2aEUO0OP
Oi w, O, Departinent of Photography, one could easily surmise that
UT 1T wOUWEHOE®ODwi OUwxT OUOT U dbeéndgstedw® E UOU WY E
and urgently revived.173
Szarkowski saw himselfas ariskUE Ol UwbkT OQwl I Ox1 Ewl DT T OPT T Uwx
DOEI x1 OEI OUWPETI OUPUawpkPHUT OU0wWUIT UOU TEHnNO Ow? x1 B
| was able to take a less hortatory position than Mr. Steichen took ¢ to put it pretty
EOQUOUOa 02 w2 A'EHe@Xphittd that) WieBHe dook over the department, he
wanted to put greater emphasis on one-man exhibitions, where individual
photographers were represented as individual practitioners rather than being shown as
xEUUEODPOT wOi wWEwWUxPUPUUEOwWOUwWxT DPOOUOXxT PEEOQwWxUDO

Ul EOWEPUUDOPOEUWI UOOWUT ECwOl wlOT 1 wi UOGEUDPOOWOI wE
Ul T wWEUUEUOU wD UwWE OU 6 nekt vaiiizioieh positions mighude i & atw U |
Ol EUDwWUOWET I DOT wlOT 1 wUI UPT UwWOi wOxT OwxOUPUDOOUWE

. Ol woOl wOT T wi PUUOWUT OPUW2A4EUOOPUODWPEUWET T xC

173 Phillips, 53.

174) OT Owa&UUT OOw? 31T 1 wll EUOGOEE Oa wartRewHBY.D I 1T wOl w) 6T Ow24aEUO0OPU
175 | bid.

176 Gruen, 68.
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25 photographs for each photographer + Ken Heyman, George Krause, Jerome Liebling,
Minor White, and Garry Winogrand. The purpose was to emphasize the individuality of

I EET wxT OUOT UEnetitd litk themudy & ¢éQral theme or idea, according to a
MoMA press release 177 More than ten years later, in his interview with Liebling,
Szarkowski said it was not an accident that he was intimately involved with this

I RTPEPUDPOOOWOOUWPEVUWUT I wOPUOI WEEEDPET GUEOS
unconsciously, | wanted to make it clear that that show had no philosophical moral, it
had no political moral, it had no stylistic moral, but everybody in it was doing work that
of the medium of photography and the precedence of its formal characteristics over
narrative content was in evidence long before the Eggleston show and the rightward
political turn of the 1970s. Nonetheless, | would argue that a position emphasizing the
formal purity of photography as a medium wa s amenable to a climate of increasing

social conservatism in the 1970s.

w? ( wU

Many aspectsOi w- I PT EOOUz UwO letdgha3iE @uhd (ihklie wditddau U 1 1

7, 001 OOwOi w, 6ET UOw U0wxUI U0wUIi 61 EUI Ow? %DYIl waOUI OEUI Ew/ T O

EOEwWwe DPOOT UEOEO> w, EVUET wl WOwhNt + 8w
178 Stange, 699, quoting Liebling.
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photography as a medium, reappeared under 2 & E U O O b U O &%nthis 1B66bool, I 8

3T 1T w/ T OUOIT (bdsediori al196W MdE& Exhibition), Szarkowski insisted upon the

uniqueness of photography as an artistic form. He argued that the history of the

photograph could be conceived in terms of the pil OUOT UExT 1 Uz Uw? xUOT Ul UUP

of characteristics and problems that seem inherent to the O1 E B U&dHe identified five

Of WEwWUDOT O wxUOEOI Golwe#sii U EEBG eCuli 2us( U Ul 9 EOG T ucP23w? 3 |

EQEwW?5EQOURY Biui @GRPDOU®YOT UExT T UzUwsal »wl RTDEDPUDOC

x1 OUOT UExT Uw?Ul O EUI EwUOWET I DOT wOkRE wUOP@UI wET E
Although this delineation of characteristics suggests clarity and specificity,

24EUO0O0PUODzUwi UEOTI POUOwWI OUWUOET UUUEOGEDOT wxi 60O

I OxTEUPAT UwOT T w?DO1l i1 EEPODPUAa? wOi wxT OUOT UExT UOu

T awpbpl Ul wEUI EUI ES w( OwbOUDUUD Phatograp® OwUT 1 w? OEUU

(e}

24EUOOPUODWEOEPOUWUT EUWEOWDPOEDYPEUEOwWxT OUOT UE x
UE 1 ®mheveuconveying a larger narrative meaning. The viewer should not, for this
reason, seek a supplement beyond the frame to help explain the imaget this would

undermine the aesthetic autonomy and self-sufficiency of the photograph. Photographs

179 Phillips, 37.

180 John Szarkowski,3 T 1T w/ T OUOT Mé&wYiork: Dhe Wuséuinlof Modern Art, 1966) 5 -7.
181hid, 8-11.

182Szarkowski, / T O0OT UESIZ Uz Uws al
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These qualities are produced by the photographic medium itself, Szarkowski conten ds, a
EOEDOwWUl EVUWEOOOPUWI POwUOwWPOUPUUWUXxOOwWUT I wdl EPU
based on the specific, the fragmentary, the elliptical, the ephemeral, and the
x UOYDUBOOEODG

In order for photography to be integrated into high art culture, ar t historian
Abigail Solomon-& OET EUwl EVUWOEUI UYI EOwPUwW?T EEwWUOWET wET I
EUUDODPOEUDPOOwWPPUT POwUT 1 wOUUI 6001 PEEO®BWUwWT PUUO
Solomon-& OET EUwx OPOUUwWwOUUwWUT E U wx D E Hoating entiteE Ow Ol YI U
OiTTUDOT wPpDOEOPODPOI wYDPI PUWOOWUT 1T wUl EOPUawWwOUUUD
the construction of social reality. Photographs are, furthermore, always encountered in
specific viewing situations ¢ in magazines and newspapers, for exkample, or hung on

gallery and museum w alls. Therefore, the experienceof reception and viewership ¢

inflected by class, race, gender, and nationality¢ must be considered when discussing

183 Quoted in Phillips from From the Picture Press

184 John Szarkowski,6 DOODE Ows$ 1 T New Yok OvipNMiA) ROUGDE 6.

185 Abigail Solomon -Godeau, Photography at the D&c Essays on Photographic History, Institutions, dcctices.
(Minneapolis: University of Minnesota Press, 1991): xxii .
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the reception of photographs. 186

24AEUO0O0OPUODPZ Uwx OPb Ifdinakis@ Bad tEb®e)indeCaEdekCbly some
in the arts media by the time of the Eggleston exhibition. The curator remained calm
under pressure, however, ashistorian Maren Strange has roted. Szarkowski
EEOOOPOI ETT EwlT 1 w? OEUT I wE GifeadMaMN pno@grapiyd OO wO U wi 1 1
department was unconcerned with social issues or reportage, but dismissed it as being
211 01 UEOOGa wOUUUPET wOi wUI T wUET OOOUO?> wbOx0apOl wU
UOI EUEEU]I EwOUwWDPT OOUEOUS w! U0 wT 1T uethingishdild @0 0a wUi i U
Ul OPOWET EEUUT wbUz Uwl ExxI OPOT 62 w»UUUT 1 UOOUI Owl I
designed to show that women were a good idea, that youth was a good idea, or that
I YI UAEOEAWPEUWEOOWUT 1 wUEOT wEOOwWOYP U W( WEEDR WO
Ul EOWEOUOEWET wl0T OUTT OwoOil wEUwWi EYDOT WEMIHOWET UDT O
went on to say that he believed exhibition policy should be either a formal issue or a
matter of content, but not a mix of the two.

2 4 E U O OPb U Obaf tHeunistarE dd photography and the vocabulary he
created for discussing it were the products of an idiosyncratic mind subject to external

constraints including but not limited to the art market, financial pressures on MoMA,

186 Solomon-Godeau, xXix.
1 EUI Ow2VEOUVOVEXxT awEOEwWOT 1 w( 66U U U U UrbeiMassactugetistRévizw U OD wE U wU
vol. 19, no. 4 (Winter 1978)694.
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and the ascendance of right wing politics. Solomon -Godeau has pointed out that
24AEUO0O0PUOPZUwxUDPYDOI 1 DOT wOi wET UUEDPOwxT OUOT UE x|
to maintain continuity with previous curatorial decisions. For example, she contends,
Szarkowski invented a 1980s vession of the nineteenth-century French photographer
Eugéne Atget in order to justify his own curatorial preferences (Lee Friedlander rather
than Cindy Sherman; Robert Adams rather than Sherry Levine; Garry Winogrand rather
Ul EOQw! EUEEUE w* U U Atgetsériedid judfify ahdaetonefq the
decanonization of figures once central to art photography ¢ Henry Peach Robinson, F.
Holland Day, Clarence White, Minor White, Eliot Porter, Jerry Uelsman, and even Ansel
Adams, according to Solomon-Godeau. 18 The canonization of Atget, furthermore,
accommodated the historical moment of 1968, when MoMA had purchased Berenice

EEOUUZz U OT 1 Ow

0001l EUPOOS ww3T DPUWOOOI OUwbPEUWOE
financing and the increasing importance of corporate fundi ng in lieu of individua |

private support. These factorsEOOUUPEUUI EwUOWE wW? 1T 1 BT 1T 01 O1 Ewdl 1 |
U a U U¥magso, for example, the CBS Foundation Inc. pledged $150,000 to the
OUUIT U O Avniveryary Fund Drive. The grant was used to continue and strengthen

\\\\\\\ ~ A
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188 Solomon-Godeau, 3537.
189 Solomon-Godeau, 3537.
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educational institutions throughout the U.S. and Canada. 1
3T1T w, UUT UOWOI w, OETl UOw UUWPEUWOOT woOi woOl 1 w? x¢
in 1975 as resporsible for shaping our understanding of the photographic medium. The
list also included the George Eastman House, the Center for Creative Photography,
Princeton University, and the University of New Mexico. Coleman writes:
Photography is a unigue medium in many ways, one of
which is that it is enormously widespread and highly
diversified in its utilitarian, communicative, and creative
functions, yet young enough to have developed only
a few centralized power blocs. These loci therefore execise
an ability to shape our definitions + EOE wUT UUwOUUWEUOUUUI z U
understanding of photography ¢ which is quite disproportionate
to their age and size1%!
( OWEwWUPT T UWNOEWOEUOI UOw" 601 OEOwWOOUT EOw? EOawEUU
to heightened employability and/or job security is in a position of power. With such
xObPl UWEOOI Baux OOPUPEUG »
24EUO0O0PUODPZUWEDODPODPUT O1 OUwWOI wUOEDPEOWEOOUT R
photography certainly had political ramifications. This formalist ef fort leant itself, if

unintentionally, to conservative readings of photographs that undermined issues of

class, race, and gender. For example, Szarkowski voided the historical and social context

19 Museum of Modern Art press release, June 24, 1960.
191 Coleman, Light Readingsfrom Creative Camera International YearbpdR75, p. 196.
192 |bid. 200.
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of a Garry Winogrand photograph that featured an interracial couple, calling
6 DPOOT UECEWUT T w? OOUUWOUUUET T OUUOGawlT 6UuoOUTT1T OPOT
PTEOwWUT T w?OEET DOl wPpPOOWE OwE a wx U Uthegtehtes® OwlOOwUT |
possible pressure? (figure 28).193 But taking into account the context of history, reception,
and viewership, the artist and writer Victor Burgin notes that the position of the white
male subject is secured in the viewing of that same 1967 Winogrand photo. The image
appeared in the MOMA ex hibition catalogue, New Photography USAand shows a pretty
young white woman next to a handsome young black man, each toting a live
Ei DOxEOaIl |l wEUI UUI EwPOWET D OE U lcongalded kisdd pober® OT 6 w%E U
the image plays off of a socialcond 1 ROwUDI I wbPUT OwbOw! UUT POz Uwb OU
PUUEUDPOOEOwWI 1T EUwWOl wiOT 1 ws OPRT EWOEUUPET 1 z2 wUUET w
racist, according to whose rhetoric the union of white and black can give [rise] to
00001 UGB »

2 4 E U OO b U O byotwirtedyandds ®rigjid formalist indicates an inab ility to
comprehend how politically radical audiences concerned about race and representation

would regard the work of his favored photographers. This position was compatible with

the increasing conservaism of mid -late 1970s politics and this compatibility may help

193 Burgin.
194 Burgin, 207.
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observed, the historical moment in which photography became fully integrated into

I T T wEUUWE U O U devthewsignivEal &steodark night @ing politics and an

I R3xOO0EDPOT OwYOOEUDOI OwEThEinstudidndl Oaien®@i awE UUwWOEUOI U
photographic aesthetic and the histories it engenders, she points out, mask an

instrumental politics. *Makingnote of T PET wx UEEUPETI UWEOEWXxUEEUDUD(
YPDUPEOI »wYI UUUUWOT T wOOTI UwlT EQwkI Ul wEEODUIT T EwWEOD
early 1980s may tell us something about the politics that brought pressure to bear on

MoMA at the time. 197 As New York Timeghotography critic Gene Thornton pointed out,
$T1TO01VUUOGOZUW, 6, wUI Opwi OEOI OEUPAT EWEwWOOYI O 60w
Ul EOWEOOUUEUUT EwUT EUxOCawbdDUT wUI T wul 61 pI EWECUUI O
EDUxOEaOuwi OUwI REOx Ol Copdnibiguekhibit devotédQd the @orks afi EOO1 Ua z
veteran Lifex T OUOT UExT 1 Uw O Ul EwsPUI OUUET EUB w? %OUwUIT Y
207 1T w, OET UOwi EVWEUUPEUOUUOawWEOUUUT EwUT T wODOE WO
EOQUDUT I UBUwWOI wi UOE O weoiidsiedutishiphsiconsdrimn@eédwinx T a 6 »

L0, zUw EUUaw" EOOET EL67RANE iheHE@edtan @it ThouitoN A |

195 Solomon-Godeau, Photography at the Dogkxii.

196 |bid.

197 Solomon-Godeau, Photography at the Dockxiv.

188 ] O1 w31 OUOUOOOW?/ 1T OUOT UExT aws5Dl pow/ I O0reNanvEysrk EmessOUOE WE w'
(December 26, 1976): 29.
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Sean Callahan wrote in his June 1976 review of the Eggleston show that the
xT OUOT UExT 1T UzUwExxEUI OUOCawOUOEEOI wUOExUT OUUwW?O
accurately than the momentous news shots or the carefully composed pictures of
UUEEDUDOOEOuWwxT OUOT UExT ad-»

MoMA and Szarkowski, according to Solomon -Godeau, represented at this time
the single most influential source of photographic legitimization in America, and this
legitimization was rooted in profoundly conservative values .2°tImages have the power
to render ideology innocent, naturalize domination, and displace history and memory,
and the aesthetic discourse of photography t its institutions, canons, histories, values,
investments, and exclusions are grounded in existing sexual and social relations, she
pointsout.22! 3 WEUT UPOT wi OUwUT 1 wEOOXxEUPEDPOPUAWEI UPT 1 O
PEOCEwW$T 1 Ol UUOOZUWExxEUI OUOawbOEDI i1 Ul OUWET UUT I
conservative political climate | do not mean to suggestthat S EUOOP UOPz Uwx OUPUDO
the consensus among other critics or that it was accepted without controversy. What |

EOQOwUUTTTUUDPOT wbUwUTl EVw24EUOOPUODPZUwxOUDPUDOOWED

19 Thornton, 29.

2002 | EQw" EOOET EOOw?, O, wNéwYorkJine28, 19u6: OOOUwW! EVUO~ w
201 Solomon-Godeau, Photography at the Dockxv.

202 Solomon-Godeau, Photography at the Dockxxiv.
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seemingly conservative and apolitical enough to obtain corporate sponsorship and
i1 El UEOQwi UCEPOT WEUWEwWUDOT wOi wEOUUWEUUUDOT OW?ED
evasion of racial issues in the 1976 presidential election. The social conservatism of the
work, furthermore, generated an abundance of press, which is precisely what
Szarkowski wanted for the show. Such attention would help justify the Eggleston project
to its corporate donor, Ponder & Best/Vivitar, Inc., which would launch its new pocket
camera, the Vivitar 600 just three months after the Eggleston openirg.
But it is important not to cede too much authority to MOMA and Szarkowski.
While the curator and museum may have wielded incredible power in reframing
$TTO01UUOOZUwWxT OUOT UExT UWEUwWI OUOEOPUUwWxUONI EUUOC
guestioned this reading, or provided new ones of their own. In addition, other artists
were making photographs of everyday life and mundane subjects that dealt with race,
class, gender, and sexuality. Photographers like Nan Goldin and Larry Clark
demonstrated how im ages of banal activitiest smoking, kissing, shaving, and sleeping ¢
could be tied to social realities. Their photographs were people-centered and sometimes
offered an uncomfortably intimate view into warm and seedy worlds of close friends
and associates( | w$T 1T O1 U0OOz UwlUI Uwli-iutheeBQEHOOERET WEBE
earnest In a self-portrait of her bruised face after an episode of domestic violence,

& O O B injored eye matches herred lipstick (figure 29). Maybe Goldin applied the
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makeup after she was assaultedt a stoic and proud attempt to pull herself together for a
photo. Or maybe she was wearing it during the attack + having gotten primped up and
excited for a night on the town. Color, writes curator Juliana $ OT E1 UT OQOw? El EOOI UwE
defining, EUUT UUDOT w@UEODUZ? APOWEBPOEP QY UEBOWDBEI 1 OUOuU
al 000PUwWwxUOOwI 1 UwUUENIT E U U wi@RmheanddeOEnéérg OD Ua wl Ow
observes, the use of color distances Goldin from the documentary realism of
photojournalism. 205

JutEUw2 aEUOOPUODPZ UWwPEUWEaA wOOwWO! EOUwWUT T wdOOau
photographs, MoMA was hardly the only exhibition venue for photography. The 1970s
and early 1980s saw the emergence of many new photeexhibition venues, especially
commercial photo galleries. Student demand for photography programs and workshops
had been growing steadily in the sixties and seventies, as Nancy M. Stuart points out in
ITTUwl YYKkWEDUUI UUEUPOOOW?3T 1 w PUUOUA WOl w/ T OUOT U
1960huN WY 06198Qy !shie wrrites, there were photography and history of photography
programs at universities in every state.2¢ Many students of photography in the 1960s

and 1970s experienced making pictures for the first time through a Kodak Instamatic

203) UOPEOEwW$ OT ET UT Ow?- EQW&OOEDPOo w31 1 w! EOCOEEnCOiercabIR UEQw# 1 x 1
Jerrems with Larry Clark, Nan Goldin and William Yangeide Museum of Modern Art: Melbourne and

Schwarz City, 2010): 195211.

204 Engberg, 200.

205 |bjid.

206 Stuart, 3.
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camera when they were younger. Between 1963 and 1970 over 50 million Instamatic
EEOI UEUwPI Ul wxUOEUET Edw?/ 1T OUOT UExT a0> wbUDPUI Uw?2
EOOOOOWYDUUEOWOEOT UET | WHEGith Daviauhas shdvotidithed OE Ua wE U U
number of fine art photography (as opposed to journalistic photography) courses
EOUEOI EwET Ubl 1 OQwzt KWEOEwzt WOWEOEWEOUEOI EwET EPO
number of photography courses taught in journalism programs declined. There was a
201 PI Owi UOOwY O E E U OFEORUDQ-E (DR @H déuh Uebraliie dHbk &
the Rochester Institute of Technology increased dramatically in the 1970s2° There was
an immense popularity and interest in the discipline of photography in the 1960s and
1970s though the discipline had not beendefined yet. 210
Stuart also explains that an expanding art market for photographic prints was in
part a function of the establishment of the National Endowment for the Arts (NEA) in
1965. Guggenheim Fellowships in photography were awarded at an increased pace of
181 fellowships during the nineteen years between 1966 and 1985, up from 39

fellowships awarded the prior 19 years. 21* During the 1970s, major magazines including

NewsweekEsquire and Rolling Stonedid cover stories devoted to photography.

207 Stuart, 3.

208 Quoted in Stuart, 5. Keith Davis, An American Century of Photography. From DBJate to Digita| Second
Edition ed. (Kansas City, Missouri: Hallmark Cards, Inc., 1999), 390.

209 | pid.

210 Stuart, 30.

211 Stuart, 30.
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AccordiOT wUOOwW2 UUEUUOwxT OUOT UExT a wmiNeyproCtEih UOOWE U U
1968, twenty-four photographic exhibits were on view during a one -month period.
Photography was entering the art world just as academia was showing an
interdisciplinary interest in it, Stuart points out. In 1975, Wellesley College spons ored a
Ul UPT UwOi wol EVUUT UWEUOUOEWUT T wOT 1 01 w?/ 17 O0UOT UE x
featured lectures by Susan Sontag, Szarkowski, Robert Frank, W. Eugene Smith, and
Irving Penn. Academic disciplines, such as art history, American Studies, English,
anthropology, and philosophy, were taking an interest in the photographic image. 212
individuals, the critical and cultural acceptance of photography as an art form and the
increased expectation for the attainment of higher education combined to escalate the
"O001 UEPEOwWI EOOI UDIT Uwpki Ul WEUOXxxDOT wUx OwbOEC
Gallery, and Castdli Graphics in New York. Joshua Mann Pailet opened A Gallery for
Fine Photography in New Orleans in 1973. LIGHT gallery, which opened in 1971, was
based in New York and Los Angeles. The gallery was showing color work at least as

early as 1972, when it maunted a Stephen Shore exhibition from September 23O0ctober

212 Stuart, 31.
213 Stuart, 32.

138



| W6 w21 OUIl zUwPOUOwWPEUwWI RT PEPUI EWEOw+ ( &243 wl EOCOI U

The Metropolitan Museum of Art collected photographs in the 1940s and 1950s
under curators William M. Ivins and A. Hyatt Mayor and its most popular exhibition
Ul UPT UwPEUW?/ 1T OUOT UExT awPOwUT | wubdl w UUUO? wxUI
EOEwhNt Adww3T 1T Ul wUT OPUWEUUI Ox Ul EwOOwlI OEOUUET T w
world through juried exhibitions and results published in the Saturday ReviewThe
shows were criticized for depriving the photographs of their context.

The New York Timereported an unprecedented boom in the photography market
DOWRNAKkS w?0xUPET UwEUIT wUbB UD Olsities &n& large@avérau U1 Y1 UE Ow
collectors are buying up just about everything worthwhile in sight in the almost frenzied
belief that this will be their last chance to acquire a substantial amount of first -rate
vintage material; and some dealers are shifting their attention from paintings to

photographs as the one sure way to make money in an art market that is otherwise

UOIi2EB8i21 wEUUDPEOT wi O1 UwOOWUOWUUEUT wUT EVwWUT T wxT OO0«

214 ight (New York, 1981): pp. 4-6. According to this 1981 catalogue, the gallery was primarily concerned

with20" ET O0UUawxT OUOT UExT awEQGEwWUT 1 w?EOOUI Ox Qyiadiided P OUODOT wx i
only one woman (Linda Connor). All of the photographers were white Americans with the exception of

Eikoh Hoscoe, born in Japan, Andre Kertesz, born in Hungary, Grant Mudford, born in Australia, Frederick

Sommer, born in Italy. Eleven were born in New York City or New Jersey.

251 PET EUE w! OO08h 41300 Que?l QGPw Ol w/ T OUOT UExT awbOw3 OEEazUw UOuw, E
U7 1T w UUuNel YoekITibhéstOatober 12, 1975).
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since 19736 Yet in spite of all this recent activity, the market was, according to Blodgett,

still a very narrow field controlled by no more than a dozen dealers in New York and

Qu

+8 G WEYQEQRl 1 Pl UwxUBYEUI WEOOOI EOOUUG»
The George Eastman House had opened almost twenty years prior to the

Eggleston showt in 1948t with Beaumont Newhall as curator. As Nancy Stuart has

pointed out in her study of the Eastman House and Visual Studies Workshop, Rochester

has been a center of manufacturing for cameras and related products since the founding

of the Eastman Kodak Company in 1878. The emergence of the Visual Studies

Workshop and Rochester Institute of Technology and organizations such as the George

Eastman House, Kodak, the Society for Photographic Education, and Light Impressions

Corporation helped to characterizethecD Ua wE UwUT 1T w? DOET POMWEExDUE Quw
The George Eastman House began publishing the journallmagein 1952, and one

year later, Newhall hired Minor White to edit the journal. In 1960, the Rochester

Institute of Technology began offering a bachelor of fine arts degree in photography and

started producing graduates. The Rhode Island School of Design had professors such as

216 Besides work of the Photo-2 1 ET1 UUDOOPUUUO> w! OOET 1 OUWUUEUT UOw? 60T 1 UwOEN
include: 1) anything very early, especially works created during the decade following the invention of the

daguerreotype print in 1839; 2) works by the well-known 19t-century masters, including Julia Margaret

Cameron, Lewis Carroll and John Thomson; 3) photographs of the American West, particularly those dating

from the late 19% century through the 1930s: and 4) works by the few living, elderly maste r photographers,

including Ansel Adams and Paul Strand.

271 OOET 1 UGl »! O0P

218 Stuart, 32.
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Harry Callahan (hired in 1961) and Aaron Siskind (hired in 1971). Most of this was
entrenched before 1962, when John Szarkowski Bcame curator of photography at
MoMA.

The Visual Studies Workshop was founded in Rochester in 1969 (the same year
as Woodstock), and photographer Nathan Lyons began teaching there. Lyons had been
appointed associate director and curator of photography at the George Eastman House
in 1965, the year the National Endowment for the Arts was founded. The Visual Studies
Workshop began publishing the journal Afterimagein 1972. The following year (and the
year of the Vietnam ceasefire), another publication, called Exposure began being
published by the Society for Photographic Education. The society was founded after an
Invitational Teaching Conference at the George Eastman House in November 1962
attended by Beaumont Newhall, Minor White, John Szarkowski, Aaron Siskind,
Clarence H. White, Jr., Henry Holmes Smith, and Jerry Uelsmann. The purpose of the
organization was to collect and disseminate teaching practices and principles of
photography, act as an advisory group for school administrators interested in
estallishing photography courses, assist all organizations attempting to collect examples
in photography, and serve as a clearinghouse for teaching positions, among other things.

By 1980 there were photography and history of photography programs at

universities in every state, and a member of the board at the George Eastman House said
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by the confluence of an expanding art market and the formation of a national
photography a ssociation in 1963. The 1963 introduction of the Kodak Instamatic at
3k 6 Nk WEwWx Ox w? El OOEUEUPAT EwUOT 1T wdOI ET EOPEUWOT wx |
than 50 million of them were produced between 1963 and 1970220 Many photography
students, notes Stuart, made pictures for the first time through a Kodak Instamatic when
they were growing up. The number of fine art photography courses doubled between
1964 and 1968 and doubled again between 1968 and 1971 according to Keith Davig!

The U.S. was in great financial distress in the mid-1970s. In 1975, a spokesman
i OUWOT T w- EUPOOEOW UUOGCEPEUDPOOWOI w' 601 w! UPOGEITI UUW
EQEWEPEaAwWUT 1 wb OU U U wbhd écbnanyiaffectet! photographertGrd 8 »
the 1960s, colleges, universitiesand art institutes across North America expanded
xUIl 1 RPUUDOT wxT OUOT UExT awElI xEUUOI OUUWEOEWEEET Euw
i OUwWUIT EETT UUWOT wxT OUOT UExT a0>? w GréafiveiCamé&a OEQwb UO

International Yearboo#: But the economic bubble burst at the beginning of the 1970s,

219 Stuart, 2.

220 Stuart, 3.

221 Keith Davis quoted in Nancy Stuart, 4. Check note: K. Davis, F., An American Century of Photography: From

Dry-Plate to Digital SecondEdition ed. (Kansas City, Missouri: Hallmark Cards, Inc., 1999), 390.

222 sandbrook, 42.

23 §#Bw" 001 OEOOwW?, aw" EOQI UEwWPOwUT 1 w.CativelCageth ieinadional¥edb DOE OO
Book 1975. Reprinted inLight Readings: A Photography CriicU w6 U B U £187B2Y @édulbuquérque:

University of New Mexico Press, 1998): pp. 195202.
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making many of these photographers redundant, according to Coleman. Newspapers
predicted declines in industrial production, auto sales, and a rise in unemployment to 9
or 10 percent? A letter writer to the Columbus, Mississippi Commercial Dispatch
TUOUUI EwbOw) EOUEUA Wt OwhiNAKkow?" EOWEQaAaWUEUDPOOEOuw
street cleaner to the White House and its occupantst and not be horrified? Our society is
falling apart, torn by inflation, ri pped by political dissension , haunted by the specter of
Watergate, shackled by impotent leadership. We live in a town, a state, a nation, in
which we are slowly smothering ourselves with our intense desire to have government
take over the running of our i Y1 &% 2

The words of this frustrated citizen, in particular his references to the smothering
presence of the government, seem to auger the era of market deregulation and shrinking
government to be ushered in five years later, with the dawn of the Re agan era in 1980.

#0UDPOT wOT T wal EUUwWDOwWbT PET w$T 1T O1 UUOOZz UwUT Obuw

—
(e

of Modern Art, the effects of oil shock + rampant inflation, recession, unemployment,

and a general sense of depression and declind were felt all around the i ndustrialized

224 Commercial DispatchColumbus, Mississippi, January 6, 1975, reporting on data comgled in the Phillips -

Sindlinger Poll, January 6, 1975. Watergate was thedp story in 1973-4, according to readers polled by the

Dispatch Besides Watergate, the top ten stories included the economy, the energy crisis, the kidnapping of

/ EO0aw' 1T EUUUOWHOUEZUWXxEUEOOWOI w- DR OO WO O wadarNoverdberl UwWOwE OE
election.

229 etter by IK Newton, Rt. 7, Columbus, Mississippi, Commercial DispatchJanuary 6, 1975.
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world, according to historian Dominick Sandbrook. 226|n the first quarter of 1974, gross
national product fell by the biggest margin in sixteen years and inflation reached an
EOOUEOQWUEUT wOi wEOOOUUwhk wx1 UET OU &EWE U@ OOBIEOR QUbUWH
2EOQEEUOO0O6 W?2UUET OUUWEUOxxT EwOUUwWOT wEOGOOI T1 Owa
owning their first home, pensioners, having watched the value of their savings
disappear, were reported to be scavenging in the dumps of Miami and Milwa U O1 #78 »

Financial strains on MoMA were also profound in the 1970s. Indeed, the
I RT PEPUPOOWEOEWXxUEOPEEUDPOOWOl w$T 1T O1 UUOOBZzZ UwbOUO
Of wOT 1 wOEEOwWOI wEEI gUEUI wUUEUDPEa? wEEEOUEDOT wUOu
Endowm ent for the Arts written by Szarkowski. 226, O, z U urfuBiéniial Report
Ul ET UUPOO?» wlOT E0wl EEwxU0UTT EwUT T wODwWB OKER ODE DY W
19734 ($7, 42, 037.59 in 2014J.S. dollars).22? Despite continuing inflation and a

depressed economy, however, the deficit was reduced to $798,007 (This was the lowest

deficit since 197071. This is $3, 292, 739.57 in 2014.S. dollars). 23° This reduction was

226 Sandbrook, 37.

227 Sandbrook, 37-38.

228 National Endowment for the Arts, Grant Application for the period of July 1 ¢ June 30, 1976. Museum of

Mod ern Art Archives, Folder: PI-9 w" * $wzt + Owzt KOwzt kOw-$ wW&UEOUwW xxOPEEUD O
was estimated to cost $54,250, including the publication of the Guide

229 Bureau of Labor Statistics CPI Inflation Calculator located at: http://data.bls.gov/cgi -bin/cpicalc.pl

230 Bureau of Labor Statistics CPI Inflation Calculator located at: http://data.bls.gov/cgi -bin/cpicalc.pl
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achievedUT UOUT T w? x EDOI U0~ wlI-76 WdgdFledzeOand confiduingE U wE whuN A k
Ul UOUEPOUUwWOOwW! PUDOT wlOl pwx] UUOOOT 06 w! 60T woOi EVUU
reportnotl UOw? OOWET xEUUOI OUEOQWEUETT Owl UEExT EwOT 1 wx
museum regretfully decided in 1975 to close to the public one day a week
(Wednesday).231

311 WEEEDUDOOWOI wUI YT UEOwWOI pwdi OEIl UUwOOwW, O,
1974 and 1976 indicates a alliance between the Museum and the corporate world in the
OPEUU WOl wEW?EDPI I PEUOUWI EOOOOPEWEODPOEUI wUT EVwI E
PpOUUPUOUUPOOUO? WEUwWx UUWE aw, O, uAmbngtheelgd Ow, UUS w)
new trustees was Thomas S. Carroll, president of Lever Brothers Company, who had
Ei |l OWEOQWEEUDLYI wOl OET UwOl wlOT T w, UUT UOzUwW! UUDPOI UU
P 1 OW#EYPEwW1OEOI i1 001 Uwi OUOT EwUT T wEOGOODPUUI 1 6 w"
the Museum to understand its r evenue and membership needs and have suggested new
PEaAaUwUOwWOI 1 U el aGdifibonuPaul Goftligidwas appointed to the Board of
Trustees as new Chairman of the Publications Committee. Gottlieb had served as

president of the American Heritage Publi shing Company and was at the time of his

231 Museum of Modern Art Biennial Report, 1974 -76, p. 9.
232 Museum of Modern Art Biennial Report, 1974 -76, p. 6.
233 |pid.
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appointment to the Board heading his own firm of publishing consultants. Donald B.
, EUUOOOw#PUI EUOUWOT wUOT T w-1pPw8OUOW2UOEOWSRET EOI
Investment and Finance Committee was also appointed to the Board during the 1974
1976 period 24
Did the taste patterns and political views of MOMA trustees affect Szarkowski
and the curatorial decisions of the MoMA Department of Photography? On the one
hand, it seems as if the department was left alone to makeits own curatorial decisions.
People like Edward Steichen and John Szarkowski were highly respected. It could be
argued, then, that Szarkowski was given free reign to exercise his own curatorial
predilections withoutk O UOP D OT wUOWE O a O Gloult asb bealgued 01 Ul UUUé
A.D Coleman has suggestedUT EQOw, 6, zUwOUUUUI T Uw? 001 pwOPUUOI
x T OUOT UExT awx1 Uwkhadwoddbbphdiograpylhiiniicked &hd O C
Y1 Ol UEUI Ewbpi EUI YI Uw, O, zUwWEI xEUUOI OUEE®ES w6l EU
concede that the respect and nearinfallibility accorded to Szarkowski by many critics
and curators in the New York art world would have given him room to make his own

decisions. However the important role played by museum trustees should not be

overlooked. As artist Pablo Helguera has explained in his satirical account of art world

234 | bid.
285 A.D. Coleman, April 2012 email.
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machinations, The Pablo Helguera Manual of Contemporary Art Sty collector, trustee,
OUwoOPOPUUUVUA WO wEUOGUUUT whbUwUOT T w? OGhe@mmofb I Ui UOwx
is a game of chess, the collector or trustee is the queen. Helguera writes:
The gueen has the greatest mobility on the board and can
capture any other piece, making her the key piece in the game.
311 wxOEal Uz Uwb OE E plaaricasiis @ss OFE O1 UY1 Uwi 1 U
the game. It is usually the worst mistake in the game to antagonize
the queen, since she is able to undo the careers of everyone else in
in the game, including the king [the museum director]. 236
3T 1T w?UOOOU - targ Bccomdng tb Hefuia Eand they have unilateral
powers, but those powers are dependent upon support given by the queen and other
pieces’3 T 1 wx EPOUwWPOwWUT PUwl EOQT OQw' 1 O1 Ul UEWEOOUT BEUC
DOxOQUUEOUwWxDI BY woOi wOT 1T wi EOQI 82
371 wbOEUI EUPOT wUI xUI Ul OUEUDOOWOI wlUT 1T weUUDOI
trustees comes as no surprise, sinceso many organizations and corporations in the mid -
late 1970s, such as the National Endowment of the Arts and Ponder & Best were seeking
guidance as to where to provide financial support. 232In his harsh evaluation of the

Eggleston show for Camera 35critic Michael Edelson concluded that the NEA and

Vivitar had been unashamedly suckered into funding the Eggleston exhibition. Viewers

236 Pablo Helguera, The Pablo Helguera Manual of Contemporary Sfiew York: Jorge Pinto Books, 2007: 4.
237bid.

238 bid, 5.

239 Michael Edelson, MoMA Shows Her Colors, Camera 350ctober 1976, 11.
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could no longer look to MoMA for photographic direction, since the photo department
T EVUWETI EOOTI wEwYI T PEOT wOi wi T OWEOOUEDPOUUOI UUwBOU
PDPOwxi OUGPUEXT ad-~
Corporate funding was seen as crucial in the 1970s, given the condition ofthe
economy. An Allied Chemical ad from the June 7, 1976 edition of Newsweek) DU OT Ew? 31 1 w
10EEwWUOw" UOUUUI whbUw/ EYI EwbpDUT whporGmt @B U2 wUl OPOEI
business played in nurturing cultural institutions. When you visit a museum or librar v,
or enjoy a touring art exhibition and public service TV program, applaud a symphony
orchestra and dance group, or admire the talents of a gifted performer at a concert, the
Companies like IBM, Exxon, Alcoa, and Texaco were making such contributions an
integral part of their corporate philosophy. Despite the recession, the business
community contributed $150 million to cultural programs in 1975, the ad claims, more
than in any previous year. Companies contribute to culture because people express
themselves through cultural endeavors. Corporations, moreover, are made up of people
U011 ODOT wgl U0T VWEOGOOUOPUDI UwbOwkl PET wUOwWODYI1 Ow
warns, if companies are to be so generous, they must be able to make money. And while

Americans seem to think that the average manufacturing corporation makes more than

20Edelson,?, O, w2l ObUw' I Uw" 6OOUUO>» whhib
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30 cents profit on every sales dollar, the average corporation actually made less than 5
cents on the dollar in 1975. The moral of the ad is that business can help the artist if and
O0O0awbi wUT T w Ol UDPEEOQwWxUEOPEwWI 1 OxUwWEUUDOI UUO w? 3
UOEOAWUOEES w( Uz Uwl OPOT wUOWUEOT wO@Wdmaieftheéd i DUUOwWO
EUOx UwOUO0 w6t wlT E0wOUDx6 2

As the business community sought to convince the public that spending meant
xUOUI EUPOT w O1 UPEEZ UwWEUOUUUEOQuWI 1 UPUETT OQw, 6, wbh
distress from the federal government and corporate Amer ica. Collaboration between
the California camera company Ponder & Best/Vivitar, Inc., and MoMA made financial
senset the museum needed money, and Vivitar wanted to become more competitive
with industry leaders Kodak and Polaroid. Vivitar lenses, flashes, and pocket cameras
appeared in roughly 115 ads in The New York Timem 1976, versus 68 in 1975 and 57 in
RUNAAOWPOEPEEUDPOT wUT E0wUT 1 wWwEOOxEOazUwxUEOPEwWUI O
RUNAt OWEOQEwWUT T wUxOOUOUUT Bx wlOi ungpushGheU 0 OOz Uwl RT PE
collaboration indicated that, like his predecessor Edward Steichen, Szarkowski was
EOQUUUDPOT wOT 1T wxT OUOT UExT PEWPOEUUUUaAWEOE#xT OUOT U

In addition to liquor and cigarettes, cameras and camera-related products were

21 EY] U0ODUI 61 OUow?31T 1 wilOEE wUO Newsweekiinei 7978w/ EYI Ewb DOl w/ UOI b
242 phillips, 40-41.
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some of the most advertised items in 1976 editions of Timeand Newswek ¢ the easier to

use, more portable, and faster to develop, the better, the ads indicate. The perception

EOOOT WEUDPUPEUWEOEwW, 6, wEUEDI OEl UwUimKwittu? $1T 1T 01 UU
EOOOUWI POOwWPOwl PUWEEOI UEO? wbOEPEEUI UwUT EQwi DU W
with the simple snapshots made by the average reader of Newsweelkr Timemagazine 243

An ad for the Kodak Trimlite Instamatic camera in a May, 1976 edition of Newsweek
+EOQOEWEEOI UEWUOUUT EwUT 1 wEl YPEI ZUWEEPOPUAwWUOWUEOD
nothing to time, nothing to peel, nothing to throw away. You just watch th e color and

EIl UEPDOWEIT YI OOx 0?2 wbUwxUOOPUI E6Gw3T 1T wOOUUwW?UI YOOU
it was designed for one purposet 2 UOwi Ul T wa OUlwUOwli POOWEEOUOwWOT |
POUUI EEwWOi wlOT | wE E®bwerewy ®Oaréh @97T) thd Nevd ¥oik Fimes

from Polaroid on the grounds of a patent infringement. Investors were also worrying

about foreign competition ¢+ ? , 1 EOPT DOl OwUT I w) ExEOI Ul wi EYT wal U
photography business and particularly the film market. They already have a top

reputation in the high -priced camera business. Historically, wherever the Japanese have

23 DET ET Ow$SEI OUOGOOwW?, O, Camérad 3fOctvber 10BUTI1LOOOUUO? w

2¢ EY] UO0OPUI 01 606 w? %OUUWE QDU DO @zliodwdl kOB 8 e GEEOI UEUS wnd
NewsweekMay 31, 1976.

25 EY] U0OPUI O 606 w? 3 Al yusYulbnh ypuki ul( CADRINGWeinestTi6( O DODUA 6 2 w
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All of these ads and stories appeared in the months surrounding the Eggleston
exhibition at MoMA. Indeed, that same month Newsweelpublished a story in the
EUUDOI UUwUI EUPOOWEEOUOwW?UT T wEEOI UEWEOOOG»w Ol U
Uxl EDPEOOwWOUwWYDPUDPUwWEOaUT DOT wdOI OOUEEOI whbUT OUUwWU
the article claimed. The arrival of the instant camera with pictures developed on the spot
?O0EETl wUT T wUOExUT OUwIl YI Owi EVET Uwl0OwUI UPUUBJ~? w( OU
one of the fastest growing segments of the camera market. And in 1975, Americans took
more than seven billion photographs, spending a record $6.6 billion on film, equipment
and processing. Average, everyday camera users dominated the market, according to
the story, while professional photographers and dedicated amateurs comprised less than
5 percent#’

Kodak and Polaroid competed fiercely to d ominate instant cameras. While this
Ul ET 00001 awl EEwUOUPOwWUI ET OUGaAwWET T OwUT 1 wEOGOEDPOW

*OQEEQWEwW?T PEOUwWI PUOG? wbbPUT wUI YT OUT Uwli w3k wEPOO

261 OET UOuw, 1 0aOw?, EVUOI Ow/ OEET o w* ThE Re® MakIring@andh 2851017 J&wi OUw( OY
27 OOEOQOuw) 6w, Eal UwEOEwW OOEEI O WewsvieekMay3,09w6)3 1 1 w" EOI UEw! 0006~ w
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releasing two new cameras to the markett the EK5 and the EK6. Like the Polaroid SX-
70, which had come to the market in 1972, these Kodak cameras would use an instant
film that would develop pictures outside the camera in eight minutes. Kodak would

likely have developed the instant technology sooner, the Newsweelarticle stated, but had

PUUI EwOOU 0 WOl whbOUwWUT UOUUET UwoOT wlOT 1T wxUil YDPOU
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cartridge-loading Instamatic series, released in 19824# 1 Ux DUl w* OEEO7 UWEOOUDE
their full attention to instant photography.

Photography is no longer just fun, the NewsweelE UUDPE O1 wUUEUI E8d w( Ow O
amostanl ET UUPUadw?2$Y1I OwbT 1 OQwUT 1T wUl ET UUPOOWPEUWUT |
Ul ET UUPOOWExxEUI OUCAawWwEOODPOT wUOOWEOwWI OEOWEULUPOI U
accordingUOwUT 1 wOP Ol UwoOil wEwWET EPOwWOl wEEOI UEWUUOUIT U wi
xDEUUUI UOWEUaDOT wodi OUI UOwi OE WLitllewd ladie¥ dwd WE OO OU WE
single-U1 1 O1 RWEEOI UEU8~>» ww3l 1T wEEOI UEOQWUEDPZUDPUOUUWEU
behavior, strewn its wilderness with yellow film boxes and instant peel -offs, and
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until fixed on film.
In 1961, Eastman Kodak still dominated the production of color film, with  some
trade officials estimating that Kodak produced about 90 percent of the 8 and 35 mm
color film business. The Ansco division of General Aniline and Film Corporation was
the other established color film producer at the time, but smaller companies, like
Dynacolor Corporation were starting to market their color film through places like
Walgreens, Sears, at a lower cost. A Dynacolor company representative said that the big
ECOUUEEUPOOWPDOWOEODOT WEOGOOU Wi POOwW? DU wless UwlT T wx
DPUWEOOUDEI UEEOQa wOl UUWEOOxT UPUDYIT wUOT #OwOUI I UwUI
Art historian Sally Eauclaire observed in her 1984 monograph New Color/New
Workthat some of the photographers working with color at that time exploited
PEOOUxPEKUOUOOWEXT PEwWI I 11 ECUG2» w?60UO0ODPOT wbOwUI T u
DPOEOUxOQUEUI wOEOGa wOi wlUT 1 wUOPEOUI Ew@UEODUDI UwUa x
gualities included seemingly careless cropping and improper exposures, and films that

seemed to be wrang for given lighting conditions. These apparent flaws could be

?D0OU0UI OOPT 1 OUO0awl RxOOPUI EwUOWUT UYT wxOU0I OUwxDEUO

29 EJUOuwht 6 w! EU0wUT xOUUUwWOT ECOWUOOWUUEaAWEOOXxT UPUDYI Ow$SEUUO
with their color film. When customers buy th em, they pay the cost of processing and acquire a convenient

xEEOI OwUOWOEDOWUT 1 wi POOWEEEOWD OB w31 1 awEOUOWPOUUOEUET EwEw
PGUEOPUa wi POOUS» w311 WEOOXxEOAWEOUOWUI EVUET Ew®UVUwWxUPET wOOw* O
transparancies while Kodacolor produces color prints).
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I REOXx Ol wOl wEwxT OUOT UExT T UwbkbT Ow?x1 UUDUUI OUOa wEU
Ex x Ul E b EFEIdheuskies* add the blue-tinted overreaction of indoor film to
OUUEOOUwODT T 062

, 0, ZUwxT OUOT UExT awEI xEUUOI O0wl EEwWU0OUUTT O1 E
Ul OEUDPOOUT Bx wOOWEOEUI UUwxT OUOT UExT awUT OUOGEWEIT &
photography was a fine art drew the hostility of the amateur photographic press.
According to Christopher Phillips, the MoMA photography department was called
PUOOEEDUI 02 w?x0O0UDPI PEEOO? wE OE WE E E &thithe midI wET BOT
1940s, the museum wantedi UOE Uwi OUwlI RxEOUDPOOwWPOUI OEl EwUOWEE
Ol wUOT 1T wxi OUOT UExT PEWPOEUUUUA WEOEwWx 120001 UExT az U
Szarkowski, champion of photography as art, in a 1976 New York Timesnagazine feature
UUOOUaAaWUEPEwWUT EQauw EDICIUDOU 0 ®PEWEIWYOwPT DOI wxT 0001

I OEOEaw?UUUxUDPUI OWEDPUUDOEUDYI wi UEET OwbpBDIUOWOU WO

250 Sally Eauclaire, New Color/New Work: 18 Photographic Esséybbeville Press, 1984), 11.

" T UPDUUOxT T Uw/ T POODXxUOwW? 3T 1 uhctodéri/ad 22@Auturan 1882)upP.i2u68 1 OU OT UExT a
2PhilODx UOWKY S w-1 PT EOOWOEUT UwUI I O1 E0lI EwOOwWUT 1 wbOEDPETI OUO w? 2
Il EEwWE]I EPEl EwWOOWExxODOUWS$SEPEVUEwW2U1 PET T OWEUWOT 1T w#HUI ECOUWO
Steichen. | respected the man, | knewthe nE Qwx Ul OU0a wbpil OOwEa wUi PUwWUDOI d w( wRUUOwE
colleagues. It was as simple as that. My interests were increasingly in the art of photography; his were

increasingly in the illustrative use of photography, particularly in the swayingofgre EUwWOEUUT Uwoi wxi Ox Ol
(Newhall interviewed by WXXI -TV, Rochester, 1979, transcript pages 2-28).
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PT EUw2 & E U O 0 pal OPIEEGEASa MW@k ®ds &lso adamant about the
singularity of each print and its unpredictability (less predictable than a print from an
engraving or an etching plate).2%

Vivitar, the audio electronics and camera arm of Ponder & Best, came outwith a
new pocket camerat the Vivitar 600 ¢ in November, 1976, just four months after the
closing of the Eggleston exhibition at MOMA that it sponsored with a contribution of
$20,000. Ponder & Best was founded by two German immigrants, Max Ponder and John
Best who, in 1938, began distributing photographic equipment from the trunk of their
Oldsmobile in Los Angeles. The company began producing lenses and accessories in the
early 1970s and marketed lenses and flash units under the name Vivitar, which it
adopted as the official company name in 1978255

A Ponder & Best press release that was probably issued for the Eggleston show
(although it is undated) explains that the Santa Monica, California -based company had
grown from its early years as a regional distr ibutor of photo equipment in the Western
states to an international marketing organization for a broad range of photo -related
products. The company had more than 700 employees, according to the press release,

and marketed its products to more than 8,000 U.S. dealers, its international subsidiaries,

23) O Ow24EUOOPUOPOW? w#Pi i1 Ul O0w* DOEWOTl w U006 w3 OwhbOUwWhI b wx

24) OT Ow24EUOOPUOPOW?/ 1 OUOT UE xApertwd:\vOIELE Bd. 2 (GuUmbher YHZa),inu" 0OO01 EUOU
29 EOQOUUW5S5DYDUEU? WEOOxEOQawxUOi POI wUl OUwPOWEOwI OEPOwi UOOwS
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and some 85 overseas distributor companies. Under the Vivitar name, it marketed its
own line of lenses, optical accessories, electronic flash units, pocket 11@ype cameras,
35mm single lens reflex and compact ameras, darkroom equipment, filters, and other
camera accessories. The company marketed Mamiya/Sekor Olympus 35mm single lens
reflex and rangefinder cameras and accessories?*¢ Ponder & Best had been marketing
audio electronics products since 1970 under theVivitar name. These included a three-
piece home cassette recorder, model RE730, with AM -FM/FM radio, a three-piece home
stereo cassette recorder, model RE720, a portable cassette player with a digital counter,
model C-2, and a threepiece AM-FM/FM stereo receiver, model RTA-727257

The most spectacular growth, the release states, occurred for P&B since 1963,
when it ended an agreement with Rolleiflex to distribute their products. At that point,
/[ 6! wW?PEI EPEI EwUOWUEOT wE wOOU I tswkh lineof produnty'tb wU O 01 wb O
Ol 1 OwlOl PWEOOUUOI UwWET OEOGEUG» w31 1 wEOOxEOQawET YI OO0
products under the Vivitar label. It opened an office in Atlanta in April 1974 and a

#EOOEUwi EEPODPUawWOOl wOOOUT woOE Ulsell@ndiprépery OED OT wd U U

256 Press Release: Ponder &est, Inc., n.d., p. 12, The Museum of Modern Art Archives, P1 11.A.707.

57 POOEOEUEOW?/ OOETI Uwdw! 1 U0wPOw, 6. w3l UUUUO? w. EUOET Uwl KOw
to sell its camera and electronic products through the incentive/premium /mail order market. As part of its

efforts, company representatives made presentations to oil companies, stamp houses (Blue Chip, S&H),

credit card outlets, and catalog sales in order to get the products on the pages of catalogs.
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Ul UYDEIT wEl EOI UU w kTR ddnbamektabliske® Vvddy dhpad ktd. in
1973 and Vivitar Ltd. in London in 1975. 2%
Thus by 1976, the company had offices throughout the United Statest in Los
Angeles, Lyndhurst, N.J., Chicago Atlanta and Dallas, in addition to subsidiary
companies in Tokyo, London, and Frankfurt. Indeed, the company had in 1975 bought
24,000 square feet at 305 Chubb Avenue in Lyndhurst, New Jersey® Chubb Avenue
was named for the insurance underwriter compan y Chubb & Son, owned by Percy
Chubb 11, whose son Caldecot Chubb (heir to the Chubb insurance fortune), a
xT OUOT UExT 1 UWEOEwWI POOwxUOEUEI UOwi EEwxUEODUT | Ew
portfolio, 14 Picturesin 1974. Indeed, according to Richard B. Woodward, Eggleston
worked with Chubb between 1976 and 1980 to produce four books and two portfolios,
including the 100-DOET I wx T OUOwlI UUEaw?$01 EUPOOwWS YI » wOEET w
hometown of Plains, Georgia on assignment for Rolling Stone?t? ( wi E igured pull wi
PT ECwPl whpl Ul WwEODPOT wbOw/ OEPOUO? w$T T Ol UUOOWUOOE W

-O0YI OEl UwhiNAt OwUUEUDPOT wUT E0wl | wOUDPT EwUOWET wOEN

258 P&B Press Release, p. 2.

259P&B Press Release, p. 3.

2600 TheNew York Tme® w? 21 Yi Qw31 OEOUUVUw' EYT w+i EUI EWEW3 OUEOWOI whhuNO Wt L
Industrial Park in Lyndhurst, N.J. (August 31, 1975).

1 Ol Ul Ew$dw" OEUOOwW?/ 1 UEaw" T UEEw! EOQwA t Dhale®@ YdskITEnEsE 1 w$ R1 EVUD
(October 11, 1982) D12. William Eggleston Trust website.
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EOa bl pAALhSugh Rolling Stonedid not publish the images, Caldecott C hubb
published 100 of them in October 1977. Chubb designed the book on the scale of the
enormous two-volume & EUE D OI Uz Uw2 Ol U E &nd ©ch@huildy wolld getw" DY D O we
rich from the portfolios, which were priced at $15,000. They printed five of the portfolios
EQEWUOOEwWUPOS w? (wUx1 OUwWwUOOU WO wOOOT a02 w" T UEEwWU
OEET wOOUU WOl wxupOUUOwPT PET w! DOBWeE@dindtaOD Ol ES w! U
Woodward, Chubb dissolved their partnership after his drinking got out of co ntrol
while photographing in East Africa. 264

Correspondence between John Szarkowski, and Ponder & Best/Vivitar President
J.S. Katz reveals an attempt to cultivate a partnership between the museum and the
company, which was contributing to the MoMA photogra phy program for the first time.
A March 4, 1976 letter from Szarkowski to Katz suggests that the two men might
?x0U0U0UTI wi VUUT T Uweg*EVazU¢ wWPETI EVUWEEOUUwWPEaAUWDOwWP
to broaden its services to the photographic community. This is an enormously fertile
PDEI EQwbl PET w( uEOQWEOOYDOEI EWEOUOEWET wOOUUwWUI PEU
24EUO00PUOPWI Ol UwOOwWUOWUEaAwWOT EQwi 1T whbUw?NUUOwx Ol

UUxxOUUOwWUT 1T ws$T 1T Ol UOOOwWI BRI b E disibe EygiesOrEtoaile OO 08 w? U

262 Southern Folklife Collection, FT ¢ 10204 LC, Southern Folklife Collection
William R. Ferris Colle ction , 11-10-1976
2631 PET EUEw! 6 we OOE b E U E/énityFairl(Gtode180a)! 242 U2 w
264 |bid.

158



one of the very brightest and most talented photographers working today, and | feel that
PUwPUwbOx OUUEOUwWUT EQwl DPUwWPOUOWET wUI | OWEOEWE x x U
work of this kind could be made public without subsidy, Sza rkowski wrote, no doubt
referencing the prohibitive cost of making expensive dye transfer prints and high -
GUEOPUAWEOOOUWUI xUOEUEUDPOOUWI OUwUT 1 wEEUEOOT UI 6
40PYI UUPUawUTl EQwIl | whpEUwWUUa b Odolar pridting vidtkd E wE wb Ea wU O
Ol TEUDYI wi POO6(zO0wbOUI Ul UUT EwPOWWEWOEUTT wOUOBEI
Y1 Ua wl R > AddmBttythederious economic problems that burden this Museum,
our ability to fund the projects that we most want to do has become very limited. Thus
your support and that of the National Endowment for the Arts, is serving an essential
Ol 1 EwOl wOUBwWx UOT UEOS »

A May 10, 1976 letter from Katz accompanied two checks from Vivitar, Inc. for
$15,000 ($62,000 in 2012 U.S. dollars) to suppithe exhibition and $500 ($2,098.52 in
$1 1 01 UU OO wH Bhe btiedstatdodatvhile Katz would not be able to attend the

opening Vivitar would be represented by Gottlieb and Vice President of Sales Bruce

265 Southern Folklife Collection, FT ¢+ 10204 LC, Southern Folklife Collection, William R. Ferris
Collection
11-10-1976
266 |_etter from John Szarkowski to Ponder & Best President J.S. Katz, March 4, 1976, The Museum of Modern
Art Archives, N.Y., CUR 1133.
267 Price conversions from Federal Reserve Bank of St. Louishttp://research.stlouisfed.org/fred2/
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EE%EUOEOI w?( UwPUWE wWUT EOQwx Ol EVUUUT wOOwUUxxOUUw

UOUI wOT EQwOT T w$T 1T 01 UUOOwWI RT PEDPUDOOwWPBOOWET WwEOU
A May 18, 1976 letter from Szarkowski to Katz accompanied an advance copy of

6DOOPEQWST T OWBEOBOROWRIUBEDT | wx UOEUEUDPOOWBUEODUA

to tell you again how very grateful the Museum is for the contribution that Vivitar, Inc.

has made to this project. My guess is hat the show and the book are going to receive

EOOUDPEI UEEOI wEUUI OUDPOOO? w2 & E U Odksdtdiabng 820,000 01 6 w EO

($47,144.78 in 2014).S. dollars) from Ponder & Best, Szarkowski continued in his show

of gratitude.2°? U wWE wUD O wbOwkT PET wOT PUw, UUI UOwWPUWEOOI !

problems, this kind of support is of inestimable importance to the continued vitality and

EPDYI UUPUA wOi wOUUwxUOT UEG® w6 T WEUT wi BROUI Ol Oawl UE
A July 14, 1976 letter from Szarkowski to Harold Dreyfus of the publicity group

23T 1T w#Ul al UU0w 11 OEaO» wEl UEUPET UwlUTT wEUUEUOUZ Uu

xUEOPEPUawI RT EUUDPYIT WEQEW?EUOXx wi DPOWEwWOOUT wi UOOwW

Of wOUUwxUOT UEOwUT E U wO Db TkialdawB@ssedihe pbEsibity™mt) § » w2 4 EU O

Ponder & Best buying 1,000 copies of the Eggleston book for free distribution to photo

stores. Further, Szarkowski mentioned that he was sending to Gottlieb, who was in

268| etter from Ponder & Best President J.S. Katz to John Szarkowki, May 10, 1976.

269 Bureau of Labor Statistics CPI Inflation Calculator located at: http://data.bls.gov/cgi -bin/cpicalc.pl

20| etter from John Szarkowski to Katz, Ponder & Best, Inc., 1630 Stewart Street, Santa Monica, California,
90406, May 18, 1976.
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charge of publicity for Ponder & Best, a file of the reviews on the Eggleston show and
EOOOSwW?3T 1 Ul wPhPOOWEOOUDOUT woOi wEOUUUT wUOOWET wobi b
Szarkowski wrote, suggesting that the exhibition and book were intended to garner
considerable critical attention. 27
Szarkowski beganP OUODP OT wkpBDUT w, O, zUwUxI EPEOQwI YI 60U
coordinate a cocktail reception for 350-500 people the night of the Eggleston opening. In
a memo to Jeanne Thayer from the department, Szarkowski indicated the urgency of
having a party for thispar UPEUOEU wOx1 OPOT 8 ws DYPUEUOwWI T whbUOBUIT
which is contributing to our program for the first time. We feel that it is important to
x OEOWEwWxEUUVawi OUwUT PUwWUT EFDOWEUwWP]T OOWEUwWUOwWI 006
The MoMA show resulted in an art mark et boom for Eggleston. A limited edition
show in Washington D.C., for example, sold for $20,000 in 1983 ($45,175.78 in 2012 U.S.
dollars).22 However, journalist Richard B. Woodward reported that although Eggleston
had the MoMA stamp of approval, he had more difficulty finding widespread

EEEI xUEOQOE] wPOwUT 1 wi EOOT VUawvVauvuUuil 66 w? Uwi PUUUOWU

Qu

careless attitude toward the sale of his prints x UT Y1 OU1 EwOOUT wi RxOUUUIT 8~ w

21 _etter from John Szarkowski to Harold Dreyfus, The Dreyfus Agency, 10100 Santa Monica Boulevard,

Los Angeles, California, 90067, July 14, 1976. The Museum of Modern Art Archives, N.Y., CUR 1133.

212 March 10, 1976, to Jeanne Thayer from John Szarkowski, The Mseum of Modern Art Archives, N.Y.

231 PET EUEW' EUUDPOT UOOOW? &UEE|T OledishingtodFokOedtol@d 10) Ea83HOO1 Ow* pO1
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has had shows at prestigious galleries like Castelli Graphics, Robert Miller,

Pace/MacGill, and Laurence Miller, the frustration of working with him has often

(@}

POUT UIT T UI EwbPpPUT wi PUWEEUI | tpbnts Mairhelod dsBdwinds® OwU O wU |
EOPEAUWETI | OWEwWODPT T UOEUI O72 w6 OOEPEUEWPUOUI 6w?60U
xDEOUUI Uwi UOOwUT T wi UEWO! wlOT T w&UPETI WEOOOEOE WI PI
EWEOOUI UYEUDPY! wi UOPOEUT woOil ws$ T ToiphbtdgephrsU wOU U x U0 w

i OOO00PT EwlT 1T wOx1 OPOT 6w DPOUOOW* UEOT Uz Uw, Eawl WoOw
considered embleOEUDPE wOi wlOT T wi OUUDOT wUI UxOOUT wOOws$T 1T Ol
EUI EOUT UOUT T UWEUT wOOUOWEOEUOwWPT EVwUT T awlUl EwlO
Of WEUU8> w311 ws$sTT Ol UOCOOWI RT PEPUDPOOWI EUEOCaAwWOI UDU
toitwiththe pub OPEEUD OO WO wlOT 1T w? xOUT a OuWiEahEEOYIT UWEOOO

$17 1T Ol UU&KogEWuerd EBDHIOA wUOUUUEOwx UOET EUUT wi OUwOT 1T wi

241 DET EUE w! 6 we OOE b E U BVanityFait (Gcobeb1994): 24 U 02 w
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x1 Ox Ol wi EYI wlksFurtHarbote ih theE texdfbr 8he book, Szarkowski threw all
cautontoti | WP DOEUWEaAwUxT EOPOT wOl w$T 1 O1 UUOOzUwxPEUU
EEOEOOuwx1 Ul ExUBw/ 1 UITEUOAawWEOUDPOT OWEI UUEDPOOa O~ w
i OUUTTUOOUI OwUT E0w24EUO0OOPUOPZUwWYDI PwOOwWUT 1T whOU
and orignE OPUa 0> wbUwUOOI Ul bOT WwEEOUUwbT PET wOxDODPOOU
OPOE®EEP wi RT PEPUPOOwWPUwWI PUUOUPEWPOWUT T wUi OUIT wU
color photography and the very first publication on color photography, with 48 plates ¢
2001 wOil EQwi EOT w® printediin coldr. Brid Bific® dotbr (3 ©ree wf the hot
x UOEOI OUwPOWEwWOI EPUOWOOOT wEOODPOEUI EwEaAawWEOEEOuWE
DOEI 1 Ewbi w$T 1T 01 UUOOzUwxPEUUUI Uwbkl Ul wOT T wOEUUIT U
opinoOwUT 1T AawEUI wOOUBE~» w* UEOCT UWEOOUDPOUI Eo

The bathroom shower is an index to the kind of

subject Mr. Eggleston favors. He likes trucks, cars

tricycles unremarkable suburban houses and dreary

landscapes to, and he espeially likes his family and

friends, who may, for all I know, be wonderful people,

but who appear in these pictures as dismal figures

inhabiting a commonplace world of little visual interest. 277

Kramer observed that the color in the work is similarly commonplace, ranging

EI Opl E®D®OOUOawxUl U0a?» wEOEW? OEYDPOUUOawEUUUI UI 62

25" pOUOOw* UEOT UOw? U Uo mbeMEYGriuTriedvay 28, Gg76).52. Ob U2 w
276 Kramer, 62.
217 |bid .
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subjects plunk down in the center of pictorial space, or just off center. The images belong

tothecadl T OUa wOi wUOExUT OUwWET D E Owbighe Abus) wuEOOUI OEI EO
antiformalist esthetic that is now all the rage among many younger photographers and

Il EUWEOOWEUUWE] UEPOT Ew, UBW24aEUOOPUODZUWUEUUT wuo

EOOET wlEggest® Oz UWEOOUUPEUUDPOOWOOWUT PUwOOOOwWI EVUWE
xEDOUDPOI OW?EWEEU]I Owbi wOOUWOI wUi il wEODPOEWOI EEDPOI
EEOFOGS »

Writing for New Yorkin June, 1976, Sean Callahan mused that financial success
would no doubt come to Eggleston, due in no small part to his show at MOMA. The
monetary repercussions of the show would reach far beyond Eggleston, furthermore, he
PUOUI 6w?37T 1 wYl Uawl EEVwUT EVw24aEUOOPUODWHUWI RT DE
collectors, curators, and photographers to reconsider color photography as a medium of
UEOEEOI wE OE wE &Caiahantaneedds 1o Sdarkomvdkidhat Eggleston is an
INcd 02 WPUWEx UwUOwOYI UUT EEOPwI PUWEET BT Y1 O1 OUB w? ((

I POWEOEwWPT awdOPE>» w31 1 WwedUpi UOwi OUw" EOOET EOOWOD

278 |bid .
2191 bid .
202 ] EOQw" EOOET EOOwW?, ., w+Opl U0wOT | w" O00VwW! EVUOW24EUOOPUODZU
'0al U0wOOw" OOUDPET Uw" OO0V w/ T OUOT New ¥drk{Jung 28ul@78). OU wOi w" 6001 EU
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young photographers better known for their serious efforts in color such as Stephen
27 OUIl Ow- 1 EOw2O0EYDOOWEOGEW2a0w+EEUOUOwWSTT Ol UUOOU
UET OOOOWEwWUUaO0l w24EUOOPUOPwWxEUUDEUOEUOQawi EYOUU
PPUT WEOOOUwWDPOwW" EOOET EOzUwYDPI P3dw?' PUsnagshot O U wb U w
aesthetic into the world of color, he has enriched that fragile genre with a subtle
interweave of content and hue. It is a masterful achievement that lifts his art well
writes. 28
A June 1976 review in the SoHo Weekly NewE a w2 1 I OOl awl1PEI wEl UEUDE

Ox1 OPOT 2> wi OUWUT T w$TT Ol UUOOWI RT PEPUOWEOOXxOI Ul wk
Of wEITl EUUD kAl @A ®EI iz Waw? EUOUUUE OwU dnovektedd D OO wOi we
i EUwl O0UTT wOOWEEETI xUw24aEUOOPUODZUWEUUI UUOI O0wO

OUT OUTT w, 6, whPEUWUT UOPDPOT wbUOUwPI DT T OwWET T POEWS
EOPOUUEPUUWI RT PEPUPOOWUXEETI O2 w?PEOEUUVUausdHx1 OPOT O
OO000T UExT wOOWEOOOUwWxT OUOT UE x T &3Likd reviewensE OUOE Oz Uu
, DET El OW$SE]I OUOOWEOCEwW' POUOOwW* UEOI UOW1PET wUUTTI U

2" EQOETI EOOwW?, ., O2wAkSd
22211 001 awlPEI Ow?$1 1 Ol UThéSorHdweakly BéE@unald, 1976):120u2 OU 0T 2 w
231 PET Ow?$1 1 01 U0OOzUwW&EUPET wOOwWUT T w2OUUT O2 wl NB
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YDI PUWOI wUOT 1T w Ol bd Rokz6ns, Goaddifel$trtdss dutomobiles, and

suburban houses. That Eggleston photographed these things in color made him

PEDI T 1T UI OUwi OOUT T wi UOOw+1 1 wwuubl EOECETI UwUOwWPEUU

enoughtOWEOOOPw, UB w24 EUOOPUOPWUOWUPET wOd 1 wUEOT wlU
When it was bad, Rice argued, the bland realism of the work was annoying and a

PEUUI wOi wedOoOUwi pOOSw! UUwWPT 1 OwbPUwPEUWT OOEOWH U W

of the South» wOT EVUWEOOEDOI EWEOUT widlha& ghétdgrardh Giautk | UUD OD (

i UOOw, PUUPUUDxxDPw?UDT PEOGawlIl EU] EwPOwUT | WEEUOWE

Ul xUI Ul O0U0w0T 1T w Ol UPEEQWEUI EOQwOl wOOEDODUAa WEODE W

emblematic of a commontrOx 1 wDOws$T T Ol UUOO7 Uubsthe §ebis®bfEHE x T Uwdi u

OEEOQwWOi wEOOUUOOWEOGEWI 11 OPOT wOi wi OUUExOI OUB w3l

2$1 17 01 UUOO7 Uwx la@ndxbnird avér thénsdlyEswoi their surroundings.

Their roles seem superimposed, dictated by the demands of the society which is the

EOODOEOUwWOOUDPI wPOWEOOWO! w$T 1T O1 UUOOZUwxUDPOUUGB 2 w

in the superstructure within whic h they exist.28¢

An August 1976 book review of 6 DOOPEOw$ 1 1 hat Hpgea®giniA& UD E |

284 Rjce, 29.
285 | bid.
286 Rjce, 29.
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nature and function of color in relation to principles developed only decades ago on the

EEUPUWOI wEOREGUEOB uwrE Il WBWwEEOOTI EwlT T WwEOOOU WD O ws
EOEwW?UUUEDOI Ed~> w61 POl wPbOWEWYEEUUOQWD UiedbyDUUT UUIT E

I REI xUDOOEOOawUi EUxwi OEVUUO? wuwbUWEOUOEwWOOUWET woo

(@)
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EOOUI R w$T 1T 01l UOOOZUWEOOOUWPEUWPOEDT T OOUUWOOwWU
(OQwilT EVCUUI Ew?T EUEAOQWOUEOT T wbOUI 1oipé b b yelldvwUOUUT I
dress against a slategrey sky, greasecaked metal racks inside an oven, empty white
x OEUUPEWEOUUOI UWUEEUUI Ul EWEEUOUUWEWEEOI EwWEDPUUW
did not exist for most of us, the reviewer claimed. 289

Reviewing the MoMA show, the critic Michael Edelson argued in an October
1976 article forCamera3® T EUw$ 1 1 O1 U0OOOz UwPOET 1 Uwbl Ul waUl UUE

Of wxT OUOT UExT awEOEOwWI UUUT T UOOUI Owbkl Ul w?NUUOwx O

2679 37 1 a wUE P E O wRODIéxtiod (A¥gbdt 19T6D 60w
288 | bid.
2899 37 ] awUEDE OwRODIéxiod, 60 D1 PUO> w
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question SzakorwsODz UWE OOOI OUUWEEOUUwWUT T whOUOwPOwi PUWEE
i OUwUOT T wUT OPB w24 EUOOPUOPWUEPWS$TT Ol UUOOZzUwxi 60O
OPOODPOT WEOOOUWEOGE Wi OUOOwWi OUWOEODOT wUT T Ul wUPQuwI
and the sky wereoO1 wU I2CHI6GUOOWPEUVUWOUUUET 1 EWEAW24EUOOP U
the work in the medium of color photography has been puerile:
Puerile! Why then was Haas exhibited at the MoOMA some
years back? What about the work of Samaras, Hiro, Sennett,
Turner, Glinn, Krims, Hidalgo, Kaleya and all the others? The
childishness lies not in the work of contemporary photography
EUOwWDOWEOUT w24EUOOPUODPZzZUWUI T OPOT OawlODPOI
passé imagery29!
Edelson says he does not want to argue with Eggleston about the validity of
Ol UDPEEWEI DOT WEWPEUUI OEOCEWOEOQOEUEEXxT dw?' Obl YI UO
me of this through his photographs is, at best, old hat. I, personally, am very irritated of
seeing white plastic bottles on rich soil, repetitive houses, repetitive houses with autos
EQEWEOOUI UxUwOl wUT OPT UUOwWOYI OUOWEOGEwWUT T wODOI 62
this vision of America was used up, but he thought Egglestore EUwUUT EwUx w? ET | OUI
evenUOOOwWUx wUP wEEOI UES »
Furthermore, Szarkowski must have considered long and hard before deciding

OOws$T 1T Ol UUOOWEUwWUT 1 wEDT weEOOOUwWUT OPdw! UODW?ETI UxbD

290 Szarkowski, 8 DOOPDEOwWS$T T ® UUOOz Uw&UDPEI
21 PDET ET Ow$S EI OUOGOOwW?, O, Camérad IfGctvber 10BW" OOOUUO? w
292 Edelson, 10.
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atmosphere of the opening that night at the MOMA, the Eggleston exhibit is

unimpOUUEQOUwWPOwWUT 1 wUET T O woOi wiOi pOT Uwl REPXx Owki 1 Ow
OEwPOwODPT T OwlOi whpi EVwUI | WEVUUEUOUwWT EVWET T OwuUl Ol

that Szarkowski is either hooked onto a certain kind of photography or is determined to

OEOI wi PUWOEUO WD O wx P+@He BdreddinsinitHe EnageHliesin(Heg tadk of
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POUPT I UWEOGEwWUI xI UPUDPYI O UUwWOT wlOT T wbOET T U
EQEwPT PUI wUOExUwUT T Ul wEEAUO? w$ETI OUOOwWPUDPUI UOWU
EEUOOUUI wOUEPOEUDPOI UUwOT wEOOETI xUUEODUOWET T POEW
UUENI EUUZ WEUwW24EUOOPUOPWET UEUPET UwOT | GOWEUOwWUOU
Rounding up the year in photography shows as seen from New York City, New York
Timesx T OUOT UExT awEUDUPE w&I Ol w3 OUOUOOWEEOOI EwUI 1
Ul OpwOi wOT T wal EUO? wOOUDPOT wUT EUw?$TT Ol UUOOz Uwxi
UOPEI UwOEET wEa wU¥ ]| wOEOwWOI RUWEOOUG »

3171 wET EEUT wi RUT OET EwU O wob Uvotk Writing fhorEnE DU D OO U w o
Village Voicén December 1977, following an Eggleston show at Castelli Graphics, Owen

$EPEUEUWEUT U1 EwOT EVws$T 1T 01 UUOOZUWUUEET UUwPEU WU

293 | bid.

294 |bid .

295 |bid , 10-11.

261 Ol w31 OUOUOOOW?/ 1T OUOT UExT a wyrbeNev Yoik TimeDddemt®@6) 1976 :w& EOOI UD
29.
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DT OOUBEGEITSG UUOOz UwWk wxT OUOT UE x relentéséyuY D1 PwEUI Ol
OUEPOEUaA? WwEOEWUT 1 w, EawhNAt wUT OPwWEOw, O, wi EEwI I
x Ul Ul OUPOOG» w$EPEUEUWEUT Ul UwUT EVws$TT Ol UUOOz UwWE
UT DT UDPOT wi UOOwW?1 YOEEUDYI HitEudéaisd to &kn® G w0 Owi EUDUT
washed-OUUwpbi EUDOI UUWUUUEOOGawUI 1 OwPOWET OOwxUpPOUUw
least ten other photographers were superior to Eggleston, according to Edwards.
specificnel EUwWOI wOUT 1 UUOWEOUT wETI UUT 1 UPEWEOEwWI DPOEOED!|
brought together and edited by skilled entrepreneurs. But without such skilled vetting,
$1 101 UUOOzUwW" EVUUI OOPWUT OPWPEUW? Ewil OET 1 xOET 1 wbkb
glue it all together. 298

Despite the whiffof P1 EQUT WEOEwx UDY P OI T Towibinatgblel O1 U0 OOz
thathe oftenUUT EwUT 1 wh OUE w? E1 OtlishictiardHpakingplod@ss ETheU EUDE T w
POUEUwW? EI OOEUE UbD E +hada éoitestedrhenih dnd doeerfullcurr ency
in the Cold War and post-Civil Righ ts movement era. To illustrate his so-called

democratic process of picture-making, Eggleston describes a story in which he

wandered into the wood s one day. It seemed like? UT 1 Ul wPEUwWOOwWwxPDEUUUI wli

27 p] OWS EPEUEUOW? 6 DOODE O wsThd ilhge \bidBegethher 12H077.0001T 1 U» w
28 EPEUEUOQW? -1 bw" OOUT 1 UB =
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ikenOUT POT OWEUD wOi wEOUUUT wUT T Ul whEUWUOGOI UT BDOT wi
pictures of the earth, where it had been eroded thirty or forty feet from the road,
realizing that it was working, that he was taking good pictures . Later, while having
dinner with some writer friends from Oxford, he told them he had been photographing
El OOEUEUPEEOOGaOwWUI 00POT wiOT 1T OwlUT EVwWI 1T wi EEwWET T Ouw
x] OUOT UExT POT wUT 1 wphOOEVUWEOCEWEPUUOW? EwOBDUUOI wEU
things democrEUPEEOOQa 0> wi 1 whUOUI Ow?2p1 PET wOI wEOUUUI wEHE
PEUWUEO®DOT wUOS»

The ?Democratic Forest? project comprises 12,000 constituent images, allegedly
EOOxOI Ul OawUOl EPUI ESw( Uz UwWEwWUI | UUE O uebenUE Ol WE w
to search for criteria3©? ( wi EEWEOWDET EwWET Ul UwxT OUOT UExT DOT wkE
could photograph, say, the Lincoln Memorial and an anonymous street co rner with the
same amount of care,andUT EQwUOT 1T wUIl UUOUDPOT w mEt Oritidahdl wb O U OE w|
EUUPUUOwW' 1 OUaw! OCEWEDPUxUUI Uws$T T Ol UUOOZ UWEOGEDPOU W

Ei OOEUEEA wDOwxi OUOT UExT a~» wEOE w? OphodyEghi EODYDUa u

29 Eggleston, The Democratic Forest71.

300 Henry Bond in conversation with museum director Stephan Schmidt -Wulffen in the catalogue The Cult of

the Streedw$ OPOCa w3 UPOT OUVUWEEOOTI UaOQwhNNNSE w! OOEwbUDPUT VUwlOT EQwsT 1 O]
xUOEOI OEUDPAaADPOT w?Ul EOQREEBRODEET E0OERGUD EWUwx OUDUDOOWEUWE W O
UEaUow?" 1 UUEPOOCaAOwWI OUwWOI wWEOWPOET 1 wWPUWEOPEAUWEOOOUUI EQWET
31931 OO1 UUIT 1 The Brisd fvéndaod Rinotograpliylarch 19, 1992): 19.
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EOPEaUwUI I Ol EUUWE wET Obeptaciice EefeEtsstchoicedtd He de@dlyz U wOE U
engagedwith his environment. Furthermore, as Bond argues, context affects content

Eggleston and Szarkowski sometimes gave the impression that Egglestonwas beyond or

outside of the relationship shared by photographers and environment t as Bond

OEUT UYT UOwW?2( OwUIT 1 OUwUT ECwli T wbhbUwx EUUwOI wgwl PUUOS

x UOEOI O

w' Il wi EVWOEDQET I EWUOWERWEODI DOl EWOUWEOOI

Qu

EgglesU O Glentdcratic approach reflects obsessive interest in context. He is so
interested in photography, on the one hand, and so fascinated by his surroundin gs, on
the other, that he describes spendingafternoons photographing everything in sight. He
is apparently indiscriminate ¢ twigs, leaves, and asphalt are fair game.Though
Eggleston avoids describing himself as a southern artist, and claims that place names are
not relevant to photography, his wor k is deeply connected to place, and ultimately to
UT 1T w2OU0T dw' 1 wi EVwWIT Ox1 EwET | POT wWEwW-1 bw2OUU0T wEI
EEEUI UUwWOT 1T whbUUUT wOi wUEET wEOEwWUOUUIT T UOwI PUUOUA
close examination of early and consistent strains of themes endemic to the South in
$TTO01UUOGOZUWPOUOWUODT EUOT UWEWUUEUDOT wul 01 EUDOOU

( OEIl 1 E Ow$ Ddmérratit Fédegindibgraph of a white uniform hanging in

302Henry Bond, conversation with Schmidt -Wulffen.

33 POEwWr UOPT OUOPOW?" O0UT EwOOw3 Ul YEBawW? wl OOE RilanE @D wbBWET O w
Eggleston: Democratic Camera, Photographs and Video;2888(New York: Whitney Museum of American

Art; M unich: Haus der Kunst; New Haven: Distributed by Yale University Press, 2008), 257.
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EwOUI | wgl OOOUUUVUEUDPOGOE wOOWBUDOW&EODI OUI OET woOil wlT 1
meaning of color and form (figure 30). There is an abstract quality to the crisp,
immaculate uniform, which seems to float among the leaves, like the ghost of a domestic
worker. This image is solemn and elegeic, a reminder of Jim Crow and Civil Rights era
lynchings. Another Democratic Forestnage depicts a black man walking through the
parking area of a decrepit gas station and garage. His figure is balanced by decorative
streamers stretched across theparking lot ¢ red, orange, yellow, green, red, and blue 4
almost like a broken-up rainbow (figure 31). | hope to have shown that photographs like
these were not random point-and-shoot exercises for Eggleston, but rather reflect a
synergy between formal decisions and his incisive, if subtle, commentary on
contemporary life in the South.
Inspired by Eggleston, | am interested in what it meant to photograph in color in
the South in the decades following the classical phase of the civil rights movement. The
next chapter will addres s the work of another photographer who uses color in this
spatial and chronological territory ¢ Birney Imes of Columbus, MS. How does Imesuse
colorfoUw? 1 OOUPOOEOQWEUUUOOwWxUUT POT O2 wdéardi 1 wp OUE UL
Eggleston have experimented with overexposing their photographs to achieve the
deepest and best color for their purposes. As a result, Imes achieves some of the same

deep reds that Eggleston was known for. Like Eggleston,Imes is focused on the local.
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What drove Imesto make photographs? How does color affect our perception of his

pPOUOz UwUI EODPUOY
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3. Birney Imes

(T WEOOOUWPUwWOOUT wUI EOPUUPEOWUT 1
more believablé?

OwEE Oz Uwt

Open the book and a man with a pool cue, shrouded by a red curtain, peers from

the page (figure 32). Turn the page andahandx EDOUI EwUDT OQwWET EOOOUO6 w? Ox

UPOI n?>w3UUOwWUT T wOl ROwWxET | wEOEWUUUOEOI wOOWEwWP OU
light brighter, and the color hallucin atory. Page after page reveals a bizarre and fantastic
world of shimmering glitter and garland, ghostly apparitions, and vivid wall paintings ¢
love letters to sex, death, and desire. Welcome to a Mississippi Delta juke joint, through
the lens of photographer Birney Imes.2
Birney Imes (b. 1951), aphotographer from Columbus, Mississippi, made these
photographs in andaround U7 1 wUUEUT z UwET OUE wUI Joped&utofil UOUT T O
his photographic encounters is the 1990 book,Juke Jointa book of color photographs

published by the University Press of Mississippi.

1 Photographer Bert Stern quoted in Lisa Hostetler, Color Rush: American Color Photography from Stieglitz to

Sherman(New York: Aperture; Milwaukee; Milwaukee Museum of Art , April 2013), 24.

2937 1 weEil EOQUEOUDOOWOT wli OUT wEET T UWEOEWUOEET OUUT UWEOEWNUOT wk
/11 00P0T U008 w? UEOUEUUPEWPOwWUT I wUl OUT wOi wEUxPUDOT wOOwWOUIT T U
a few beers ae knocked back on a hot Saturday night while listening to records on the jukebox, Fats

Domino and the boys singing about finding thrills on blueberry hill while the sun sets over a cotton crop in

a flat field and pickup trucks and sports cars sit parkedo U O wi UOO 0 wbOwUI T EQwUx 01 OEOUS» ws U
/1 00P0OT UOOOwW?! PUOT aw( Ol Vw( ( ( 02 w+ E U-Dctébar BIO1984U Uw, UUT UOwOI w

3 Birney Imes is the son of Birney Imes Jr. and Birney Imes Sr. Therefore his full name is Vinton Birney Imes

lll. In th is dissertation, | will refer to him simply as Birney Imes, except in the context of his father, Vinton

Birney Imes, Jr., and his grandfather, Vinton Birney Imes, Sr. In the sections in which | discuss Imes Jr. and

Imes Sr., | will refer to Imes as Imes Il to distinguish him from his father and grandfather.

175



While Juke Joints a very different sort of albumfrom 6 DOODPEOQwS$ 1 1 O1 U0UOOz U
both are photobooksthat? EUT EUl WEOE WOE O] wx UEOPEwWx OOPUDPEE Ouw(
U0~ wE O Odraized, Usim@color photography to do so. 4 In this chapter | think
OT UOUT T w( Ol Uz U w xthisabum b anatddofutlebrieddédplyracially
divided culture of Columbus, MS, where he grew up during the civil rights movement
and school desegregation.

Chapters one and three of this dissertation situate the work of two
photographers in the context of political and cultural change in the southern U.S. This
chapter examines one photographer in the context of his small Mississippi town and its
seachanges during the civil rights and post -civil rights movement era, both of which
paralleled his coming of age. Through photography, Imes explore s Mississippi counties,
including Lowndes and Noxubee, as well as theMississippi Delta region, a roughly two
hour drive west of his hometown. In this chapter | will examine Imes in the context of
the protracted battle over school integration in his hometown of Columbus that he
witnessed as a high school student, son of a town media mogul, and an artist in the
1970s-early 1990s

(WEUT Ul wOT ECwPOw( 01 UzUwxT OUOT UExT Uwdi wuodUUOI

4 Patrizia Di Bello, Colette Wilson, Shamoon Zamir. The Photobook: From Talbot to Ruscha and Beflaymton:
IB Taurus & Co Ltd), 11.
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hue, bizarre juxtapositions, and choice of subject gesture toward the grotesque, the
surreal, and the marvelous real as modes of being that are consequenbf, and alternative
to the highly constricted culture of Mississippi. These images ¢ published in Juke Joint
and the 1994 bookWhispering Pines stage the impossible coexistence of two seemingly
irreconcilable worlds within this segregated society.
My claim about marvelous realism and the grotesque is inspired in part by the
literary theory of Lois Zamora, Wendy Faris, and Patricia Yaeger. Faris and Zamora
UUTTT UO0wUT ECwWOET PEEOQwWUI EOPUOWEEOwWI EEPOPUEUT wlT
spacesE OEwUa U0l OUwUT ECwPOUOEWET wbUUI AOOEDOEEOI wbH(
manifestations of visual (rather than literary) art about physical spaces that are
UT1 OUI OYI UwpOUOUwWOT wEUUweUT T wRUOT wROPOUUAOw( Ol
boundary -crossings between the interconnected worlds of black and white in post -civil
rights movement Mississippi. | argue that p hotography for Imes is a means of effecting

these boundary crossingst he has said that the medium afforded him a reason to enter

the very differe nt African American world that remai ned taboo for him as a child.® His

5) OT Ow3l Pl O0w? 31 R UUEDDES BefkibduAamanaWendy B.IF&fi& bdd.Kagical

Realism: Theory, History, Communi®urham, N.C.: D uke University Press, 1995):1 KK & w31 Dl OQwb UDUI Uo w?
Ol EOQwOUT 1 UwOOET UOWOET PEEOwWUI EOPUOWI EEPOPUEUT UwUT T wi UUDPOO
6 Birney Imes, Partial to Home(Washington and London: Smithsonian Institution Press, 1994), interview with

5PDOEIl w Ol UUPOwx8 whydw( Ol UWUEPEOwW?&UOPDPOT wUxwbhbOdw, DUUDUUD x
or at least intensely curious about the relationships between blacks and whites here? Photography has been

a way for me to look at those relationships, a way to seek understanding ¢ to do something that was taboo

[ OUwOl WEUWEWET DPOES »
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photographs of roadhouses and juke joints ¢ often containing figures that appear as
ghostlike blurs due to a slow exposure ¢ reveal the elusive interiors of what were once
highly regula ted and protected spaces.

The interior design of t he spaces Imes photographed appearsi keeping with the
?0EUYI OOUUWUI EO? WEUWET I pOT EwEaw O1I NOw" EUxI OUDI
OEUEYDPOOOUOwW Ol UDEEOO~?» WEDI | 1 profdandiway@ @ws$ UUOxT EOu
"EUxI1 OUPI UzUwi OUOUOGEUDPOOOWUT 1 wi EOUEUVUUPEWPUWOOU
abstract forms and contrived juxtapositions as Surrealism might have it. Rather,
"EUxI1 OUDPI UWwEOOUI OEUOwW? UT | wi E OrarcrenltissoiddeO i 1 Ul Uwb O
and place, where improbable juxtapositions and marvelous mixtures exist by virtue of
+EUPOw Ol UPEEZUWYEUDI Ewl BUUOUA OwTIh&simllaE x T a OWET O
way, the roadhouses Imes photographed in the post-colonial enviro nment of the U.S.
South presented in readymade form unexpected and bizarre juxtapositions t a
windowless pair of curtains, a fake tree growing through a table, ghostl y shadows, men
dancing with empty coats , and wearing 3D-glasses (figures 54, 56, 6771).3 1 1 w? Ul EOPUa »
Of wOT 1T Ul wxOEET UOwWD OwOUT finitiboud? HaAnvElt® wOl Uw" EUxT OUDI

Thus, on one level, with their odd and inventive interior design and strict

7 Lois Parkinson Zamora, Wendy B. Faris, eds.Magical Realism: Theory, HistorfCommunity(Durham, N.C.:
Duke University Press, 1995): 75.
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demarcation between outside world and transformed inside reality, the roadhouses, to
Imes as an observer, are marvelous real spaces. On another level, Imes akes
photographs that, through framing, the use of hot/quartz lights, and film that incre ases
the saturation of colors, emphasize and exaggerate this marvelous reality, transforming

EQwUI EOPU0wWOUwW2UUUI EOPUUWYDUDOOWD
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context of the juke joint, scenes of bizarre, unexpected, surreal juxtapositions ae
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exaggeration.

Color, as literary theorists Stanley Cavell and Fredric Jameson have suggested,
has a constitutive function in the depiction in art of a reality that is already itself magical
or fantastic. Cavell suggests that it is a mistake to imagine the world of our ordinary life
as a world of colors. It would be more correct to presume that the real world, in wh ich
PlT wOOYI OwE E U O witabkEanddbitd. ACLA6R sludyPabMichigan State

University supports these observations. In the study , college students were shown short

8 Carpentier, in Zamora and Faris, eds. Magical Realism103. Afterworking as a staff photographer at the

Commercial Dispatchhe established a commercial photography studio. Through studio por traiture and

advertising work, he funded his documentation of the rural communities. He began to incorporate the color

film he used in his commercial work into his field work. Using a 4x5 view camera on a tripod, he began to

focus less on the characters ppulating his region and more on the places they congregated. Using small lens

apertureto EUUUUT wEET GUEUT wEIl x0T woOi wi D1 OEOwWOOOT wi RxOUUUI UwbOUO
(OT Uw( ( (2 ABuw
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film scenes in black-and-white and color and asked whether the scene was filmed or

Ul UxOOUI UwbPOEPEEUDOT wEl OPI | wUOT EQQOUZ WwwWET O Uwb
photographic technique of decreasing the grain and increasing the saturation of hue in
his photographs results in exaggerated color and contrast, distancing the images from
the tradition of black -and-white documentary realism.
(OwlOT T whEOT wOl weDOOPEOQWSTT Ol UUOOzUwWPOI EOOUL
(discussed in chapter one), colorphotography was thought to have lost its shock value.©
But had it? Why did Imes make photographs of Delta juke joints and prairie roadhouses
OT UOUTT OU0wWUT 1T whuNWYUWEOEwWI EUOaws NYUwUOwWUUx1T UUE
what the naked eye can see? And what effect did this choice have on the meaning of the
work and its reception? It is my contention that supersaturated hyper -detailed color was
1 UU1 60 b EsGuw B ddbuoagdristibeking, such color still resonated with emotion for
Imes and for viewers. Color t particularly its associations with unreality and fantasy ¢
enabled Imes to create images that dramatized his own boundary crossings through the

idiom of magical realism and its counterpart, the grotesque.

This dissertation addresses the ways in which three color photographers

S$EPEUEW/ 8w, E" aow?( O OUT OEI1 widl &l' DO O QudO@iwwidEdBERIEd W Qi B O E
Communication Revieywol. 10, no. 1 (1962): 71.

0y EQOTl Uw" UUO N QWOEADE w27 OEOo w" OO0UI Ox OUE U a WtalbusstuCdloO U OT UE x T a w
Photography in America, 1970980(Ostfildern: Hatje Cantz, 2010), 42.
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working in the Deep Southt Eggleston, Imes, and William Greiner (of Baton Rouge, LA)

tUOUT T OwUOWEOOUUOOWEODE wi R x O0PUGriHdI@2dHUsedU WEEDODP U a
Photoshop to pump up the color in his prints, while Imes, as mentioned above, almost

overexposed color negative and black-and-white film to decrease the grain and achieve

a high degree of saturation.2$ 1 T O1 U0 OOz UwUUI woOi wlOI T wEal wOUEOUI
desire for saturation, sometimes to the point of garishness3 But all three photographers

stayed in control even as they laid the color on thick. 4 Their processes allowed for

careful adjustments to make the color just right. Imes either made his own Type C prints

or worked with a printer. Eggleston, working with a printer, could control the

individual col ors in his prints separately, since the dyes in dye transfer are rolled on a

receiving paper one at a time. In this process, the red in a photograph can be deepened

U WEOwWUIT I T UUPOT wlOw, PUET w$ xUUI POz UwUI OEUOwWUT EGuwxT OUOT UE x|
xUUTI POT » WEGEWUT 1 WEPI I PEUOUDPT UwlUT PUwxUOxOUI Ewi OUwl POWE UwWE
PEVWPEUwWPDOT wOT T wb EMitBhdEpadin: Wark(EotitgénuSieid)2006918.0 w

12 Interview with William Greiner, June 24 2011; email from William Greiner, June 25 2011.

B* ] YPOw, OOUI Owl + 3w?31 PUWUUEUUEEUDYI WEOOOUwWx UOET UUOWEEUIT E
and transfer dyes to another surface, was first explored in the 1880s and first used to make color motion-

picture film (Technicolor) in the 1920s. In 1935, Kodak introduced a dye imbibitions print process (Eastman

Wash-Off Relief) which was improved and released in 1945 as Dye Transfer, the most successful of the dye

imbibitions processes. Its rich colors and translucency are the result of using dyes, rather than pigments, in a

gelatin binder. Although few artists worked in this process before the 1970s, the advertising and fashion

industries of the 1940s and 1950s, as well as journalists in the late 1950s and 1960s, embraced it, despite the

substantial cost and the time and skill required to produce high -@ U E O P U & Gaxabl ReBriglUrbtte w

Darkroom: An lllustrated Guide to Photographic Processes Before the Digit@l¢Wgeshington D.C.: National

Gallery of Art; New York: Thames and Hudson, 2010).
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while deemphasizing the blue, for example. 15 As this dissertation moves forward | will
consider how, through their use of color and choice of subject, these photographers
create photographs that evince a canny form of color-consciousness and a high degree of
control over the once seemingly difficult to control medium of color.
Imes said in a 194 interview with Grover Lewis for the Los Angeles Timabat he
201 DPOOUwWI YI Ua OOl wpl OQwxT OUOT UExT UwbOwWEBOOU wWOPI U
( OET 1 EOQuw( Ol U zTheuskin Mab Bdcdighre 331) Belzoni, Mississippi, 1986
(printed in Juke JoiNtET EVUUWUDPOPOEUPUAwWUOwWUPOwxT OUOT UExT U wi
at the Museum of Modern Art. All three photographs show relentlessly red,
PDOEOPOI UUOWEUEOxIT EOQOWEOEUUUUOXxT OEPEWUXEET UGB ws$ 1
, 20w0d E 8 A uiteSEMndPlatdnot) feature a naked light bulb as a central part
of the composition. The vertical orientation of the frame, the seediness of the dirty toilet
next to a cardboard Budweiser box in Skin Man Placeand even the name of the image
itself ¢ calltomnE w$ T 1T O1 U0UOOz UwxT OUOT UExT wOl wEwWOEOI EwldE

(scratching his head) in a red room with ominous lookin g graffiti on the walls (figure 6 ).

151f a printer wanted to load up the red but keep the yellow subtle, dye transfer makes that control possible.

In contrast to the Autochrome and carbro print processes, dye transfer offers afair amount of control to the

photographer. The hues and contrast of the image can be adjusted by varying the formulation of the dye

baths and re-soaking the matrices to produce a new print, and by applying other darkroom techniques such

as masking. Kennel, 41.

16g UOYI Uw+1 pDUOW?) UOI w) 606 U U blesl TOEDSuddhtEry Wrini&nddE w2 O U 0T 1 UOw/ E U
/T 0001 UExT 1 UulodAndelesTimedubust@,71994).

182



(OQwUT T wxUl YDPOUUWET ExUl Uw( wEPUEUUUI EwebDOODPEC(
Museum of Modern Art. | demonstrated the way in which criticism of his photographs
often noted his southern or aristocratic modes of dress, patterns of speech, hobbies, and
I EEPUUS w( wUT Ol EwUT EVWEOYI UODWEOGEWOYI UODWEUUOEDE
South, made by critics, the public, and the photographer himself, contributed to a
palpable sense of horror in the imagery, their sickly saturation seemingly connected to
the decadence, fetidness, and decay of southern gothic literary tropes. | also examined
the paradoxicalwaa wb Owpb 1 PET wUOT 1 wEUUEUOU WOl w$T 1 01 UUOBO7 UL
24EUOOPUOPOWEOPOxOEal EwUOTl | wOOOD OEdifeidthe NT EUwOI u
southern U.S., Memphis and Mississippi in particular ¢ in favor of a formalist reading of
$1 1 Ol UU O éthalemph@dized color, form, composition, and the private and
ET EOOI OT1 Ew24EUOOPUOPZUwWUI EEDOT wOi wOT 1T whOUOOWE
Ol 1 xDbOT whbbUIT wcabappraadh to photdgbapHy Bnder his tenure. This was an
institutional pattern that predated Szarkowski, as other scholars, such as Patricia

Leighten and A.D. Coleman, have shown.*”

7 Owi 1 UwEUUT UUOI O0wOT wOT T whNWUNwOxT OPOT woOi wiOi i wi RT PEPUDOO
Museum of Modern Art, and a symposium of Picasso and Braque scholars, Patricia Leighten notes the

x UOET EUUIT wOi w?EUVUUDOI UUWEUWUUUEOG? WECWUT T wOUUT UGB weT BDOT wol
historical considerations, the discussions accompanying the papers were different, says Leighten. They

? E b U n6ré&4idcinctly than one would have thought possible the restricted terms of discourse at MoMA,
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Taking as its starting point the importance of place in the work of the
photographers | discuss, this chapter will examine the emotional impact of color
photography in the Delta and prairie regions of Mississippi in 1975 -uNNk 6 w( Ol Uz Uuw
I 001 UOPOWOT w" OOUSEUUWPUwWO!I EVUw, PUUPUUDxxPzUw?! O
conducive to many types of agriculture and once the site of large cotton plantations. 8
The Mississippi Delta is in the roughly northwestern quadrant of the state, between the

Mississippi and Yazoorivers.?®*' 1 Ul OWEUUDOT w) POw" UOPOw? W&E EDE Owx

] UAWEEaA0662D0xQawliuyYypYDPOT w

<

Pl Ul wUT 1T wOUET UwdIi wi
UT ECwOOUUW- T T UOI2Uruitte Q87T Fattelr Resohstuctidn) & retwork of
small Delta towns developed, often derived from former plantation railroad stops.

OOAWEUPOUWOOWUT 1T wx
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?3UI WUUUEQwWUOPOUwPI Ul woOBUI U

)1 OOPi T Uw- EUEOOI Ow?EOQEwWUT 1 UT i OUIT w
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its extraordinary deafness to voices in the street and beyond, and the remarkable comfort with which

"UEPUOZzUwxUOEUUUUI EQWE] E whadhitnediorEalisks Bk® wHlihmuRubik ahd E WE a wOOE

cryptoformalists like Yve - OEPOw! OPUWEOEwW1 OUEOPOEwW* UEUUUS8~>»w UOwi PUUOUDE

EOQOEw! UEQU] WEOEWEUUOwWI PUUOUDEOQUWEEEUI UUDOT wOUT 1 UWEUxT EQOUWO

evenz UwUl EVUEUDY! WEPUEOUUUI wi 011 EOUCawET OOOUUUEUT Ewi OPwl1UEE

even as the discussion proceeded along the wellworn formalist path, albeit with some semiotic twists and

- 1 b w8 OaxfordArwdournall7:2 (1994): 91.

1891 OEEOw/ UEDUDI 072 w$ dpdawdnbridniich. eom/ERE Ehebke@ OB E (oiBlack

PraiieOw! UPET T Ow' EAEI OOw?31 1 w EOCOEwWOI wa&OEOw" ExDUEOPUOOwW( O1 aU
i 01 Uw' UUU D EAntrbpolsgiedl Quar@ily Gob. 83, no. 1 (Winter 2010): 177203.

19 Hayden, 182.

20Henry, Aaron and C onstance Curry. Aaron Henry: The Fire Ever Burnin@lackson, MS: University of

Mississippi Press, 2000): ix.
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http://www.britannica.com/EBchecked/topic/68179/Black-Prairie
http://www.britannica.com/EBchecked/topic/68179/Black-Prairie

OUUwUT 1 wEOOOUOPUAWUXEUPEOOad>» w31 1 WEUGEUUEOWOED
?2 01 I PEDE 0% andddosely dhifored by the dominant white culture ¢ and a
?200U] WEOYI UUWOEOEUEEXIT OQwEIl YI OOx1 EwOUUwWOI wlOT 1 wE
EOOOUOPUA? WUOPEUEWUZRT wOi | PEPEOWOEOEUEEXI] 8
Imes used the camera and color film to cross acial boundaries into this once

Pcovert landscape? His use of color transmits to the viewer a sometimes exotic world
apart from the intractable black -and-white reality of segregation that had been part of
" OOUOE UUz.Benklep Hudsdri)mow a journalist, EUUT OET E w" Sephe®E UUz Uw
Lee High School with Imes and photographed with him as a young man. Hudson
described the Columbus of their youth:

As a Columbus resident during my first two decades,

| experienced, in my own privileged white male way, the

violent pain of being a witness to racial segregation and its

murder of the spirit of black and white people alike. | grew

UxwOl EUODPOT wOOwWUT U0wOUUwWI YI Owi 1 EUDOT wUI 1

people | loved and knew and those | did not love or did not

know used the word in all shades of meaning. To survive,

Frantz Fanon has said, black people must wear a mask when

they are around white people. I, too, learned to wear a mask,
though surely a different one from the mask of Fanon .22

Hudson, Imes, and three other friends started a corporation known as Possum Town

2. EUEOO]I Ow) 1 O0OPI 1 UBw?210001 UOWOT w! OUI Uow) UOTI NOPOUUWEDBEwWOT
Perspectives in Vernacular Architectussl. 9 (2003): 166175.

22 Hudson, Berkley. Possum Town PhotBiography: Culture, History, and Identity through the Mississippi lens of

O.N. Pruitt, 19261955. PhD diss. 2003, University ofNorth Carolina Chapel Hill, xviii.
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Photographs, Inc. and in 1987 purchased a collection of images made by another

Columbus photographer + O.N. Pruitt. 2/ U U D U U z U w xpra@ite®adbéen dn a

opportunity for interaction betwe en blacks and whites within this rigidly segregated

community.2#3 T UOUT T wi PUwxT OUOT UExT awUUOUEPOwWPOwWUT 1 whpN
vital images for the bOE E OwE O O O U Greouergighitiedy that dike Pruitt in his day,

Imes was part of the white, male power structure in Columbus. 26! U0 w( O1 Uz Uw

—_—

photographs are sites of his own resistance.. O1 wOPT T UwOOOOWE Uw( O Uz Uwx i
explorations as an effort to wrestle with and reject the highly segregated culture of his

hometown. As such, his photographs represent moments of boundary crossing and

rebellion. Aided by color, they take on the qualities of the marvelous or magical real, a

23|n his dissertation, Hudson exp OE D Ol Ewl PUwWOPOWEOEwW( O1 Uz wbOUI UT U0 wWPOwWUT 1 w/
early 1970s, as a photographer and a writer on college publications at the University of Michigan and then at

Columbia University, | became interested in the Pruitt photographs, » uudson writes. ? ( WP EUWUEODOT wOOUU
xDEUUUI UwUT 1 OOwUOO!l UPOT UwkpDUT wxi OUOT UExT 1T Uwi UPI OEUwW! BUOI
Town Boys of James P. Carnes, David Gooch, Mark Gooch, and Birney Imes this dissertation likely never

would have been undertaken. Formally they constitute, along with me, a corporation kno wn as Possum

Town Photographs Inc. Our collective vision led us to purchase the Pruitt Collection in 1987. Our

commitment is to preserve, archive, research, exhibit, and publish materials from the collection. We grew up

together in Columbus, some of us friends since babyhood. In their own distinctive ways, these four men

TEYI wi DYl OwUOOwoO!l wbOEUI EPEOI wbOUPT T UUwWDOUOW/ UUPUUWEOGEWI DU
PI DUl UwPOw" OOUOEUUOW?pPT 1 Ow/ UUDUCOwWxT OUOT UExT 1 Ew | UPEEOwW O
subjects often seemedtoceE UT EUT wUOT 1T wbOET 1T wpb £200 Eui Udrelf® @l€d 0adddrredivken 1 U8 2 w

Pruitt photographed African Americans in his studio, which Hudson says must have been unusual at the

UPOIl 6w?3T PUwWPEUWI Exx1 OPOT wPbOWEwWUOPOwWPT 1 UT wUBUPOWUOT 1T whiNAY
in virtually every pub OPEwx OEET 82 w/ UUDPUO0wPOYDPUI Ew | UPEEOwW O1 UPEEOU WU
went to their houses to take their pictures. (Hudson, 29-30)

25 Hudson, Possum Town PhotBiography 29.

%' UEUOOwWUI 11 00T EwlOw. 8- 6 w/ UUD U U wtid) ndleXCbldrbus fovéa wET EOOD OT wx |
UOUUEUUUIT &Possum ToWAIDYOHIEan did not refer to Imes in this way.
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worldview that many critics have argued allows for deviation from an oppressive
mainstream.
In chapter one, | built upon many of the incisive observations made by curator
*T YDPOw, OOUI WEEOQUUWEOOOUwWxT OUOT UExT awbOwUT 1 whuNA
11 Owoi wi RT PEPUPOOUWODPOT w201 xT 1 Ow21 OUI zUwUT Obw
3x5-inch drugstore color prints were glued to the walls in a grid, in no particular order.
The effect was so underwhelming, Moore writes, that no one seems to have reported on
the show. Shore was ahead of his time, Moore insists, lacking in artistry or an interest in
which would be increasingly identified with William Eggleston and the color
photography of the 1970s27 Such an affect of disengagement(and | argued in chapter
onethatEl T O1 UUOOZ UwbPOUOWEOUOEWET wbOUI Uxsinl Ul EWEUwO(
sharp contrastb D UT w( Ol Uz UwWE x x thAyE & bubjétd. unihi® phaiddy@ph©Oad
juke joints and roadhouses, delight, mystification, and obsession palpitate.
Imes ran a commercial photography business in Columbus from the late 1970s to
the early 1990s, photographing ball games, architecture, consumer products, and

deeply engaged, ongoing projects ¢ including the juke joints and the series of

27 Kevin Moore, Starburst: Color Photography in America, 1970 -1980, 910.
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photographs (made from 1975-1993) that resulted in Whispering Pinesa book about a
formerly segregated roadhouse and eatery roughly twenty miles south of Columbus. 28
One theme that seems to compel imesis the imaginary barriers between people. Another
is the bizarre, surreal, and marvelous real subjects he encounters when he crosses such
barriers and ventures into the juke joint environment. 2 Building on the work of novelists
and scholars who have explored marvelous and magical realism in the context of
literature and postcolonial theory, | EUT Ul wUOT EVw( 61 Uz UwUOT 1T O Uwobi wEO
the marvelous are intertwined, and that color is integral to their expression in his work.
Color, for Imes, serves conceptual and atmospheric needs more than
representational ones. He was working with at least two factors ¢ chroma and a subject
OEUUI UwUT EVUwPOUOEWET WEOOUDPEIT Ul EW?EENIT EU? wpEOUI
to his subjects). This theme of the abject or grotesque is indebted to Carson McCullers,
6 DPOOPEQWWHEUOOOI UOWHOEOOI Uaw. z" OOOOUOWEOEwWOUIT T U
the thick of such literary mythology ¢+ 31 001 UUI 1 we DPOOPEOUz UWEDPUUIT x OE

OPOUUI Uz wkp EOOwWU O wgtudiv dbquélthexPtindessiriowietthedted inuthe

28 Imes made initial visits to Whispering Pines when he first worked as a photographer at the Commercial

Dispatchfrom 1975-76. He and Sammie McDavid, then a staff reporter at the Dispatch, did a

steaks, fried shrimp, and hamburgers there. And you could dance on the concrete dance floor under the

xDOl UBw20PUT Ow3EOOaw, 80w?61 PUx1 UDPOT w/ POI Usamtedanl Ow/ OEET w"
Dispatch(August 21, 1994).
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center of town.

Born Thomas Lanier Williams, Tennessee Williams spent the first eight years of
his life in Columbus. 30 His plays and short stories deal with marginal people, freaks, and
liminal spaces. HehaUl Ewl PUwOPOwi OO0OUI RUEOPUA OWEOE wb OwE wt
11 Ul OEOGEOQET w!' 1 UP1 1 OWEwW5HPOOPOW" EUI WEOEWEW" Oi i O
x UOUET 00D U bthed @IUOWE Qwld OOIwWUT DOT wOOOUUUOUUO w?' Obw
to myself, at that time, confessingtOwOa Ul O OwUT EVw( wPEUWEwWOPUUOT w(
wrote.34 x OOwOOYDOT wlOw-1 pw. UOI EOUWEVWET | wl Wowe OO
Ol UT1T UPOUOEUO? wE OEUDIEIOw&®E Wl B,UIWSBIEIaWad 02 w? w2 U
#1 UPUI O2 w?! EEaw# 00007 wE O Ewitk sudh dethér®addsw' OU w3 DOwl O
featuring outcasts, vagrants, the grotesque, and family dysfunction. 32 Sidney Lumet
EDUI EUI EwOT 1T wi POOwWYIT UUDOOWOI we b OA e BERFAilwuNk A wx
The Fugitive Kind In the story, a drifter with a guitar auto graphed by musicians like Fats
Walller, Bessie Smith, and Leadbelly wanders into a Mississippi town from a place called
6PUET T Uw! EaOUBdw! EEOwI 001 wUT 1 wE UD{ Hiinitkname E wOl EUOG

is Snakeskin for the snakeskin jacket he wears. Anolder Italian woman ¢ Lady Torrance

3 Tennessee Williams,Memoirs(New Directions PublisT D01 OwhNA k AOwhl 6 w6 POOPEOUz Uwi EOP
when he was 8 years old.

31 Kenison, Katrina, ed. Best American Short Stories of the Cent(®pston, New York: Houghton Mifflin,

1999): 319.

2, 1 Ow&UUUOPOwW?31 001 UUI T we DPOOPEICWMUBDOORE EEQWA O wrEDIWA wwd Qua'T B\
New York TimegFebruary 26, 1983),
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t hires Snakeskin to work as a clerk in the town store and they have an affair. The story

is filled with magical and gothic elements linked to the possibilities of miscegenation

o

and racial crossE U1 UUDPOT 6w W@k w] BO0OwwdO@ UwbOUOwUT T wUUOU
T EUOI OUUw?i EOUEUUPEEOOa WEIT EDa Huddckaurns ef6helwuOE Oa wUE
and bone and feather. His blue-E OEEQwUOPOwWPUWEEUET EwbbUBWEUaxUD
Snakeskin is seduced in a cemetery by ayoun@ w? EQUUUx UO02 wEOT | OPEQuwPT D
EUOUwWI POwUOwWT Ow? NOOGODPOT »wbpDUT wi 1 UG w3 OPEUEWUOT T w
EOOOUOET UwUTT wbUwxUI T OEOUwPPUT w2OEOI UOPO7z UWET b
against a vicious warning from t he local sheriff.3* The story ends with past tragedies
Ul xT EUPOT wUT 1 OUI OYI UWEUwW3 OUUEOET WEOEwW20EOI UODO
NI EOOUUwWI UUEEQEwp+EEazUwi EUIT UwPEUWODOOI EwbOWE
+EEazUwl UUEEOEKG

Writer Michael Pearson, who travele E w0 QwU O OT wNUOTI Uwb D UT w( O1 U wt
l EUCAws NYUOwOOUT EwlT E U wU{ 7 HwEEQH BOEPUN®I | uldiED-QuuEEQuEx (D)
UT EOPOT wUOT T whpPOEOPUWE OE WE wx BHiramind@& iinlaijoaheeO D OT wO U
6 OOEPEUEZ UwET | DiHENE Bufitheuing wd @ ORQUEW D OOWE wODUUOI wE

little, then stop at a place and drink some more, and eventually you wind up in a bone

3 Tennessee Williams,Plays,? . Ux 1 1 UUw#118E1 OEDOT »
#3] 00T UUT 1 weDOOPEOUOW?. UxT 1 UUw#1 UEI OEPOT 02 wp# UEOEUPUUZ U,
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OUET EUEWEOQGEWOEO!I wOOYI wOOWEwWI UEYI 62 w! awhEOOwW/ 1 E

2(7ZOwWEOOYDPOET Erub)O G wiEH YOT wwd TUPB By PUPUOUU WU OODT T U
31 001 UUIT weDOOPEOUOWEOOOT whbUT w, E" UOOI UUO WY

explore the queerness of the mundane and the horrific that erupts out of that. The

literary modes of magical realism and the southern grotesque are overtly intertwined in

the relationship between Faulkner and Colombian novelist Gabriel Garcia Marquez,

PT OWEOEDOI EwUT T wi OUOI UwE U wE @a0¥dais 6f 8dlithoEnerd w( Ow& E U

PUWEwW? x1 UUPUUI OUOwWOOUEEOU ueY A UrudA wuiE i wl Euwu G0 1 DUDBOERNG

UOwUT | w?YDPUPOOwWOI wEl EEAWEOEWUOGET UET YI OOx 01 00U~ w

, EEOOEOOwWOPU]I UEUAWUET OOEUW' EUOT aw#dw. ET UT1 OOEOD

Yoknapatawpha County do have much in common, and Garcia Marquz does admit the

DOI OUI OET wOi WwHEUOOO!I UwOOwi Pl 100 Year&dSdiitud® » w. EIT UT |

xUEODPUT 1 EwWEl Ul Uw, EUQUI awYDPUDUI EwUOT 1 wad26w20U0U0I

UadUuil 1T UPUwWOl wi PUwbOUT Ul U0 wPb Owwb 8h@ GdrdhwE OE wUT 1T w

, EUQUI 4z UwoOUT PUOPOYOWROOQWEU®OT UwlUT 1T wyYDI I UwbO

southern strangeness and the grotesque. As is true of Eggleston, color is essential to this

EUUPDUUPEWOEODI UYI UBw( Ol Uz UWEOOOww thallengd UE x T UwE U

35 Pearson, 75.

36 Harley D. Oberhel OEOOwW? &EUEDPE w, EUBUIT 4 wE OtiasqlliVol. Sunodll (NbekBe®d w2 OUUT 02 w
1975): 2938: 2930.

37 bid.
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lines of demarcation. They are liminal, metaphoric, intermediary figures existing

?DOYEI UPT 1 OxOOwWOOET UOPUaz UWEOUOEEUDI UwOl wxT aup
In addition to exploring the themes of boundary crossing, the grotesqu e, and the

OEUYI OOUUWOUWOET PEwWUIT EOOwW( O1T Uz UwbhOUOwWOxT OUwU x w

American life in the Deep South and beyond during the late 19709 early 1990s This

period was characterized by cultural pluralism and material excess juxtapos ed with

extreme poverty. Social ennui was reflected in punk and gangster rap, while the AIDS

crisis and the crack epidemic fanned the flames of social paranoia and racism towards

chromatic splendor, present a kind of tinsel -and-detritus vision that, by invoking the

specter of bravura and death, gesture toward the extremest or perceived extremest of

African American life during this period.
Most of the images published in Juke Jointwere made throughout the 1980s, a

time when the South was on the rise economically, as discussed in the first chapter. The

1980s also began geriod of uncertainty for black people and the rest of the nation, as

historians Kenneth Clark and John Hope Franklin have observed. The death of Martin

Luther King, Jr. in 1968, as well as several other important civil rights leaders, and the

B9EOQOOUEOW?, ET DPEEOwW1OOEDET v, ET PEEOwW11 EODPUOO wadicUUUwbOw4 §2
Realism: Theory, History, Community97.
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%! (z UwEUUI O xothend) Kadmkbkenedthe Givl rights movement. Furthermore,
school desegregation had facedmassive resistance, with whites deserting public schools
in large numbers. When institutions began to set aside places for blacks, some whites
objected, seeing no difference between the use of quotas to exclude and quotas to
include those who had previous ly been shut out entirely, according to Clark and
Franklin. The Supreme Court ruled in 1978 that when race alone was used to devise a
program of admission it was unconstitutional, even if there was no evidence of prior
racial discrimination. 3° By the late 1970s, Clark and Franklin write, black voter
registration was declining. The general economic condition among blacks was steadily
worsening, and it was difficult to maintain a lively interest in politics. 4°1In 1978, 28
percent of all black families lived bel ow the poverty line compared to seven percent of
white families. Two black children of every five were growing up in poor families, and
millions of black teenagers and young adults had never worked and had little or no
prospect of ever working. 4

Juke Jot and Whispering Pinegleal explicitly with the figuration of the black
subject during this tenuous period in American history. The images in both books are

specific to the lives of southern rural blacks, but they also address the issues Franklin

©x 1 001 U w! EOEUOI Dw" OEUOWEOE W) O Ow' Ox1 wHUEOOODPOOwW?31 1 w- DO
Center for Political Studies, Washington DC, copyright 1981, pp: 13-15.

40 Clark and Franklin, 17.

41 1bid.
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and Clark raise with respect to African American life in urban and rural areas
nationwide. Animage in Juke Joinshows a boy wearing an open pink coat leaning
against a darkened entrance to a dilapidated building called the Pink Pony Café (figure
34). Theword? x DPOO? wPUwUT 1T wEOI EUTI UUwWxEUUOwWOT wUT 1T wUDT O
exterior of this juke is a patchwork of materials with a rusted tin and wood awning. Two
metal drums overflow with beer bottles and paper bags. Ethereal late -afternoon
sunshine caststhe shadows of four people whose silhouettes read as children. They
seem focused on the boy in pink, who returns their gaze intently. There is something
insistent about the presence of these distinct, heavy shadows and their confrontation
with the boy in the doorway.
3T 1T wUT EEOPwi PT UUT Uwl YOOI wEUUPUUwW* EUEWB6 EOOI U
EIl xDPEUDPOT wewUIl UUDPI abPOT OWUOEEOOa w4828 w2007 6w(O
sometimes takes the form of black children ¢ sometimes mutated or joined together as
Siamese twins ¢ Southern Belles with phallic protrusions who tipto e toward cavalier
gentlemen otherwise occupied with their hands under the skirts of African American
women (figure 35)d w) UUUWEU w6 EOOT Uz UwUDOT OUI UUT UWEOONUUI
child shadows in The Pink Pony Cafsist upon a steady, strong, and unrelenting

presence in the world.

In his 2008 monograph, Cutting a Figure art historian Richard J. Powell identifies
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21T UOEEOI OUEOQwWUOWUT T wi OUOUGEUDPOOWOT wOEOawli REOx O
UOWEOOYI AawEEVEwWYDPERAEWHDUEODBUBWUWODT WOl w? Ul EUxC
explores by means of selected examples throughout the history of black portraiture is at

x OEAawbOwUOOT woOi w( OT Uz UwxT OUOT UExT UwoOi w#l OUEwWNU
I YDOET w? Ul EUxOI UUO? wEOEWUEOI w? YD Wan AugedomE OE wx Ua
Village Jukethree boys pose in a windowless corner of the Freedom Village Juke in 1985

(figure 37). Messages are scrawled on the red, patchedip walls behind them while the

water -stained ceiling above their heads buckles and sags. One of the chalkdrawn

Ol UUETT UwUI EEVUW? (UwW&OEwWUOT 1 wEudIGeu 0 G Gd bull DY 1 w@EOuidi)

? tkool 2-be 41 OUUT O8> w3T 1 wUT Ul 1 wEOGaUwi OYa0adE wODT T OwO U+
flanking a third boy, who smiles invitingly, playfully, tossing white pool ball. The ball
hovers just above his hand mid-toss, as though he cansuspend it in midair. This boy
and the boy to his right grasp pool cues and lean into each other.
Discussing a photograph of his father and uncle in 1930, during the Great
, DPTUEUDPOOOwW/ Op1 OOwbUDUI UOw? 3T 1 wEhéhl deétisY ] wlT EUw

~ s

photograph isshar@ 2 w' 1 WEOOUDPOUI UOw? OEQa wi EUI POOEEOT wxi

42Richard J. Powell, Cutting a Figure: Fashionin@lack Portraiture(Chicago: University of Chicago Press,
2008), 7.
43 Powell, Cutting a Figure, 7, 16. Quoting Robin D. G. Kelley on page 15.
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I REEUDOT wli ETT OWwEwWUT OUT woOil wi OPpwlUOwOOOO0OwWOI wi OpO
El ws EWEUUWEEOYIT z wUIT 1 “uEporeadisdtda-wely Sréedaddax OEET 6 »
reciprocal relationship. What we see in Freedom Village Juleee black figures constructing

themselves, socially and historically. Powell argues:

Photographs of southern black migrants recently

EUUDYI Ews Uxw- OUUT Oz wODPOT wlT 1T wOOT woI w
uncle, not only illustrate the state of being sharp;

they epitomize something fundamentally artistic

in the way the people depicted present themselves

to the world at large. This art of self-representation

is far more intangible and multivalenced than mere

U0a ol wi OUwUuUaol zUwWUEOI 6

There is something fundamentally artistic in the way the boys in Freedom Village
JukeUT xUT Ul O0wU0T 1T OUI OYI UGw Uw/ OBDEGOGEDEDHUBDOMOPUDYP
DOxOPEPUWPOW?PEUUUDOT wEwWI T UUT 2 w?EUT wOi Ul OwgUEO
EDUE UOUBGmMEEoYsUi afigure as a group, the vertical stripes of their leather

jackets are mimicked by the pool cues, and the dynamism of red, white and black

energizes the frame. As in other images Powell identifies as demonstrative of corporeal

44 Richard J. Powell, Cutting a Figure: Fashioning Black Portraitu(€hicago: University of Chicago, 2008), 4.
45 Powell, Cutting, 4.
46 Powell, Cutting a Figure 10.
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The dress, posing, and posturing of the three boys connects them to the broader
Ol UPEEQWEUOUUUI wOUUUPET woOi wOT T w#l | xT@® V0T wEUU
was the bestselling album in the world in 1983. In the music video for the single of the
same name, Jackson wore a ship red jacket with diagonal black stripes that became the
21T 0001 U0wWOUUIT Up+HR WyriMibidsuddpeaple T copiadimeistyle (figures
38 and 39. By 1984, Jackson was such an important cultural figure Ronald Reagan
presented him with a Presidential Public Policy Communication Award for allowing the
UOOT w?2!' T E0w( U2 wOOWET wUOUTI EwPOWEwWxUEOPEwWUI UYDPEIT w
driving. 4° The jackets worn by the boys in Freedom Village Julge a very similar style as
) EEOUOOZz UOwWE O Gé widethvediofupapllar Quitute O
(01l Uz UwNUOI wNOPOUwWUT UPT UWEEOT wOOwWUT T wi 11 60U
United States (19671979) and the explosion of African American popular culture in the

U.S., particularly the Blaxploitation boom of the 1 970s. Imes was born just six years after

painter Barkley Hendricks, whose supersaturated portraits of African Americans

47 powell, 10.

48 David Mansour, From Abba to Zoom: A Pop Culture Encyclopedia of the Late Twentieth Ceitudyews

McMeel Publishing, 2005), 487.

©) EEOUOOZ UwhiNWY UwYBEIT OU wGEdMAgOIN Enbiller Elackson tubns iGtd) anoofstewu i O U U

and dances with a crowd of zombies and other 0O OU U1 VU8 w( OwUOT 1T wYDET Owi OUwi DU wWhNWI
Jackson dances through a dark urban wasteland. The ground glows with every step he takes. When he

OT UOPUWEWEOPOwWPOUOWE wi 001 01l UUWOEOZUWEUxOQwOT T wEUxwoOPT T 00w
white suit.
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academic Western portraiture that had elevated white subjects to monumentality,

EEEOQUEDOT wOOw/ ObP1 006 w( OUUI EEwOIl wpi DUl WUUENI ECU
urbane blacks whose claims to pictorial posterity resided neither in deeds nor dictates
EUOwbOwWUT 1 PUWEOOUT 1 U O wE EWaIUDXE(T @ ud(id EEXEuw ELOROUGEA Qe xud G
conspicuousness and public performances of blackness these portrayals of persons who

| DPUUOUDEEOOGawl EEWET 1 OWEDPUXxEUET I BwE IOEE®EWODIZ UwdI
subjects, Powell observes, seem to be conscious of being thobject of thousands of

Uxl EUEUOUUOWEOEwW( whOUOEWEUT Ul wUT EVwUT T wol OwbOw
awareness.

( OWEOOUT 1 UwxT OUOT UExT wOl wUOT 1T w/ pOOwW/ 6Oaw" El ¢
UEOI UwOOwUT 1 wUPET OwOEUI U halé4peure Erid Gugi@meE | | OUET Ew
camera (figure 40). The mad z U w E Uidg&llwfBrinéd and his skin glows as one arm
folds up to draw a cigarette from his mouth. His shirt is bright white, while his pants are
dark black, contrasting with his burnished brown skin. The crease in his pants is
startlingly straight, cutting through the picture plane. The incisiveness and pristine

sharpness of this cut provides a dramatic contrast with the green and red polka-dotted

walls of the Pink Pony Cafe. He communicates a aispness in his affect that makes him

50 Powell, 128.

198



?ZEWEUVUUWEEOYI zwUT 1 wE UIOWRUE@F Uik ODOOW QEED16& w' DU w

OET PEEOQwUI OOYIT wOi wUT 1 wNUOI Owi OUOW?EwxUOUI EUDYI

EEDPOPUawUOwWUI OEl Uwxqd Ox Ol UwOi wedOoOUwU

Qu

Uil 06~
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Soon, which shows a blackwomant' 1 OEUDEOUz Uwi UDPI O tabamé&tia®l w) OT O
she sits next to a ke machine holding a phallic balloon that communicates her
P2ETT Ul WkB YA UuDta 41)6tp IO T ODOIwx OPOUU w0 OwUT T w?EOEDPOA w
ET 110Ul U? wl 6xO00al EwEaw) O1T OUOOwWPhOwi 1 UwUl EQUUDYI
Such reclusiveness and sartorial selfassertion is present in the Pink Pony Cafgortrait as
well, with ( O1 Uz UwUUENT EQwUOPT T U0awlPOUl Ewi UOOWUOT 1 wy:
but with one slitted eye on the viewer 4 1T 1 z UWwO®WDENWE WwEUUDPEDXxEQOUwWH O
self-representation. Arriving Soonand Pink Pony Cafare strikingly similar in th eir
compositions as well + in both portraits, the subject sits left of center, a solid and
magnetic lure despite the colors and visual seduction of an eye-popping background.

OOUT 1 UwxT OU OMagi&Gity (1989), hbws a dearepitiooking juke

exterior. Patches of black paint are peeled from the lower structure and a stained white

cinderblock upper -story fagade sits above a buckling black wood overhang (figure 42).

51 Powell, 4.
52 Powell, 131.
53 Powell, 150.
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Litter is lightly sprinkled around the patchy concrete, dirt, and grass foreground. ? , ET D E w

"pUa»wbUwUUI OEPOI EwPOwWUI EwOOwWUPOWUPET UwoOi wOT 1T w

the front door are two young men leaning against makeshift wooden pillars. These

? x b O Oimpbssiblythin and wispy looking, as if they could never support  the

building ¢ are bright yellow. They place the men within a glowing frame. Their clothes

are plain, but sharp and pressed. One man holds his hand to his chin, modeling his

features beneath a bright red baseball cap. A blue building tucked into the far -right

frame mimics the bright blue of his sweatshirt. His friend recedes slightly into the

shadow, his hair in a hi-top fade, a cigarette jutting coolly from his lips. Both men hold

themselves tightly, limbs folded in. In this sense, they are unlike the boy s in Freedom

Village, whose limbs and gestures mimic the dynamic lines of their clothing. The Magic

City men are selfcontained. They seem to stand guard over the teeming excitement,

ITEVUOWEQGEWOODUI wETl aO00EwWUT | wOUEOT 1T WEOOUPEaAWUOWU
This photograph appears at the very end of Juke Joint it is the second-to-last

image ¢+ and crystallizes one of the messages transmitted by the entire serieg that a

transformative, transcendent experience lies in wait behind the sometimes shoddy -

lookin g facade. The tidy young men on either side of the orange, staremblazoned door

are sentinels, powerful guardians of this fantastic world. One might be granted entry,

but only if one knows the password and has the passport.
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The University Press of Mississippi published another photobook by a
Mississippian in 1989, a year prior to Juke Join#3 T PUwWPEUwW$ UEOUE w61 OUa 7 Uwl
of photographs, titled Eudora Welty PhotograpBsw/ UEODUT | EwUT T wUEOI wal EU
The Democratic Foreffor which Weltyw UOUT wUT T wi OUI POUE¢Z Qw61 OUaz Uw
included a foreword by fellow southern writer Reynolds Price. From the vantage point
Of whUNWNOw6 T OUa z UwbrdMidsiksippuddd at¥owbatkit Bnd Bodj@st
because they depict older clothes, cars, agriculural practices, and people who have since
grown older or died. They demonstrate an openness, according to Welty, to being
x] OUOT UExT 1 EwOT EQwl EEWET EOOI WEOOWEUUwWI RUPOEUwWH
Mississippi, Welty maintained, were more welc oming to a stranger with a camera than
the people of subsequent decades? ' EE w( wOOwUT EOl wEUWE wbT PUT wx1 U
message might lie in my pictures of black persons? No, | was too busy imagining myself
into their lives to be open to any generalities. | wished no more to indict anybody, to

prove or disprove anything by my pictures, than | would have wished to do harm to the

x] OxOl wbOwUT 1T OOwOUwT EYI wi BxT EUI BwEOawl EUOwI UBO

54 Juke JoiD UwOOT wOi wlOi 1 wa ODYI UUDUA usellng ph dtag@dhybodd bba e &x x Bz w01 U
Signed special editions of the 1990 monograph sell for $750 at A Gallery for Fine Photography in New

Orleans. The book hassold 8,035 hardcover and 8,156 paperback editions since its original publication in

1990, according toAssistant Director of Marketing Steven B. Yates. Prints from the Juke Joinseries were

estimated at up to $5,000 at auction in 2005.

561 OUaOw?( OUUOEUEUDOOO w$ UEOUE w6 1 Eldaran®ei¥ERhdtdgradhg UE xT a o w Owi
56 Welty, One Time 10
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Welty, like Williams, Eggleston, Imes, and Faulkner welcomed the abject, the
grotesque, freaks into their imaginations and, subsequently, their art. The grotesque is
more than atropet DUz UWEwW? Ul ET OP@UI wi OUwxOUDPUDPOODPOT wlI R
EPUOUEI UO? WEEEOUEDOT wU O w&Bhe imhihéhaewoldBdrddrdsE Uw/ EUUD
POx1 OO0l EwEa w0l 1T wxUl Ul OET wOi wbOYPUPEOI WEUUWOOOI
bearing black folks who lie beneath the earth (the subjects of lynching, shooting,
drowning, murder, beating, suicide, being ignored, or worked to death A &6 1 OUa z U w
21 UOEOIT UUT E2 wxT OUOT UExT UWEGEWUUOUDPI UWEEOOOPOI E
Yaeger?® Far from being anodyne tales of place, they tell of near-drownings and
murders, of suffocating mansion interiors and sinister hitchhikers.

Printed jusUwO 01 wal EVUwWET Ul Uw6 1 Jkédgnestablish€dhi® E OO OO w( O
reputation in Mississippi and among fine art and documentary photographers
everywhere. Museums and galleries across the country and internationally have
exhibited his photographs and other prints of life in rural Mississippi ¢ both in color and
black-and-white. He has received several National Endowment for the Arts grants, the

first in 1984. He has had solo shows at the Galerie Gabrielle Maubrie, Paris (1988), the

Art Institute of Chicago (1987), and the Ogden Museum of Southern Art (2011), among

of Chicago Press, 2000), 13.
58 Patricia Yaeger,Dirt and Desire 13-20.
59 |bid.
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other venues. His work is housed in collections at the Art Institute of Chicago, Arkansas

Art Center, the Museum of Modern Art, Mississippi Museum of Art, Lauren Rogers

Museum of Art, and the Bibliothéque National e in Paris. He is a recipient of the National

Endowment of the Arts Individual Artist Fellowship (1984).  He won the photography

award from the Mississippi Institute of Arts and Letters in 1987, in 1991 for Juke Joint

and in 1995 for Whispering Pine8 w' 1 wp OO wUT | w& OY 1 Udebodinthes PEUE wi O

Arts in Mississippi the first year it was established ¢+ 1988t | OUwW? EUUDUUZ?UWEET D1 Y
OU01T OUT T WEPUUEOET Ewi UOOWET UUEPOWUOUT OEUwWDOwE

work is in keeping with others. A new generation of artists was less i nterested in a Purist

view of photography as autonomous art than in using the medium to critique images

from television, film, and advertising, writer and curator James Crump has observed.

? UOI EwbpPUT wxOQUUOOEITI UOwWUT 1 OUa O thelbbundariesuE UUD U U U w

OOET wxUI UEUPEIT Ewi OUwWOT T wOl EPUOS?» w3 T 1T whuNAt wsT T O

OOUUI OU0wOTl ws 01 bz wOl UT OEVUwDbOwPT PET WEOOOUwWPEUwWUT

PExxEUI OUwi I BUUwWUOOwWUT | wol 1T E E auikiesen&r®ixiodeédux | OUOT U

"PDOEaw2T 1 UOEOOwW1DPET EUEwW/ UDOEI OWEOEwW+OUDUI w+EPO

as a narrowly defined, self-referential technical process, but rather more broadly as

60 Patti Carr Black, Art in Mississippi, 268.
61) EQOI Uw" UUON QWODEDDE w21 OEOo w" OOUI OxOUEUaw UOw/ T O0UOT UExT aw
Starburst: Color Photography in America, 197980(Ostfildern: Hatje Cantz, 2010), 42.
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The urge to construct and stage photographic imagestook off in this period. %

pEDP" OUEPEZUwi EOPOAWEOEWI UPI OEUAOQwhPT OOwUT T wEUUD
OEUI UYI EwUT EQwUT 1 wOEOI wxUOUUPUUUI wUl UPT UwbPEUWU
color in a similar fashion ¢ visceral, raw, supersaturated color consonant with the
OO0UPOOwWxPEUUUI UwlOi wUEawWw#EYPEwW+aOET wOUw/ 1T Ul Uw&U
result of staged productions on a scale that might rival a motion picture set.¢5( Ol Uz Uw

work also veered into the realm of tableaux, depicting un -peopled juke joints that

sometimes took on the look of still lifes, as Ogden Museum of Southern Art curator

A i o~ A NN s A

Richard McCabe has observed®( OwWE OO U UE U U whstE &

UE 0 TwE i D ks BiUD U O w

2" JUOxOw?/ 1T OUOT UExT aw [ Ul UwhNWY 02 wKt & w
63 Crump, 44.

64 Crump. 45.

65 |bid.

66 2011 conversation with Richard McCabe.
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attributed to Eggleston, Imes frequently posed people and objects in his photographs.
He frequently applied lighting techniques from his commercial practice to his
?2x1 UUOOED 2 uuprr@EIABO OUWE w?/ UUPUU» wbOwUT 1 wUOUEEDUDO
documentarian like Walker Evans and is, in this sense, very much of the new generation
of 1980s photographers who acknowledged that all photographs are constructions. Like
Imes, they embraced the use of stage lighting, posing, and manipulated color to achieve
dramatic effects.

By the end of the 1970s, color was no longer an aesthetic novelty, Crump insists.
Its newness was worn out, and the controversies over its use in fine art photography
were waning. Color was equated with the medium of photography itself. Consenting to
"UUOxZUWEUUI UUPDOOUWEOI UwOOUwOl EOCOwPOwOawyYDdI POu
visceral effect on the viewer. It still retained its power to evoke vulgarity, create an
alternate world, and enrapture viewers with its beauty.

While ImesE x x| EUI EWEOOI OUUEEOI wbbPUT wxOUUOOEI UOD!I
manipulation, his orientation toward his subject was relatively relaxed with respect to

postmodernist theories of representation and identity politics. In interviews, he does not

' U1 Owe DPOOPEOUOW? w" OPEODOT w, EET POI wPOwWUT 1 w2 OUidds OwUT 1 w5 U
Literary Supplement(March, 1992).
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appear deeply concerned with his identity as a white photographer making pictures of

black subjects. He betrays little discomfort with the power dynamics of his relationship

to them.%8 But these very dynamics have made his work vulnerable to criticism. While

some observerstEEYT wOl UUPT Pl EwOOw( O1 Uz U0UwUOPOOOwWxUOBI 1T UU
portrayal of black life has been publically called into question on at least one occasion .®®

Reviewing Juke Joinfor the Clarion-LedgerAfi-. E1 OPEw$ 6 w2 EVUT T UwEUT Ul E wl
photographs of juke joints failed in their attempt to illuminate the legacy of segregation
and deprivation in the Mississippi Delta ¢ they instead became part of it. Imes, Scruggs

PUOUI Ow?20i 1 1 UUwxETT wel Ul UwxET T woOi wbdUI UPOUUO wU

& |n an interview with writer Vince Al 1 0UBDOw( O1 UWEOOOI 601 EwUT EUOwW? 61T 1 OQw( wUT OP
about them, someone invariably wants me to explain myself in terms of race + my being white and the

subjects being black. | have never really understood the point they were trying to mak e with the question.

, EAE] wUT 1T WEOUPT UwUT T AwWEUT woOOOPOT wi OUwPUwPOwWUI T wxBEUVUUI U
could one not be obsessed or at least intensely curious about the relationships between blacks and whites

T'1T Ul g2 w! DPadibl foid¢m@Washington and London : Smithsonian Institution, 1994), 10.

o QwET 1 1 OE BukedJairpddi dgainsttine criticism of Afi-. E1 OPEwW2 EVUUT T UQlddanUl YBI b wb Owl
LedgeO w1 PET EUEW®%OUEwWPOUDPUUI EwlT E U w0 irthoorkirg hécauseEathecdtitis O U O1 wE OE
EiilT EOPOOEU]I wEOEWXxEUDI OVWEOEWEUU] OUDYIT wOOwWUT Tukei OEDPOUWOI

JoinODwi | WUEPEOQW?PDUWE WOl EVOWEUwWI 06201 OUwWE UadsWenwPehiseux I OO0 OT UE
Famous Me® WE OE wl GUEOOQa wOEEODPOT wbOWEOOET UETI OUPOOWOUWUOEDOOOT B
EEOOOUUWEDUODUUEOWOI wEwWxT UUOOzUwi EVEWPOUOOWOOU0wWOOwWO! 60PO
xETT wl EBUOUWUT OUOGE WU U brdl, Oeted 10 theEMIithi, Jacksoh Qarian-trtigeifSepketdiew % O

6, 1990). Another letter writer, Sallie Anderson of Meridian, took Imes at his word ¢ that he felt nothing

UT OU0wOT wEw? 01 1 E2 wOOwOYI UEOGOT wi PUwWHT 00 WE QI WEOR WO W E®EO MDD
moral imperative is attractive, laudable; and | want to know through the images selected by him what he is
EEOUOWEGEwWPT EQwYI UUPOOUWOI wUl EOPUawWI | wi EVwUI 1 OwUOwi EVUS~ w
UODEUDOIT 0 w? o6 ( Guldispassiéhbkeyddint 6fWiewtalculated to let his subjects speak for themselves

(Letters to the Editor, JacksonClarion-Ledger September 6, 1990). Vince Aletti, while interviewing Imes for
Partial to Hom® wU1T OEUOI EwUT EQwOT 1 Ul ubpE UweBIREI Wil B O wkrd QG uBpOI®AW E |
I PUWUUENT EQUB w?800U0U0wbhUOZ UWEOWPOUUUUDYIT wi al O wUEPEwW O1 0OU

Ol wadlUuwobpi T WEBEWEUOUUUI y-»
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whiskey bottles left on tattered tablecloths; liquor advertisements tacked on peeling
PEOOUS» w( OWOEOa wOil wUOT T wxi OUOT UExT UwUT 1T wxl OxOI w
EUT Ul EOwUT 1T wUxEET UwEUT wNUUOw?1 OxUaowi ®UOOUOwx O
Thus, Scruggs insisted that Imes, in making these photographs, was following white
cultural tradition by keeping blacks in their place. He did this, she argued, through
21 REOQOUUDOOWEOEWOODPUUDLODOG
No stories are told. There are no comments
from owners or patrons. They are photographed,
butAn\evier idfantif\ied. I?IaAcks tla\veAno Yoifze |n ) o S
(Ol UzUuwl BEOPOEUDOOWO!l wUIl | BUwl OYBUOOU
Imes insists that his work is not an attempt to atone for anything that happened
in Mississippi in the past, but he doeshox I wUT I wxT OUOT UExT Uwl EYI1 wi 1 Ox
ExxUl EPEUI wEOEwI OxEUT Pal whPUT wEWEUOUUUI webiilu
UOEOOwPEawWUT 1T awl EYT w?EUOUT T UWEEOUUwW®@OQIwwUOET UU
POUOCEwWODPOT wOOwUT pOOwWUT E Gaid)thd whiie Bug froff@1 1 wi EEwWYEOU
privileged world standing and talking with members of another race and cl ass living

right next door. He says his work is an effort to move forward and learn about this

world that has been denied in some small sense. He is tryingto build a relationship

OAfi-. ETl OPEWSS W2EVUUT T UOwW? OwsOxUaw2ii OOwoOi wEw! 66006 w! DUOIT a w(
"PDUUOUA woOi wElbriorelBdge ALFUStDI) 2900).

7t |bid.

72 Birney Imes, Partial to Home10.
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through the act of going out and making pictures.

EQOEws WY Uwx OUUOOETI UOPUUWEUDPUDZUI UwOi WwEPDUEDxODOI
2 00T 1 U USdonubhéhtardy pihotography, ethnography, and anthropology.
According to the Routledge Encyclopedia of Philosophy, two key assumptions

characterize postmodernism:

......

that guarantees either the Oneness of the world or the
possibility of neutral, objective thought; second, the
assumption that all human systems operate like language
as seltreflexive rather than referential systems, in other
words systems of differential function that are powerful
but finite, and that construct and maintain meaning and
value.™

Postmodern theorists sought to expose as false the notion that documentary
photography was an objective or pure form of representation. Furthermore, they
guestioned the terms of the relationships between documentarians, spectators, and

subjects.

Seminal postmodern critiques of the Enlightenment subject and its visual

79 [ OU 0O OE i Rodielgedacyclopedia of PhilosopBljzabeth Deeds Ermarth, fully updated and
revised April 19, 2011.
http://www.rep.routledge.com.proxy.lib.duke.edu/article/N044?ssid=475347230&n=1# . Date accessed:
12/14/2012.
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between 1975 and 1995, influenced by feminist and postcolonial theory. These included

$SEPEUEW2EDPEwWpNA WA wW? ( OOWEDBAUOCEOWEDEWET OUODUBWI

(@}

, EUUT Ew1 00Ol UwphNWAOwW OOEOw21 OU OmagBurden 8f1 1 w! OE a
Representatioby John Tagg (1988)Colonizing Egyptby Timothy Mitchell (1991), and
Photography at the Dodky Abigail Solomon-Godeau (199). These critiques suggested
that the documentary subject was constructed for a more powerful (usually male,
61 U0 UOw$ UUOxT EOAwWUxT EUEUOUG w?61 wOUUUwWEUOGPTIT U
PDOYOOY!I WEWEOUEOI WEEUwWOI wiGodea Writes i Be®0@baok EDT EDOu
of essays,Photography at the Dokw? | PUUUwbOwUT | wUOEPEOwb OUOE wUT E
and second, in the regime of the image produced within and for the same system that
engenders the conditions itthenre-x Ul U170 UG »

Solomon-Godeau observed that if one considers the act of looking at
photographs with respect to gender or the operations of the psychet UT 1 w? EOOx O1 B wE E
Ol wxUONT EUPOOOwWYOal UUPUOOwWDPOYI UUPUUUItOGNel EOQUEUA
inevitably hasto i UEEUE w? UT 1 wbOOOET OUWET OP1 | wOT ECwUOT 1 wE (

YDUUEOQuwi EEUU? wOT EQwP] Ul w?2UPOxO0aws OUUwWUT T Ul zwED

74 Solomon-Godeau, Photography at the Docl 76.
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technology of the camera confers aposition of visual mastery upon the spectator,

?2b1 OUI whEll IEBO®wWEIOCHD wEl EOOI UwUT T wEOOOEOEDOT WOOEU
perspective of the camera is very different from the orientation of natural vision, which

lines it up at the proper distance, so that it offers itself as an object endowed with

meaning.? w( U wb Uasdn(Solanitbh&WEIUE Uwx OPOUUwOUU0OwUT EQw? UT 1

historically engendered a vocabulary of mastery, possession, appropriation, and

ETTUIUUPOOOwWUOWUT OOVUWEwWxPEUUUI OwUOWUEOI wEwWxPEU
Perhaps responding to such pressures, in the late 1960s John Szarkwski

expanded the definition of documentary, referring to Diane Arbus, Garry Winogrand,

EQEw+1 1 wnuUP] EOEOCET UwlT 1T w? 0l PWEOGEUOI OUEUDPEOU? wp

personal visions rather than universal truths about humanity . In 1980 theNew York

Times Magazinexposed the flaws of what had been considered one of the greatest

achievements of Southern documentary photography ¢ Let Us Now Praise Famous Men

(1936) by Walker Evans and James Agee. In the critique, Alabama nativeHowell Raines

75 Solomon-Godeau, 182.
76 Solomon-Godeau, 181.
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addressed the anger felt by surviving members of the Gudger (Burroughs) and Woods

(Fields) families, all photographed by Evans during the Depression. Ruby Fields Darley

UOOEWLIEDPOI UwlUT EQwUT T wxPEUUUI Uw$ YE @liheyd&ET w? EUT w

#EEEazUwxPEUOUUI wbPUT OUUWEwWUT PUTWOOWEOEWEEUI | 60
In addition to aesthetic and postmodern critiques, cultural and political changes

in the United States also altered the meaning of documentary in the late 1970s. The

liberal New Deal state had been dismantled, the War on Poverty and utopia abandoned,

artist Martha Rosler wrote in 1981. Documentary had lost its mandate, its sense of

21 B3xOUBOWEOOXEUUDOOOWOUWOUUUETT 62 w( Uwi EEWET YOO

voyeurism, psychologism and metaphysics, trophy hunting + EOE WEE Ut THeD U OB »

PUEEPEEQWET PE?» wOi wUT 1 whuNt YUwT BBWT PV UOwEDa wODWW

wUOwUT 1 tuxi OUOT U

(=)

#OEUOI OUEVUaAwPEUwWOOPwWEwWUI UUEOI O
hsEUEY]I UaOwl YI Ow? OEODxUOEUDYI Ol UUWEOEWUEYYad~» w:

UUOUEOT woOi wi 601 UPOT wUDPUUEUDPOOUW? Of wxi a®DEEOWEE

3T UUwWEawUT 1T wUPOT w$T 1T O01 UUOOZzUwPOUOWI PUUUWExxI1 EU

occupied a fallen status in the eyes of critics and the public. This was the moment Imes

7 Obpl OOwW1EDPOTI UOw? +1 Uw4 U wThe NewlYbrk EneOHNagettay 05, (19800I O » w
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The Contest of Meaning: Critical Histories of Photograpbgmbridge, Mass.; London: MIT Press, 1989303 340:

306.
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entered as a young photographer and he must have been aware of such critiques.
Perhaps it was in part because of them that Imes did not claim to be a documentary
photograph er nor did he claim that his projects atoned for the history of his home state.

In addition to critiquing the documentary tradition, postmodern art criticism
UOOOWEDOWEUWOOET UOD U O 2 Calidxtdrt] delérs) aitBt®dhdaurtdr€ wb U U wE
cametoregard scE EOOT HEVU I @i0O? w21 OO00? wOUwW? OUUUDPEIT U2 wE L
to their academically -trained counterparts. 8 In the late 1970s and early 1980s, artists,
curators, and critics, such as Jane Livingston, William Arnett, and William C hristenberry
exhibited, wrote about, and mined the work of outsider artists for potential subjects.

Imes shared in this admiration for self -taught art ¢+ part of what dazzled him about the
juke joints was their creative and ingenuous interior design, achiev ed through the use of
minimal resources. The result of this ingenuity with scarce resources in the jukes and at
OT 1 w? /4 BrigHt rdcbcurtains and black polka dots on the walls, trees growing from
tables, a neon moon over a concrete dance floor in the voods ¢ is sometimes fantastic

EOQOE wi Y1 OmAdinddd Bhid ih @n interview with the Nola Defendereach visit to

81 Lisa Phillips, The American Century: Art & Culture, 195@000(New York: Whitney Museum of American

Art, 1999): 286.

82 Richard J. Powell, Black Art A Cultural History gp+ OOE O Oo6 w31 EOI Uwd w' UEUOOOWI YY!I A6 wNN
would not be until the late 1970s, with a diversified, highly profitable U.S. art market, that these popular

works and their artists would stand as equals beside the works and pra ctitioners of the so-called

xUOI 1 UUPOOBEOWEUUwWPOUOESG »

212



61 DUx1 UDPOT w/ POl BEDmk OEHAD OVOE wOOUUIT BBigUsg Ul | wpi C
of a pumped up, saturated color in his photographs e mphasized the glittering and
uncanny decorative achievements of these selftaught interior designers.

Intense color is an important component of the work of many self -taught artists,
such as Howard Finster, and the artists featured in collector Wiliam A UOT UUz UWEOOOUUE
two -volume monograph, Souls Grown Deeplhese include painters Minnie Evans (1892
1987), Clementine Hunter (18871988), and Mose Tolliver (19262006), all of whom used
bright chroma to communicate mystical idiosyncratic visions. Tolliver in particular was
O00POwi OUWI PUwWUOGOI Pi ECwl OUUDPI PEWDPOB Ih Thar? UT OET U
Fugitive KNAOWE w? YDPUDOOEUaA?» wEUUPUUWOEODT Ews51 1 wxEPOUU w
x OEEI 6EI EUPOT UOwOAOET POT UOwil UEG~»> w51 1 wgel Ul 1 Uow?
New Orleans and Memphis newspaper people admire so much in my work. They call it
EwxUDPOPUDPYI wUUaOI O wisudnh apritddl ahdigriotiataily ¥atharizO OE U a & »
works of the subconscious made by selftaught artists are not apolitical, according to

Powell. He points out that paintings by Minnie Evan s spoke to the effect of racism and

&l UEEwll DOT UOw?! OUIT Uw! 1 EVO6w. TEI OQw/ T OUOT NdaDéfendes BT DPEDUw2 x O
http://noladefender.com/content/blues -beat. Accessed on September 2, 2012.

84 Estill Curtis Pennington, A Southern Collection: Select Works from a Permanent Collection of Painting in the

South Prepared for the Opening of the Morris Museum of Art, September 24(A98adst, GA: Morris

Communications Corp., 1992): 184.
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segregation on black aspirations and dreams in JimCrow -era North Carolina. 8 The
same can be said of the juke joint environment and the selftaught art of its interiors.

The juke joint is a circumvention of an oppressive mainstream, a response to
Ul xUT UUDPOOwWPOwUT 1 wx OUUE OO O dibgadtesEacgoopedidad U1 6 w? ) U
Southern Cultureis a term that usually refers to roadhouses patronized by African
Americans. After the Civil War, formerly integrated Southern roadhouses became
segregated and newly freed blacks formed their own recreation sites. Some rural blacks
then opened their homes to the public, selling homemade liquor to friends and
strangers. For entertainment, the owners of these houses employed local musicians, who
xOEal EWEOUI-UwEO&mONEOWOUOEUUEEOUWI6GuPWIiEH GB®ED Tuw E
entertainment as well as refreshments, these blackowned houses were invariably
O0O0POWEUVUWNUOI BWwOUwWNUOI wNODBOUUG 2

3T 1T wPphOUEW?NUOT 2 wEOOT Uwi UOOwWUT T wxUOOUBEPEUDC
Gullah-Geechee blacks of coastal South Carolina and Georig and may derive from the
word dzugu, a word from the Bamana people of West Africa, O1T EODP OT whDEOI E8 w? ( (
Southwest, it was not uncommon for whites to attend black jukes and for blacks to visit

white honky -tonks. But in the southeast the racial barrierwas more rigid. Although

86 Powell, Black Art, 99.
87 Charles Regan Wilson and William Ferris, Encyclopedia of Southern Cultu(€hapel Hill: University of
North Carolina Press, ¢.1989). Entry on Roadhouses
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intermingling was not unknown there, black jukes and white honkytonks remained
segregated by custom. Even today some southeastern jukes and honkytonks remain
segregated»88
Juke joints were thus developed in large part as refuges from the violence
endemic to the life of African Americans in the South, as historian Jennifer Nardone has
OEUI UYI ESw I UPEEOQw OiI UPEEOQUWET YI OOxI Ew? EwvUaUvuUl
within the built environment with little or no detection by the ever -present white
EUUT OUPUaO>» wUT T whpUDPUI UBw) UOT wNOPOUUWEUT wOOU wx I

buildings originally intended for other purposes, and as a result, no real physical or

EI UUT 1 UPEWEOOOOOE ODP Ua wU Bl Sinee public bricamtninOE B OT UwU Ol
TEUOTT UDOT wOi w 1 UPEEOw Ol UDEEQUWEUUDOT wlT 1 w) pOw
EVUUI OUPOOwi UOOwWUT EVwWUXxEE]l whPEUwWEwWOI U OEwOi wxUuodUu

signage 2 There is a strict demarcation between interior and exterior space, and acareful
filtering process takes place at this boundary. This is a protection strategy to prevent
hostile parties from entering. Once inside, the nondescript or even decrepit exterior falls

away, revealing a transformed world of audacious glitter and color . Furthermore, once

88 Charles Regan Wilson and William Ferris, Encyclopedia of Southern Cultu(€hapel Hill: University of

North Carolina Press, ¢.1989). Entry on Roadhouses

©) ] OOPI 1 Uw- EUEOOT Ow? 10001 UOwWOI w! OUT Uow) UOI w) OPOUUVUWEBEwWUT
#1 O Bdigpectives iWernacular Architecture9 (2003).167.

9% Nardone, 168.
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inside there is a total lack of anonymity in most juke joints, as patrons tend to know each
other.%!
Ul EEDOT woOil w( 61 Uz UwNUOIT wwiow feal ahdibagiEaluebisE ET OUUT UwE
spaces. Scholars Jon Smith and Deborah Cohn point out that, according to a
hemispherical definition of America, the experiences of defeat, occupation, and
reconstruction ¢ particularly the experience of defeat under slavery ¢ are shared
between the southern United States and every other part of the Americas®? Indeed there
are many reasons for connecting the U.S. South to pos{plantation cultures throughout
the New World, Smith argues. 93 All of these post-plantation cultures, he writes:

share a history of colonial plantations, race

slavery, race mixing, a vibrant African cultural

survival, disappeared bodies, a predilection for

the baroque (as Alejo Carpentier definesit),

poverty, state-sponsored right wing ter rorism,

insular communitie s, creole nativism and what

C. Vann Woodward famoUUOa wEEOOI Ews U1 1 wi BRx1 UPI OEI
Ol wOPOPUEUVUaAWEI I T EVOWOERUXxEUDOOOWEOE WUI E

91 Nardone, 169.

92 Jon Smith and Deborah Cohn, eds.Look Away: The U.S. South in New World Stud{@&urham and London:
Duke University Press, 2004), 2.

Literary History vol. 16, no. 1 (Spring 2006): 1.

94 1bid.
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The U.S. South is simultaneously center and margin, colonizer and colonized,
global north and global south, essentialist and hybrid, according to Smith, and thus
?2UI xUI Ul OUUWEWEUUEDEOWOOEUU? wi OUwUT T wEl YI OOx Ol
StuUEDT UwPUWET UUI UwUOET UUUOOEWEUW? %DUUUY3T DUE W6 OL

Since the sixteenth century, Smith observes, three kinds of colonialism have
taken place in the U.S. South and, as such, postcolonial conditions in the region persist
until the present day. First, settlers killed and displaced Native Americans. Second, the
Jim Crow laws were instituted as internal colonialism, and African American activists
saw their struggles for Civil Rights as part of a global decolonization movement for
people of color. Third, most white Southerners (from the 1880s on) saw the Civil War
and Reconstruction as imperial conquest?s While cities like Atlanta and Charlotte may
be part of the industrial backbone O1 wUT 1 WOEUD O OO w? Gdwdparswitie E OwWE O E u
South, saddled with poorly -educated workforces whose industrial bases are moving
offshore, seem to be movinginaneverOOUT wx1 UDx 1 | & M@ha& Bavdtdand D OO 6 »
AntonioNegri T EY]T wEUT Ul EwUT E0w?U0T 1 wUxEUPEOQWEBDYDUDPOOU
and Third) have been scrambled so we continually find the First World in the Third, the

%) OOw20PUT Ow?37T 1 wad28w2OUUT wE PHe @lodaliSauth (Winievd0nOL54165. | w/ OUUE O
Uw20b07T wxoOpOUUwOUUOWUT PUwWYBUDPOOWOTI wlUxxOUT ECAawWEOOODPAL E

economy and its reliance on slavery.
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development does not render postcolonial theory obsolete. Rather, it makes the U.S.

20001 WOERRGWHPOUI Ul U0 wWUOwx OUUEOOOOPEOWUT T OUasd-»
Having experienced defeat and regarded at times as culturally, morally, and

Il EOOOOPEEOOaAWOEUT B O EG GBI Eve 200k (BT Eul EBULCPug EOQuBi ulx U T
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i T EOUUI wOl wUOTl EVWwUUUEDOWOI wx O¥NGiEr&alisth iyued wb1 wEE O

#z' El OOwWE x x Udamidue&dithe dentariahdwsds them to create an alternative

POUOEWEOUUI EUPOT wi RPUUDOT wUi EOPUaAwWOOWUDT T OwUT |

depends upon.2%E U OOO1I UOwhPUPUI Uw#z"' ETl OOwD UwentdDik OUE Ul E ¢

the sense thatwe have here ® Y1 OQwUOwUT EUwb OUEOWOI w O1 UPEEOWEU
As | mentioned at the beginning of this chapter, Cuban writer Alejo Carpentier

PDEI OUPI Pl Ew?00wUl EOQOWOEUEYDPOOOUO? wbOwhNKk Y wEUWE w

perspective distinct from mainstreamtex UU 8 w' | wUOUI EwOT T wUOl UOwUT 1 ws OF

describe elements of the fantastic in everyday life and unexpected changes to reality.

Because magic realist insights have historical dimensions for Carpentier, his definition of

72 0PUT Ow? %UU0UUI O?2 whik A &

®37 1 Qw+dw#z' El OOw?, ET PEEOCwl | BOD 0OVE Qi WY DDODREIEwWO D DTG WHIOE |
Realism: Theory, History, Communited. Lois Parkinson Zamora and Wendy B. Faris (Durham: Duke

University Press, 1995), 194.
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scholar Carina Yervasi has observed. It functions as a revitalizing force that comes from

a peripheral region. 101

S8EITI Uwl EUWOEUI UY]l EwUT EVWEOGEEOQWEOQE wWbi DUIT w4 6
kind of marve lous realismand D OUPUUUwWUT EVUwW4 8628 w2OU0U0T 1 UOwbOOI O
everyday ¢ the real, dit t EOE wUIl OET UwbUwWOEUYI 00U WOher OOEUOUUOL
POOI OwWSEI T1T UwOEUT UYT Uwli 1 EwOOw?HOY iHduwhidl pwi OUO
known and to circumvent UT T wUPT PEwUaUUI OUwOi wUEET wEOCEwWI 1 OE
T AaEUPEWDPOET T U? wbOw" E UTthé Klempek of theMleddingeadenn@i€dY I OOE Ou
that the work achieves a lucidity best summarized by the surrealists. Quoting from
21 UT1 PwsHUI OUUI POOWSEIT T1 UWEUT U1 UwlOT EQw, E"UOOI U
means of NonE EE x Ul Ewl EOOUEPOEUPOOUWUOWEUWUOMBEOUT UwUI

Surrealist art, furthermore, hallucination has the effect of breaking with the smooth

101Yervasi, 47.
102 Jon Smith, 153.
103 Smith, 154

EUIl wET UEUPET EwPPUT WEWUUUUI EOPUUZUWI a1 6> w8EITTT UWEOOUDPOUIT U
community available to one of the female protagonists is straight, white, and segregated. The book achieves
a lucidity best summarized by the surre alists. (179)
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Ux1 1T EDOT wUx WECEwWUOOPDPOT WEOPOWOUUWEEET UUwWwUOwWUI E
UUET & zrurditiofuteaidscillations at the surface of things; the pattern of the real is

U O U®Rurthermore, a hallucinatory condition may result when one is confronted with

overly constrictive social conditions of a southern town, Yaeger states:

( 7 OwO O WuhEt the rigiliti@s and proprieties

of this small southern town are hallucinato ry, but
that these practicescreate so many boundarigat

almost anyone can stepOU U wOl wOT 1 PUws UPT T UwOPOEZz w
into the condition of halluc ination. In addition, th ese

rigidities promulgate an inability to see how deeply
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argue, is what erupts in the unreality or surreality of color photography (as opposed to
black-and-white) that Imes deploys. 107

Art historian Franz Roh first introduced the term in his 1925 book, Nach

Expressionismus: Magischer Realisnfi925) to describe a style deriving from Neue

105 Yaeger, 180.
106'Yaeger, 180.
107 Yaeger, 182.
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Sachlichkeit, but rooted in late 19"-century German Romantic fantasy. In later criticism,

UT 1 wUl UOwl EVwWET | OwUUI EwUOOWET UEUDPETI wxEDPOUDOT wbO
photographic naturalism but which because of paradoxical elements or strange

juxtapositions convey a feeling of unreality, infusing the or dinary with a sense of

O a U U 1gpat Gistorian Estill Curtis Pennington has observed tendencies toward

magic realism in the paintings of several contemporary painters from the Deep South

David Bates, Douglas Bourgeois, and Don Cooper. Bates works in Texas, and his

paintings often depict the wilderness landscape of the rural South in the swamps,
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collection, notably Don Cooper and Douglas ! OUUT 1 OPUO» w/ 1 88 IULOOwb UD
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Zamora and Wendy B. Faris, eds, Magical Realism: Theory, History, Community Magic Real{&arham, NC:

#0001l wadbPYI UUPUawW/ UT UUAOwWINUE EEOUEDOT wOOw. Ri OUEwW UOw. 60D
Europe and the USA mainly from the 1920s to 1940s, with some followers in the 1950s. It occupies a position

between Surrealism and Photorealism, whereby the subject is rendered with a photographic naturalism, but

where the use of flat tones, ambiguous perspectives and strange juxtapositions suggest an imagined or

dreamed reality. The term was introduced by art historian Franz Roh in his book NachExpressionismus:

Magischer Realismud 925) to describe a style deriving from Neue Sachlichkeit, but rooted in late 19"-century

German Romantic fantasy. It had strong connections with the Italian Pittura Metafisica of which the work of

Giorgio de Chirico was exemplary in its quest to express the mysterious. The work of Giuseppe Capogrossi

and the Scuola Romana of the 1930s is also closely related to the visionary elements of Magic Realism. In

Belgium its surreal strand was exemplified by RenéMagritte, wi UT wi DPUws | EOQUEUDT Uwdl wlT 1 wEOC
in the USA by Peter Blume, as in South of Scrantoand The Eternal City Later artists associated with Magic

Realism include the American George Tooker, whose bestknown work Subway(1950) captures the

alienation of strangers gathered in public, and the German Christian Schad, who also used the style in the

1950s. The later use of the term for types of nonWestern, particularly Latin American fiction was not

connected with its artistD E WE x x OPEEUDOOS w. RT OUEwW UOw. 66POT OwaUOYT w UOw.
http://www.oxfordartonline.com/subscriber/article/grove/art/T053125?g=roh&search=quick&pos=4&_start=1

#firsthit . Date accessed: January 4, 2013.
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recognizable, yet captured in so fantastic a manner as to unsettle even as they send out a
i EOD ODE U uiNew Orléhs@ritids Roger Green and Eric Bookhardt see the art of
#OUT OEUwW! OUUT | OPUWEUwWxEUUwOI wEw+ OUDUDEOEwWOOYI O
DOET PUUUG?> w3iT 1 Ul wEUUPUUUOWEEEOUEDOT wOOwe&UI 1 O0u
usually with a palette of jewel -EUDT T UWEOOOUUBwWw OOwl BRxWinthty wOa UUD]
Atlanta-EEUT Ew# OOw" OO0x1 Uz UwxEDPOUDPOT UOw?UT T Ul wbUwUT |
EUUEUOUOWEwWYDPOOI OET wuUl OET Ul EwOOUI wUOT Ul ECI OPOT w
Pennington.

#OUT OEUwW! OUUT T O6PUzUwi BT T Oigioug bnrdEDOT EOQwWUUx T UL
Bourgeois was raised on a small farm in the rural southern Louisiana community of St.
Amant, a thirty -minute drive from Baton Rouge. Religion was a very importan t part of
I OUUT 1 OPUZUwODPi 1 OWEOEwWI 1 whEUwWI GUOOOT EwbOw" EUT O
He served as an altar boy and entered St. Joseph Cathedral Preparatory Seminary in
Baton Rouge at age 14 in order to become a priest!! In 1968, he transfered out of the

seminary and into public high school, then studied painting at Louisiana State

University. Roman Catholic mysticism inflected his work with magic realist elements.

109 Pennington, A Southern Collection224
110 Pennington, A Southern Collection226.
111 Rubin, 2.
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He created apparition paintings, for example, Blessed Virgin Appears to a Wan(1978), in
PT PET w?l 60awi T UUI UwEUI wUT OpPOwbOwWEUI EOODPOI wYDU
I YI UAEEawdgi OUDOT UG~
Like Imes, Bourgeois was fascinated by African American popular culture and
race, and some of his paintings explore boundary-crossing and race mixing, depicting
white actors and pop stars with darker skin tones. For example, his 1981 painting of
Elvis, titled Blue Christmasshows the singer with a brown skin tone and a dark, ashen
i DY wOZEOOEOwWUT EEOPWUOE]T Uwli Bngen Brd déHitehhikd® UT 1 OB Uz
features two cameo portraits of Burt Reynolds in which he appears phenotypically black
(figure 43). Inger Stevens actually married a black man, although this was kept secret
UOUDPOwWI 1 UwETI EUT OQwb T DET wO E éhaidesirthismdr iAdthér OET Ew! OU
painting, Twenty-Five Gary Cooperd981), shows a mass of heads and torsos of Cooper,
each with skin colors ranging from ice blue to ashen to parchment to dark brown.
In addition to playing with viewer expectations about sk in tone, Inger and the
painting is based in part on a Twilight Zone episode in which Stevens saw the same

hitchhiker over and over while driving through the desert. The p ainting shows Stevens

at the wheel of a majestic, gleaming vintage car driving around the bend of a seemingly

112 Rubin, 5.
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endless desert road at night, billions of bri ght stars twinkling in the sky. The moon
EIl EOQOUwWODPT T Qw201 YI OUz Uwb Ea OwkEhd &siarncd. RedamUT wOOUOUE
orange desert flowers and prickly cacti pulsate like jewels from the side of the road
among luminescent gray and silver stones.
John McCrady was a Mississippi painter who, like Bourgeois, used bold color to
portray magic -inflected scenes and was fascinatedwith African American culture and
spirituality. During the 1930s, McCrady, who was born in Canton, Mississippi but lived
in Hammond, Louisiana, was recognized as one of the most important Regionalist

painters working in the South. EEOUEDPOT wOOWEUUE

UOUw* 1 BDUT w, EUVUI

xEPOUPOT Uw? 1 POEWEWEOOx Ol Ol OUEUawWwxEUEOOI OwbOwUI
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two themes in his painting, whether it be the activities of the former or the influence of

the latter, indirectly manifested in the landscape or more prominently revealed through

-1 TUOw2xpUBOUVEGA@WDOUT UxUI Ul EwUl OPT POUUwWYDUDOOL
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113 Keith Marshall, John McCradyNew Orleans Museum of Art, 1975), 7.
114 1bid.
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was a greater reality thanthat Ul 1 OwE a wUT 1 o 6i€1037 Bainting $wing Low

Sweet Charigta dying person attended by three black men is visible through the open

door of a farmhouse. A golden chariot led by white horses rides toward the house

through the clouds, while a group of five angels hover above the roof, one carrying a

burning torch, another playing a trumpet. To the left, the devil, identified by his horns,

trident, and bright red skin, seems to compete for entry into the house where the dying

person lays. Controlled use of the color red triangulates the three figures| the angel

carrying a burning torch, the devil, and the dying person, who is covered in a red

blanket (figure 44).
(OWEWEPUEUUUPOOWO! wlOT UTT wi POOUwWPPUT wBUEODUE

Fredric Jamesonidentifiesthe ? x 1 EUOPEUWEOEWEOOUUDPUUUDYI wi UOEUE
EIl xDEUPOOwWOI wEwUI EOPUA wUT E U wb Bucelé ® biinsEdich wd Owb U U
as Fever a Polish film by Agnuszka Holland, does not function as a homogenous

medD UOOWEUUWPUWEEXxEEOI wOl w?UI T BUUI UPOT @01 1 wxUOU
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familiar to us and resemble us, but are no longer psychically present to us, Cavell
obUT UYT U8 w? 61 wUpsgkoladizkd, vihic forws eans un-theatricalized.
And from there it is only logical to project them as inhabiting a future, a mutation away
f UOOwWUT 1 wx EVUOwb I wO &avelpiygyestdthaicoldr €an andatd A0 2
autonomous world.

EEOUEDOT wOOWEUUEUOUwW* ECVI T UPOI w! UUUEUEOW?bE
dramatized the arrival of color than The Wizard of O 48 Produced in Technicolor, the
films Robin Hoodand The Wizard of OE1 OOOUUUEUI Ew" EYE O &pseveE OEDOwU
to unify the projected world in another way than by direct reliance upon, or implication
toward, the spatial -temporal consistency of the real world. The world so unified is
obviously not the real past world of photography, but a consistent regi on of make-
EIl OPI YI OwUOwPUwhbUwl UUI OUPEOwWUOwWUIT | pwRIatkb1 T UO1 UU
and-white, Cavell observes, was the natural medium of visual drama, while color

appeared less realistic. Film colors were not accurate transcriptionsof natural colors, for

one thing, and many of the early stories shot in color were explicitly unrealistic, such as

w72 JEOOI aw" EYI O00w? 371 1 wenObiedFoud/idwe: (R6fleciodd 0 the GhoIGyildh> w
Cambridge: Harvard University Press, 1979. 81.

Katherine Bussard and Lisa Hostetler, eds.,Color Rush: American Color Photography from Stieglitz to Sherman
(Milwaukee: Milwaukee Museum of Art, 2013), 5.

119 Cavell, 81.
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Robin Hood The Wizard of Ozand Gone with the Wind2° As Jameson notes, color in film

Il EUWET EOOT wUT | wOOUOWUEUT T UwUT EQwUT T wi RET xUPOOU

UOOwIl I weUT Ul UOow" EYI1 OO0z WecahdalouOpdwel, Elfgestirdy that @ E D OU wE O

is a mistake to imagine the world of our ordina ry daily life as a world of colors, and that

in that sense it would be more correct to presume that the real world, in which we move

EEUOQWEOQGEWOOO0O0OwWPUwWOOUI wxUOx| @ ublPEGEEUI UPal Euw
(O Uz UwUUT woi wE 60 06 b HghlestorE hul tadelkiid oOmid O 0 wd OO0 a wU

twentieth -century hyper -realism in the media, as expressed inLookmagazine,

Hollywood films, and contemporary, photo -Ul EOPUUwx EPOUDOT d w?) UUUWE U

had transformed the visible world into a monochromatic field of darks and lights,

UbT OEODPOT WEOWPOET T wOi wEOEUOI OUEVUaAWEOEYOUWEUUDU

PIBETTTUEUI EWEOOOUUWI EEwxUOEUETI EWEWUDPOPOEUWUUE

make-believe version of reality much like the one Hollywood, TV, and ad agencies had

Ei 1 OWEDBPUUI ObOE U b® Wheh WakerE@ads raietyedl @icdor

photography as vulgar, Moore insists, he was referring to both commercial and amateur

applications of color ¢ in advertising, fashion, National Geographistyle travel pictures,

postcards, and family snapshots. These images had certain aesthetic characteristic

120 Cavell, 91.
121 Jameson, 315.
122 Moore, Starburst 19.
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technical imperfections, both in the color processes and in their translation to print, but

the effect was often intentional; colors were punched up in order to generate a

hyperrreal vision of products, clothes, and faraway places that appealed to conditioned

consumers. Such images could be flagrantly sentimental, garish, andkitsch. Critic Bruce

Downes praised fashion photographers John Rawlings, Irving Penn, and Cecil Beaton

i OUws El OPET UEUI Qawl RxO00PUDPOGR wWwUT T WwET 11 ECUWOT w1
Technical problems could no longer be seen as blocking the potential of color

media for artistic expression. Indeed, that accuracy, which increasingly leant

photographs a greater sense of naturalism and transparency, became a new issue

altogether. Photographs no longer seemed to mediate the world in a pronounced way. 124

Nonetheless, my contention here is that color maintained the capacity for visceral impact

in southern photography, and that c olor film was a medium ideally suited to the

I OOUPOOEOWUI UOOEOET woOi w( Ol UzUwl OETl EYOUWPOwW, PUU

has suggested that slav-speed color film invites a broader range of interpretations of

reality than black -and-white film, which conditions viewer expectations for seriousness

ECOEwi EEVOUEOPUadw, T al UOPPU&AZ UwhNAWOwW?" ExT w+bT 1T 0O

123 Kevin Moore, 19.
124 Moore, 19.
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sublime color photogr aphs of Cape Cod, Massachusetts, and the accompanying

monograph, in which Meyerowitz details his process, were highly influential for those

exploring color in photography. Durham, North Carolina -based photographer Alex
"EUUPUWUEDPEwWUT E U w yd haniperdissibniciseelructldr. Ovesul E

EEOOOPOI ETT EwUT EQwl T wUI EEw, 1 al UOPPUaAZUWDPOUUUUE
? 'olor plays itself out along a richer band of feelings + more wavelengths, more

UEEDPEOET OwOOUT wUl OUEUDPOOODWUN DI 6O6mRP awBBDE &m0 @

and experience more feelings from a photograph, and | wanted bigger images that

would describe things more fully, more cohesively. Slow -speed color film provided

U1 E®The wider band of feelings that played out in color, a nd the ability of color to

construct a world apart from black -and-white reality are two notions, from Meyerowitz

and Cavell respectively, that are important to understanding the use of color as an

I BxUIl UUDYI Owxl UUOOGEOQWUI UxOOUT wbOw( 61 Uz UwxT OUOI
( Olslemarks about juke joints and black life in Mississippi indicate that these

subjects sparked stong emotions in him . Photographer Milly Moorhead West (b. 1949),

a contemporary of Imes, has photographed most extensively in the Mississippi Delta,

125 |Interviews with Alex Harris and Birney Imes, August 2012. Imes said he did not continue to use
,1aluo6ppPUazUWOI U7 OEWET Ul VwOUuapOl wbUB

126 Joel Meyerowitz, Cape Light Boston: Museum of Fine Arts, 1978. oreword, conversational interviews
with Bruce MacDonald, dean of the Museum School, July 2226, 1977.
http://www.joelmeyerowitz.com/photography/book_2_foreword.html . Accessed on August 30, 2012
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where she grew up, and in Cuba, which she visited for the first time in 1996. West says
UTT welTEQuwPOUODPOT wbOWEOOOUWPOwWUT T wi EUOA whuNWY UB
seemed like a waste of film, especially in the late afternoon or the quiet morning sun,
which enhanced the density of the colors and made me realize why | took the picture in
OT 1 wi b UWSkaing©UltlEdl dha social changes taking place at that time prompted
ITTUwUOOwUUI wWEOGOOUOWUDPOET w?2UO0!1 wUi pOlatdwNUUUWEOUO
PT D& 62

61 UUzUwi PUUOwWUOUD x wU O w"tHe EdhterBod QubaN StudiasobtU wx OE O ¢
Ol w-1 Pw8OUOGwW?3T EVwi PUUUwWUUDx wET E @ithi-ilewOa wODIi 1 6
person to a person aware of what real joy couldbe.3 1T 1 wi O1 U1 & be@Eexplaine®@ U wE E Oz
EQEwWUT | whPOUOWEEOwW! EVUEOa wE1 whted @adsEneargitedtyéo DU wb E U w
P EOwUT | wUEPwWPOwW" UEEwWli UOOwWUT T wOOOI OUwUIT 1 wEUUDY
PEAO>? wUT 1T wU O O ESartFuahdisd® Chranigldvh® tviewédl her exhibition,
?,PbO0O0aw6]l UUow" UEEwI OUw*1 1T xUO0>w*UOPUPOUOWE&EOOI U
exhibition was accompanied by a book titted Cuba for Keeg3wE1 UPT Ol EwEa w61 U0z U

daughter, Jasmine Moorhead, founder of Krowswork. In addition to the exhibit ion at

127 Milly West Guggenheim application, 1995 or 1996.

128 Notes for interview with Nirmala Nataraj for: ? , ®0a w6 i U0z Ow/ T 6008 BE wé EBadii Wi OF & wE (
Francisco ChronicléDecember 4, 2013)Notes provided by Milly West in March 2014.

129 Notes from interview of West by for San Francisco Chronicfeom Nirmala Nataraj. Notes provided by

West in March 2014.
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Krowswork, West exhibited the Cuba photographs at the Fielding Wright Art Gallery at
Delta State University in Cleveland, Mississippi, 2014.

The appreciation West has for her photographic subjects in Cuba and the
Mississippi Delta was in part insp ired by the use of color she encountered in these
communities. In a 19951996 application for a Guggenheim fellowship, she related

O

(=)

x OYT U0awbhbOwUT 1 w#l OUEWUOWEOOOUOWOEUT UYDOT wlT E
are the most colorful in temperamenU WE UwpbP1 OOWEUWEUI UU8~>» w211 wgeddUB
the color that attracts me to them in the first place ¢ bright clothes on a line, hot green

xEQUUOwxPOOwOUwxUUxOI whEOOUBwWw( Uz UWEwWUDT OwlT ECuw

&
Qu

Ubi: ?

Wesg UWEOOOT OUUwWUT I Ol EVDWEWET 0PI | wbtOwUT 1 wEOGOO!
its ability to draw the photographer mystically to her subject. West has thought
EEUI T UOOAaWEEOUUOWUT 1T weBi 11Ul OET UwWET UPT 1T Owl0T 1T wUU
Cuba, the use d that Caribbean blue is traditional, but in the Delta, a house painted
brightly or clothes that stand out due to color or design is to announce something, |

think, like 1 am heré 8t

As she was coming into her own as a photographer, long before she wentto

130 Milly West Guggenheim application, 1995 or 1996.
Bl o0l Uwi OUWEUUPEOT wEaw- PUOEOEW- EVEVUENOW?, POGanuel U0z Ow/ T ¢
Francisco ChronicleNotes provided by Milly West in March 2014.
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Cuba, she was drawn to exploring Mississippi Delta communities that were unknown to
her. Being able to cross borders into unknown territory was part of her skillset as a
x OUOT UExT T UBw?37T1 Ul wbUwUOGOI Ul DOT wUOwWEAddwWUE P E wi
POUI UYDPI Pl Uw" EUT 1 UDOI w* DUOwi UOOw#1 OUEwW2UEUT wa O
DPOUOWEOa wx OEETI OwUI 1 OwOawbpOUOwWPOUOEWUUI T T UB?>w U
i Ul Ol EwEAawEUUDPOUDPUAOWEUODOT waUIl UUD O3, th®b Ol 6 w? 6
U1 61 01 O0wi OUUT UOWEG&GE wbOwUT T wNUOT wNOPOUUY »

61 UUzUwi O1l UT awbUwbOUxPUI EwOOUWNUUUWEAwWUT T wx
and wonderment of the people who grac iously let me in. For example, every time | went
to Clarksdale, nothing was forced or planned, but the resulting images were the best |
I YT Uw&O006»

West wrestled with overcoming the racial convictions of her mother and
grandparents in her own life. She spent her childhood and teenage years moving around
to Memphis and different towns in Mississippi with her mother and brother ¢ leaving
Sunflower for Rosedale, the home of her maternal grandparents, and from there to

Memphis, the home of her maternal grandmother, then to Oxford, Greenwood, and

Corinth, Mississippi.

132 Interview with Milly West for Delta State University by Catherine Kirk. Interview transcript provided by
West in March 2014.
1332011 email from West to author.
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61 UUzUwl DY OWwOEOI whEUw, POEUI Ew/ OOOw+1 PPUBS w?
 EOPOawPEUWODYDOT wbOw2UOI 0O0PT UOwPT T UT wi i UwdOUI
father, whose family came from Rosedale, Mississippi, died of a heart attack when she
PEUwUPOwal EUUWOOEdwW6T UUzUwl UEOCET EUT 1 UwOOwi 1T Uwod
paternal grandmother and uncle owned a drugstore in Rosedale called Lewis Drug
Store. She learned a lot about Southern culture theJ I 6 w? 37T 1 WET DOEUI Owbki OQWEE
creamt black and white ¢+ P1 Ul wi UOOWEDI I 1 Ul O0wbpOUOEUO? w6l UUw

West, her mother, and brother (born five months after the death of their father)
lived for several years in Memphis where her mother w orked in a downtown cotton
office. The family moved to Oxford, Mi ssissippi, in the fall of 1962 O wUT EVw6 1 UUZ Uwd O
could attend pharmacy school at the University of Mississippi. West was an adolescent ¢
an eighth grader ¢ and the place was exploding into strife. William Faulkner had just
died, and James Meredith had enrolled at the University of Mississippi as the first black
student.

Forty-thousand National Guardsmen who arrived in town to calm the rioting
Pl Ul wel U0z Uw? b1 OE OOD OdryB&dGrniad edolmnied idee2000 UD UT U w&

interview with West for Memphis Magazind troops stopped the family on their way into

B4 Notes for iOU1 UYDI pwpPUT w" ECT 1 UPOI w* DUOwWI OGUw#1 OVUEwW20EUVT wadbDYI
?2#1 OUEUUEUOT 81 EUOwW?" UEEOwxT OUOT UExT aw" 001 UwOOw»wbl OEDOT we U
https://www.deltastate.edu/news -and-events/cuban-photography -comesto-fielding -wright/ . Notes

provided to author by Milly West.
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town and searched the car. Just one month later, the Cuban missile crisis unfolded and
20T 1T whpOUOE Wi OUOGEwWDPUUI Grhaggdddnuds theé WE ehB BeOUSRUOUE Ol E
each waited for each other to binOwO Y1 UwUT 1T w2 OY BrediugpnBangeOEET O1 OO0 wo
EEOODPUUDE wdb U U BThelmadgaiine wds e&ubing biéd Watkédn Cuba, and
Bridgman liked the connection of history to her pers onal story.
Growing up, none of the high schools West attended were integrated. As a
teenager in Greenwood, Mississippi, she volunteered at a Head Start program, the first
year it was instituted in the state. Working for the program made her realize she PEU Oz Uw
as comfortable with the African American community in the Delta as she may have
thought. She distinctly remembers being the only white person in a room filled with
dozens of black five-year-olds, several older black girls who were also volunteers, and
three or four nuns. She recounts a story of taking a ride from the program with four
mind with wondering what would happen if someone saw me. My teeth began to
chatter, my knees were literally shaking, and | could hardly speak to them to tell them
PT 1T Ul wOOwl O8w20U1 aOowli T awil OUwdawi il EUWEOGEwWUT E

home with the girls and being afraid someone would recognize her and be angry with

BEEVUaw! UDET OEQOW? 21 OOUDOT wlT 1T w1l YOOUUDPOOO wW" UEEOQwW/ T OUOU w%
Memphis MagazingJune 2000.
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West graduated from the University of Mississippi with a BA in English and

journalism. My mother had a little Brownie and often took photos of us. | always felt

EO00i OUUEEOT whpPUT wlOT 1 WwEEOI UEWE®E Wi EEwl Ul ECwi UOw
After traveling to Colorado, she and her husband settled in Oxford. In 1984, West

began a job recruiting blood donors for Mississippi Blood S ervices. This involved many

hours of traveling across 13 counties, providing West with a great opportunity to make

photographs. She was the 1996 recipient of the Mssissippi Institute of Arts and Letters

photography award for her Southern Heritage Collection. In 2014, she won the

(OUUPUUUI ZUwxT OUOT UExT a wE P E UEund f@ Kaagpsl Uw" UEEOwWD O
%OUU WOl wel UUzUwxT OUOT UExT UwE U Bautbdm@ttid wE a wOT 1

New Orleans. One is the photograph titled Schwerner, Chaney, and Goodme#nich West

OEEIl wEUw EUOOw' I OU a(fgurewB)UHehrywadibr imani yeansuihe Ul +

leader of the NAACP in Mississippi, served in the state legislature ¢ in the House of

Representativest from 1979-1996.

136 Artist statement by Milly West.
1372014email from Milly West.
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The pictures of Schwerner, Chaney, and Goodman were hanging up behind a
soda fountain when West walked into the drugstore. These were the photographs the
%! (wx U0wOUOwPT 1T OQwUT T wdl O wdot bow-upS exthe) DOT 6 w? EUOOW
xT OUOT UExT UWEOQCEwWxUU0wWUT T OwUxwU0T 1 Ul wi OGUwl YT Uaboi

61 UUzUwxT OUOT UExT wEOOUUEUUUWUT T wow! (wbOET T Uu
products of everyday life ¢ batteries, Saltines, Lectric Shave, Afro Sheen, and ther drug
UOOUI wbUl OUB w61 U0wUT EEOCOUWI T Uwi Rx1 UDI OEl wOEODPO
PEUWPEOODPOT WEUOUOEwW" OEUOUEEOI OwUTI pOODOT wdi wdau
little kids with me who had just started walking with me to take photos. We a Il sat down
at the fountain. What | told Aaron Henry that day was that | admired him for keeping
those photos there so people would remember what happened. Those kids | was with
had no idea who those three men were, but at least they saw their faces and smething
OPT T Owl EYT wUI THUUI Ul EOQwl Y] Owbi wbUWEEOI wal EUU WO
woman comfortable with being in the all African American section of Clarksdale, going
into homes, walking around with the children, talking to Aaron Henry and  anyone else

OOwUT T wUOUT T OUBw?3P0l Uwl EEWET EOT 1 EWEOEwW( wi EEWE

Ol OOVawli ECwUBEaUwPDUIT woOl &2

In anotherone O1 wi 1 Uwx T O A B WwEwuwomds wamed) U OU O2 wE

1382014email from Milly West to author.
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Paulette stands in front of a mirror (figure 45). Paulette was a bartender in Clarksdale.

clothed in an off-the-shoulder dress with red long -stemmed flowers on it. Her arms are

held up gracefully to her face and her head is cocked slightly to the side as she fastens an

Il EUUPOT ww/ EVUOT UUT zUwOPUUOUwWPUwWwxEUUOwWOI wEwWYEODU
items bathed in dusky light. The mirror, embellished with scalloping and rounded

edges, and seemgo mimic Paulettl z U w [ Adlettdlid looking at her reflection in the

mirror as she puts the finishing touches on her outfit. Thus the viewer has the sensation

Of wel POT wEwYOal UUOWEUWUT | w. UPI OUEOPUUwWxEDOUDOI
when she entered this photograph in the 1984 Arts in the Park in Memphis.

61 U0z Uwi EUVEPOEUDPOOwWPDUI WEOEEOwWPOUODPOT WEOEUUwWUC
worker from the suburbs of the No rth who marries a black civil rights worker and

I ONGaUwxi OUOT UExT POT WEOEEOQwWPOUODOT WEOEUUWUOUUI
Ul T w2OU00T wkpl Ul w WMElidan@BUI WYEUVOBOOUBOWWT T wel 111 E
and tried to hide, butitwasnou U1 & 2

While Imes and West were both Mississippi natives, their relationships with

black nannies, friends, and neighbors were restricted. Imes and West both attended

139 Alice Walker, Meridian (New York: Harcourt Brace, 1976), 128.
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segregated elementary and high schools, or schools thatwere segregated orbegan

desegregating while they were in attendance. They wanted contact with black

Mississippians and the seemingly separate world they occupied. Imes and West

discovered that the camerawas a way to enter this world. West says her mother was a

?2xUOBU DT 1 el udupdl | Gruur O U EFJaudBD®E w»eSHMAOHD |

shake off many of these bdiefs and preconceptions as shetransitioned to adulthood:

261 WOEOI wUOWOEOa wOPUUEOI UwbkPT 1 Owbkl WEUI waduUOl wEE

of our elders, our parents, and the culture that taught them to be careful and socially

UUxT UPOUG w( wi Ox1 w( wi EYI wOOUWMUEUT T OwdawEl POEUI O
Imes grew up in an influential family in Columbus with African American

people working in his household . ? 3 T | U lawdntatithat cooked and her daughter

PT Owi 1l Oxl EwOawoOOUT I UwbpPUT wUT 1T wi OUUT weOEwWOEUI Uw

Imes said 42He suggests that there is aninterconnected relationship between blacks and

whites in the rural South. While the basis for the relationship may be economic, there are

instances of black families and white families whose lives have been connected for

o QWEw!l Yhhwi OEPOOwW6ET UOWUEPESOwW?, EOEWPEVUWEwWx UOEUEO WO wi 1 Uw
finally, Black. Sometimes she let on that she knew things were unjust, but she still played the role of the

PT PUOT wUxx1 UECEUUOwWI YI OwOT OUT T whpl wki Ul wOOUWUPET g OEwWOOU WU
sitting with a Mexican friend, a boy, outside her house in Greenwood: ? 6 1 WU E U wO & w Olere stik OUET wE OE w
there when Mama came home. After he left, she put a stop to that?

1412011 email interview with Milly West.

142Birney Imes, Partial to Home9.
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generations. Because of this connection, Imes said, the line between the two races has
faded. For example, Imes conceded to Vince Aletti that the portrait Imes made of a little
Pi DUl WET POEWOOWE wx OUET whbPUI wEesseidfEalbiop@OE Oz Uwi E
body t reaching down could have been him (figure 49). That the two figures are
standing on a porch is important ¢ the porch is a liminal zone between the private,
EOOI UUPEwWUxT T Ul wECEWUT T wPhOUOEWEUWOEUT 1 6dw( OwbUw
interracial exchange ¢ a special kind of relationship between white children and adult
caregiverst on a porch is fitting si nce these relationships are neither here nor theret
they are difficult to define and almost impossible to explain to those who have not
experienced them.
In an essay published in the New York Timesn June 2012, Alexandra Styron
describes growing up wit h the Caribbean nanny and the South Carolinian black man
who worked in her Connecticut home. The daughter of author William Styron and now
an author herself, Alexandra describes the paradox in simultaneously feeling kinship for
her caretakers and white guiO U8 w$ Y1 QwUOOwWUT T w?2 Ol YI UwUT OUT T OwU]
politically incorrect about my love for Terry, or Ettie, or Mavis. Nor was | deluded in my

ET OPI I wOT EQwUT 1 wi“el bABOH B! T Uuistul RALdBI Sy GyferE O

“ Ol REOEUEwW20aU000w?. xDOP OO w3 NédYbrk Timesiin® 1692812 ladcéssbdi E O E wHE O
September 18, 2012http://www.nytimes.com/2012/06/17/opinion/sunday/thoughts -on-fathers-and-
families.html?pagewanted=all&_moc.semityn.www .
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Clay, has aphotograph + Emmaand Schuyler1992¢ that epitomizes this mystique, as it
ODUEOUI OUOUw" OEaz Uwli OUUI wOEPEOQWS OOEOWPOUOWEOWEOD
" OEazUwUOOOwWsBaET Uaol UAKwpl BT OUI

(Ol Uz Uuwi EOPOawl PUUOUAWPOwW" OOUOEUUWPUWOUET w
narratives of the new, business-oriented Sunbelt South than the old South of plantation
mythology. There is little doubt Imes (full name Vinton Birney Imes | 1l) was born into
an important family 8 w( O1 Uw( ( ( zUwl UEOGET EUT 1 U-19drusm® OU OO w! BU
born in Gloster, Mississippi, in Amite County , the son of Lemuel Jackson and Millineum
Whittington Imes 144 In 1922, Birney Imes, Sr, along with two partners, bought The
Columbus Dispatctand merged it with another local paper, TheColumbus Commeral,
creating The Commercial Dispatdh 1922145 TheED U a z Uwx E x | UDis@atchmoil E OUE OwU
covers the neighboring cities of Starkville and West Point, and became a daily in 1926146

When Birney Imes Sr. died in 1947, hisson, Birney Imes Jr. (the photograx T 1 Uz U
father), took over running the paper an d contributed his thoughts to its editorial page.
He bought several TV stations, including WMUR in Manchester, New Hampshire,

WCBI-TV in Columbus, WBOY -TV in Clarksburg, W. Virginia. An astute businessman,

ImesOw) UB WEOUOWEOUT T UwE OhErited d@eéEnobep, OUE he thalE ©E 6 w? ' 1 wE

144 http://www.cdispatch.com/about/

145 Sylvia Higginbotham, Time Passages: A Look Back atlitie and Times of Birney Imes, §€olumbus, MS:
Parlance Publishing, 2003), 1.

146 Higginbotham, 1.
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EWEUDPOOPEOUWEUUDOI UUOE OB w( Wiinks Jv. disolbécamie OU wd Uwi UO
involved in politics, and was a delegate to the Democratic Convention in 19564¢ He
was, moreover, aloyal southerner. He loved animals, especially dogs.4® During his
leisure time, he enjoyed hunting duck, pheasant and quail. He was king of the
" OO U OE vnua pilgriliage and pageant ball in 195815

A 1957 column for the Dispatchstated that the hoopskirts and antebellum houses
Of wOT 1T w/ BDOT U bdsklé df therSddthxnaii being ushed to the background
i OUWEDPUUOUUI EwYDI b UO-G ddedeniendrelrie BreswtidJcanipliel thd U wE O
wealth of the nation and formed traditions which have made the United States the
Ol EEDPOT wxObPIl UwoOil wUT T wpOUOEGS3T 1 Ul wrFDUOOWExOOOT a
EiseOT Obl Uz UwE | Efederal Gaddps o Littlel Rbék, AK, to enforce school

desegregation in 1957, aDispatcheditorial opined, ? 3 T B U wH U eddré wilu tePndtl w i

147Higginbotham, 9 -10.

148 The civil rights platform of the convention called for voting rights, equal employment, and the

desegregation of public schools. O wU1T x OUUDPOT wOSwWiOT T WEOOYI SUPOOOW( 61 UOwW2 U8 wl
had a caucus in the afternoon and all we did was discuss the platform plank on civil rights. Nobody liked it

EUOwpPi wEPEOZ OwYOUI wOOwWPUO? w U1 U U Uunhes, &r.uwdpphted iOw? " OOYI OUPOOwW
" PI T POEOUT EOOwk ] dw( OWEBOUIT 1T UWEOOUOOOWI T whUBUT UUOW? ( WET OP
fundamentally, from their kinfolks of another day who felt so strongly they were right that they died for

OT1 DPUWET OP1 U Wi TwEd OPUEUIWDET EPOwPDOODPOT wlOOwxEawll T wx UPET wi
(O1T UOw) UBOwW?" OOYI OUPOOW" ExI UUO? wgUOUT EwbOw' BT T HOEOUT EOOwW
149 Higginbotham, 28.

150 The pilgrimage is a week of events in Columbus including tours of antebellum homes and a ball to which

the women wear hoop skirts.

151 Quoted in Higginbotham, 55.
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be crammed down the throats of Southerners. Every bayonet in the armed forces will

not be enough to make this law stick. The President sSsOUOE wO O OP wU MU WE a wOOP 8
1950(the year before his first son, Imes Il ¢ the photographer ¢+ was born), an editorial

cautioned against taking Federal money in order to build new schools. After the

government gets a foot in the door by supplying aid, the editorial noted , it would insist

OOWEwW? OOUEwWYOPETI wbOwUI | wOx1 UEUDPOOUS wW3T PUwOI EOU
afford to take government money to build our schools. When we do , it will be the

beginning of the end of running the institutions the wayw 1 wb EO®wU 06 »

Imes Jr. was an acquaintanceof Senator John C. Stennis and Senator James O.
$EVUUOEOEOWUT T wOEUUTI UwOoOOPOwi OUwWI PUwUUxxOUUwWOI u
rights movement. 134 He was a close childhood friend of Jake Propst, whose father served
as mayor of Columbus.5s Another friend, Bill Whitfield , Ul x OUUIT EwUT EVw( O1 Uw) U

T OOEWEOOUT 1 U? wEOCEWPEUWEOPDHOWEOR EUOwWwUUREDO&GEOE w

2 pT 1 DPOEOUI EOOwk Wé w' DT T DOEOGUT EOQwhPUDPUT Uow?23T 1 wi EPOOVwWPEUVW
though the law has been enforced and integration of the schools has occurred,there are still separate school
EPUCUPECUWPOWOT 1T w2OUUT wWwET EEVUT woOl wUOT T wxUOOPI T UEUDOOWOIT wx
153 Higginbotham, 19.

154|n a June 6, 1957 column, Birney Imes, Jr. wrote about visiting senators James O. Eastland and John C.

201 OOPUB WS EVUUOE OE wpb E WA BERUIGRIIDRPWE PEY-EB000 Wi 11Tl ubdi U QuOUE QU8 2 w' 1 u
201 60PUZUwW? xUDYEUI wdrhahdgdny ahelr GamEhe bldSuprene CourORdilIdd marked,

s11TUT UYT Ez6( OwhPEUWI RxOEDPOT EwlOT EQwU0T 1 wET EPUWPEUwWI OUw, PUUD
EVUWEWEOOUUEOUWUI O bduétdd bhidigginbothant, 54w2 1 OEUOUGS »

155 Higginbotham, 4.
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entire life in Columbus, except for the time he was at the Gulf Coast Military Academy
ECEwW?UT | wi ECEI UOwWO! wal EVUUwWT T wUx1 OUWEOwWUT 1 waObBY
according to a 2003 column by Imes Il that was published ET U1 U wl D eathilBed T 1 Uz UwE
(((EOT T UwOl YI Uwl UEEUEUI Ewi UOOwWI PUTT UwbOUUBPUUUD
2xEOPUT wi BEOOwWU @dta imhisscblumd.U 02 w( O1 U

10T 1T Uw+EUUI OOwpkPT OwbpOUOTI EWEUWOOT woil wiOi 1 w( 61 (
? x U OE E E Qyeeatdr ifhgaal BruColumbus than any other individual in the last half
Ol wOT 1T wUPI OUPI Ul wEl OUUUa66 EUUEOOawbPUWEEOWEI wE
greater impact on the town than anyone else in the entireE 1 O U U ¥ §yivia
Higginbotham, who in 2003pUT 1 wal EVUwOI w( O1 UpublighédzaBaakE | EUT wE U wl
EOQEUOI OUPOT w( Ol Uw) UBZUwWOPI I OWUEPEWUT I whEUwWUUU x
RNWhOwwUT T wi OUBEwW?pPT EVw( wEEOOI EwEws O1 EPEwWOOT UO
town, passingthe tb O1 wOi wEEa wb B U aaxN il QweEd IUEIUIDED IEQWE D OwE UwWE

dressed, articulate, gray-haired gentleman who apparently paid no mind to the position

156 Higginbotham, 4. Like his father, Imes Il seemed to have enjoyed wearing good clothes in high school.
"TwWPEUwWYOUI Ew?EI U0wi UOOOT E» wbOwUT 1 whNt Wwai EVEOOOS W' 1 wx OF
Club, and served as class president his sophomoe year.

20083.

158 Higginbotham, Time Passage8. Higginbotham. Higginbotham admitted that her definition of media

00T UOWEUOwWUT EUwU P O iwned mdeutra-cbetédedisian brdtiéhartd also had print and radio

poOU0I Ul UOUG~»
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A 1971exchangebetween an anonymous letter writer and the Dispatcheditorial

staff indicates ( O1 U wipws drysegregation. The letter writer, calling himself

?/ UEOPUUO?» wEUOI Ewbi wi PUWOEOT wEOUOEWET whbUI T 1 OE

parents, who disagreed with his point of view. He worried that southern publics were

OO0wi 1 UUPOT WOUUUT I UOWNOUUOEOPUOO wW?3T 1 wli Ul EVDWEE

the fact that the public is not informed. Newspapers have notoriously shirked their

editorial responsibilit D1 UWEOE wl EYT wxUDPOUI EwblT EOwUOT 1 awlT OUT I

addition, most have adhered to the long standing conspiracy of silence about anything

rl OOUI Qawi EYOUEE®!I wOOwWUT T w-1TUOG»

The letter writer urged the Dispatchto oppose the Mississippi legislE U U U1 z U w

(@)

EUUI Ox Uagalife seprgdation with the passage of a bill in flagrant violation of
Ul ET O0wUUxUI 01 wESGUUUOwWUUOPOT UO? wbi PET wi 1l WwET EUEE
UEEDWOOR Uz Uwl $hentedvasBidisvedi? 8 OUU U wb U wEaukekie U UD E WE E |
the ear legions which infest this country and think you are smarter than your parents
EQEwl YI Ua®ad Wil wWil TeEUEwUOwUT 1 wol T-kdald&e OUUI z UWEDO

segregation, the editorial statedOw? 6 b1 WEUT wOOwUT 1 wOx x édvord.U1 wUDPET w

159 Higginbotham, ii.
160 Higginbotham, 103.
181 Higginbotham, 103.
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It seemsclear from this editorial that Imes Jr. had a very different attitude toward
racial relations than might be attributed to his son, Vinton Birney Imes Il , who took
over the Commercial Dispatcm 19Nt OwE [ Ul Uwl D U wiABWYi18, 19500 wUT UDBUIT Ol
EOOUOOWUI 11T UUT EwOOwWUT T wEOYI UE The Rodkauwdd wd EWERG B U TUubA
SOOEPTEIT wibPYI UWEExUDPA&aDOT » WEWWHIG U Q2w VB QI buld Eudd
TTU0U0DPOT wlOUT Ewl Oz lwl OB EE OU UOGEGEDBWWIG! UPUPUT wNOUUO
quipped. 153 The tone of amusement and (perhaps slightly affected) perplexity over
British journalism is ironic , considering the subjects Birney Imes Ill would choose to
photograph in the following decades (figure 51). The Tombigbee River baptizing
xT Q00T UE xT wEl REWDEN w"wh@ilPE b kelysimilartdcthewlack-U UD E 0 a
and-white photographs Imes made of baptisms when he returned to Columbus after
college, worked for the Dispatch and opened his own commercial photography studio in
town.

40UPOwWUT T wi OEwWOl w( Ol UzUwi DT T wUET 6OOwal EUUOuU
UTTUITEUI EQOWEOEWI PUw?1 BRxOUUUI wOOWEOGEWOOOPOI ET I

YT UawopOoBlil Badl | wUET 000U Wk 1 wio bhatdikhbgiEtdl EOwb Ow

162 Higginbotham, 104.
163 Higginbotham, Time Passage&3.
184 Birney Imes, Partial to Home9.
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students who first came to the high school | attended played those sports too [football

and track], and we became friends. Through that friendship | was introduced to this

OUT T UwbPOUOEOQWEOSEW( WET T EQwWUOwWUT T wEGEwW®U1I UUPOOwWU
One of the students Imes came to knowwas Jackie Ball, a star running back who

later served on the Columbus city council. He was among the small group of black

studentsp T Owb OUI T U Eed Highuschdal ittheldall of 19676 w? 31T UOUT T wi PUwi €

personality and quick wit, he gained immediate acceptance among his teammates and,

in large part to his assimilation, there was little disruption during those formative years

Of wUET OO0 wb O Gthtéda FOOEKitQany ifol Ball, Whe died at age 51.

According to the obituary, Ball, in addition to being a city councilman, was an aspiring

songwriter, civil rights pioneer, and poli UD EE QwE E UD Y b U &ébiitywitR viord® a B 0T wd O

he developed as a songwriter, Ball could twist th e language into new and unexpected

shapes. At acouncil meeting during his final term in office, Ball expressed his

EPDUxOI EUUUI wEawEOOOUOEDPOT wUT EVwIY whEUWEUwWUT 1 ws
Photographs in the 1967- 1969Lee High yearbooks show a small number of

black students ¢ two black women in the Library Club and several black men on the

165 |mes, Partial to Home9.
166 DPUOT aw( Ol UWEOEwW" OOUPI OOCEw! i 601 UO0dthmérdialDispeitivay2d wé DA EUE w) E
2002).
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track and football teams. As W. Fitzhugh Brundage has observed, when schools were
ET UITUITEUI EOWEOEEQWUUUET OUUwW?i OUOE wUteri OUI OYI U
Booker T. Washington, Frederick Douglass, and other black heroes to buildings adorned
with rebel mascots and named after such illustrious Confederates as Nathan Bedford
Forrest, P.G.T. Beauregard, and Robert E. Lee. A black student who entered a prewausly
all-white high school in Americus, Georgia, in the early 1970s observed, according to
l UUGEET T ow?z ( UwbPEUOz UwUI EOCCAWOUUWUET OO08 w+DOIT w
EOOQwP! wi EEWPEUWOF 1T wbi DPUT Uz WUET OO08 »
Before integration, two separate schools operated within the municipal school
district in Columbus + Hunt High School served the black population and Lee High the
white , according to a 1996 article in theCommercial Dispatck® The Justice Department
filed suit against the city school district in 1968, mandating integration of the high
schools. The district fought the ruling of the courts for two years . After losing in the 5t
district court of appeals in New Orleans, the district was given one year to get school
facilities ready for black stud ents. In 1971, Lee High and Caldwell High were made the
EPUazUwi DT T wUET OOOUOWESE W' UOUwW' PT 1T wEl EEOI wEwOD

schools were combined to form Columbus High School in 1993, though the high school

167 Brundage, The Southern Past279.
168 The Commercial Dispatéhw? - 1 Pw" OOUGEUU W' BT T w2ET OO6O0w. x1 OU~2 wep UT UUOwh
editor of the Dispatch, contributed to the report.
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was still divided into two separate locations. Ground was broken for construction on a

brand new high school in 1995. The new building opened in 1996, a moment that

marked, according to the Dispatch,? EwOD Ol UUOO0T wb OwE wepirhep wuOOT OB OI
that began almost two centuries ago in a small one story building in a river outpost; a

journey that saw a divided community unite for what it believed was for the common

T OOEwWOIi wb GeBul B UnPERUd udBi 2l wi BUUVOwWUDOT wbOwlUT 1T wUET O
that all Columbus public high scho ol students attended one school. According to an

article in the Columbus Dispatc® wUT T wOx1 OPOT woOi wiOiT 1 wUET OOOwPEUW

UT UOUT T wUl TUITTEUPOOOwWXxEUI OUEOQwWORx OUDUDOOOWEOE W
TheDOUI T UEUDPOOwWPUUUIT wh E lfeugbowikgiu®d UasButcaiof EU U wO i wi(

stress, obsession, and fascination that remained with him into adulthood. The schools

were one crucible where the matter of integration was writ large. But professional

photography t photojournalism and art photography ¢ was another problematic site

with regard to the topic of integration. In 1970, the photo critic A.D. Coleman pointed to

OT 1T w?El wi EEVOWUTTUITEUDPOO? whbUT PORopllad UONOUUOEO

Photographythat while photographers prided themselveson E1 DOT wx EUOwOI wEw? 1 b

Ul 00POT wxUOi 1T UUDPOOO? wUT T Ul wPEUWEUWOUET wiEl wi EEU

169 The Commercial DispatgR - 1| bw" OOUOEU U W' BT T w2ET OOOw. xi OUB»
170The Commercial Dispatéheu® b w" OOUGEUU W' BT T w2ET OOOw. x1 OUG»
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OT1T wOOOawdOT wal Uwx1 UOD( that éniy & andil ofbladkwOT T wOOx O~ w
photographers have been able to earn a living as photojournalists.t” Despite the

EIl EEEI Oz w" 001 OEOQWOEUI UYI E Quiel, bnd th®dddiginemO Owi EE Oz
i OUWUUET wUUOUPI Uwi EEwWwUDPOxOawl 001 wOOwPT PUT wxT OU

xUl Ul UYDOT wOUUWEDPUUOUUT EwYyDUDOOWOI WEOEEOQWUI EOD

The same bias existed in the world of art photography, Coleman said.
Established galleries did not exhibit many prints made by non -whites and art museums
i OUWOT T wOOUUwxEUOwWHT OOUT EwUT 1 OWEOOXxOI Ul Oadw?31
potential publi E2 w" OO1 OEOWEUT Ul EOQOW?EOE Wi UOOwWT PUwxI1 1T UUO

T OwUOOGUPEU EIGw# EYPEUOOZQUWNINA YVaud RUDEDRYP OOWE D wU
Modern Art forced critics to confront these issues. The exhibit comprised more than
forty photograp hs of a block in East Harlem. Much like Birney Imes would for his

subjects later on, Bruce Davidson gave prints from the exhibition (and accompanying

book) to residents of the East Harlem neighborhood, and made sure they received copies

171 A.D. Coleman, Popular PhotographgApril 1970): 21.
172 Coleman, Popular PhotographgApril, 1970): 21.
173 Coleman, 21.
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of the book when it was published. Money from the sale of the book was used for
neighborhood assistance. However, despite all of these efforts, Coleman wrote in his
review of the show, Davidson ¢ an lllinois native and member of the Magnum Photo

Agency t was not only an outsider but an alien to this neighborhood. 74?2 ' T wb UwdIl DUT 1 U

#EYPEUOOzUwi OUI PT O1 UwUUEUUUwPPUT DPOWUT 1T WwEDOOC
DOYEOPEOwW" OO0I OEQwhPUOUI dw! U0wEOa wbi Bahiteslisx | OUOT UE
limited because, no matter how insightful a white photographer may be, and despite all
xUl EEUUDPOOUWI 1T wOPT T UWUEOT Owl 1 whUwUUDPOOwWPT DUI wE
mutual admiration and respect between photographer and subject, there is
automatically a barrier, for they stand on different sides of the socio -cultur E Q wi O E |1 8 »

Furthermore, Coleman wrote, there is a problem with making brutal living conditions

beautiful in photographs. They should instead be ugly and difficult to look at. Anything

- 001 OE OO wR$IAUU Oglirdgagingst6.
st 901 OE OO wReEU U0 urdp YKt 8
176 | pid.
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Of WUEEOEEOOUUO? w" 001 OEOwWwhPUOUI Ow?UT EVWZEUwWOI whN
given a one-man showtoanon-p i DUIT wx I O U®AndiEthel mMusednre waited until
it can find such an exhibition that does not have political overtones (as it is wont to do),
POwUPUOI EwWETI EOODPOT w?21 OUUExx1 EwbOwbhT ECw( wi Ox1 wh
x OODE@GEI | EOQwUI I w? EOOUI E wiie)duniddiies takeh wb OET I UwOi
exclusively by whites must be broken, Coleman argued. He continued:
To do so at this tormented moment, not furtively
but by conscious and announced decision, wouldbe - =
EOQOWEEUwWOIl weOUUEI I oOUUWO!l wUI I wUl UUOUDBOI wl

come a fuller and deeper understanding of what it means
to be black (and white) in America today. 180

This was a fascinating admission in 1970 and clearly the prelude to The Black
Photographers Annuahk photography serial that began in 1973 and contnued to 1976.
371 wbOUUOGEUEUPOOWUOWUT | wi PUUOwWPUUUT wEaw" OEaAUO0
POET | wEOGEWEI UUPOaO? WECEWUT T woOPI UwUT EVw Ol UPEEW
x OxUOEUDPOOG» w( UwUI EEVUOwW? . UU U wliweodgwmere dubskit T 1T wOa U

tones, ranging as they do from mahogany to cream, mis-shapen have our features been

771bid, 47.
178 |bid, 47-48.
1791pid, 48.
180 |bid, 48.
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inaugural volume featured black -and-white portraits by black photogr aphers, including
Lloyd E. Saunders, Ray Gibson, Theron Taylor, Shawn Walker, and James Van DerZee.
As a white Mississippian , Imes might be considered an outsider ¢ an alient who
did not belong in the subculture of the jukes. The virtuosity with which h e used colorto
photograph these spaces makes them appear, as critics have noted, magical and fantastic
{ spaces separate from blackand-white reality. The magic realist idiom (effected by
( O1 Uz Usaturdtedicdlor and emphasis on unexpected juxtapositions) is well-suited
to boundary-EUOUUDOT UOwPT 1 UT 1T Uwl0T OUIT wEOUOEEUDI Uw?EUI

2w, ET PEwUI EOPUOOWDOE]

Qu

T1 01 UExT PEEOOwWOUwWI 1 O1 UPE
of possible worlds, spaces, systems that would be irreconcilable in other modes of
i PEUPDOBBUEUI EWEOOOUWI OxT EUP&T UwlT 1 wi ROUPEDUOW
work within the tradition of magic realism.

In a 1992 report for TheHouston Chroniclen a Houston Art Dealers Association,
/| EUUPEDEW) O OUOOWEEOO]I Ew( Ol UzZUWEOGOOUW?T OUT T OUU

AL e N A ~ A

20000060061 02 WEOEW?EEUT 1 EwPOwWUUUUI EOQwWOPTT U882 w DU

181The Black Photographers Annual 19B30ooklyn, New York: The Black Photographers Annual, Inc., 1972) 6
182] ois Parkinson Zamora and Wendy B. Faris, eds.Magical Realism: Theory, History, Communipurham:
Duke University Press, 1995): 56.
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EOQOEw? EUDPUx wU U O x B#dheddot, she sugybsts GsGap&real, far more

intense than real life. Other reviewers commented on the lavishness of Juke JointAn

Associated Pregs1 YD1 pwOi wOT T wUI UDI Uwl OxT EUPATl EwbUUWYDY
Pony Café in Darling boasts anirregular design of red, green, and black spots of paint
OOwbUUwWUOXxEDPOUI EwbPOOETI OwPEOOUOWEGHateliewdfl WET DOD
Juke Joinfor Mississippi MagazingJohn R. Kemp claimed that the real Deltat ? UT 1 wi OUOw
sweaty, flat, rich, x OOU w# 1 OUE? wOIl 1 Ul EwOUOwi UOOw( 01 Uz UwxT O
commenting in particular on the lewdness of the color, saying that:

6 Ul a Udndbiues echoes from walls
splashed with r eds and hot pinks like some

25100001 wbOwl0T 1 OWOEOT Uwdl wli pOOowal UOwODPI 1 z Uw
wrote in his introduction to  Juke Joirt witstPUwUUUEOOa wOOUwUT PUwx Ul OU0aC

and viewed them with his own eyes, he predicted, life would be infinitely more

PGUOUPEDPEOO wW?xEOI Owi 1 UBDUEOUOWOI UUwOOUDPEI EEOI OwU

183/ EOUPEDPEW" dw) OF OUOGOOwW?, PRI Ew! ET wOi w V0O w" thekuskb DY w Ulw
Chronicle (July 18, 1992).

1849 (O Uw/ T OUOT UE x T U wssdciaxénPragptint@d iru Présd Registeittanksdale, MS (July 14,

1990).

18I0 w1l dw* i OxOQw?2#1 OUEwW) UOT w) 6pO0UVUow! PUOT aw( O UwoOi w" SOUOE UL
O1 1T w# Miésl3dppi MagazinéMay/June 1990): 17.

253



i PRT EOwWOOUT wOx 1 ®@aUOWIVYWEDEGEEPOM@SA P HW@WAwWP UDUIT Uu
xT OUOT UExT UwOEawUl EVEUDPYI WwEOCEPOwWUOwWx1 Ox Ol zUwWwEU
the Colt 45 ads, the blurred faces, the ghostly bodies, the primitive murals on the
PEOOYO 2

"Ol EUOaw( Ol UZUWEOOOUWUT UYT UWEOOBime UEOOWE UC
than, conventional representational needs. His photographs make the jukes look
mystical and, as | have been arguing, there is evidence thatthis effect is a function of
how Imes perceived the spaces.

In an interview with the Nola DefendgrimesUEDE wUT 1 Ul wbUwWEw? OET DEE
E6G6EOQOUWEOE wWI O1 UT a2 wOil wUT 1T wNUOT wNOBPOUUOW? EwUEDP wI
PT 1T Ul wOT T wEOUI UwPEUWUXxEPOI Ed~2 w( Owli 1 whEOOwWUI RU
Museum of Southern art, Imes called the jukes? x UOEUEUU WO wEwx UOET UUwUT
1 01 01 OUEOQWEOGEWUUEOUI OUOI EwbPUwbOUOwWUOOT Ul POT WUE
them. What comes across to these outsiders isvhat Imes felt about the spacest they

were part of a world that had been forbidden to him in childhood and early adulthood.

2&U0PPOT wUxwbhbOw, PUUPUUDxxDwbOwWUT | wsk YUWEOE wst Y

186 Richard Ford, Foreword, 1989, Juke Join{Jackson: University of Mississippi Press, 1990), 10.
187 Pearson, 74.
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least intensely curious about the relationship s between whites and blacks here?

Photography has been a way for me to look at those relationships, a way to seek

understanding t UOWE OQwUOO1 Ul POT wUT E0wPBUWUEEOOwWI OUwWOIT wl
As | mentioned at the beginning of this chapter, Alejo Carpentier made a sharp

EPUUDOEUDOOWET UPI 1 Ow$s UUOx1 EOw2U0UUI EOPUOWEOE wUT

(Ol UzUwWEI EPUPOOUWEEOUUwWI UEODOT wistd Pdgido wdli®mOwb D UT w

and Surrealism. ( O1 U zt¢ Whidh Ohdnnoels the fantastic, otherworldly realm of the juke

jontt UUT T1T U0Uwi PUwWUT OUPUPYPUAwWUOWS O1 OPUT wODPUI UEU

that a hallucinatory condition can result from a confrontation with overly constrictive

UOEDPEOQWEOOEPUDPOOUS w( O UgBweBUOWEDVIOWEOBEDBEOWEO

references frequently intimate some enchanting world where the unbelievable routinely

I E x x 1% Thé repurposing of objects in ingenious and unexpected ways in the juke

joints Imes photographed resulted in Surreal ist juxtapositions that are, | would argue, in

keeping with the definition of the movement put forth in 1917 by the poet Guillaume

Apollinaire. Apollinaire understood Surrealism to be a form of expression that involved

a strong element of surprise. This element of surprise was to be achieved through

unexpected juxtapositions, the best of which were not the result of conscious

188 Birney Imes, Partial to Home 10, Interview with Vince Aletti.
1892 U] w2 xEPEOW? &ODOT w/ OEEI Uow) EEOUOOWOOwW- EVET T AwEOEW! EEOw
Mississippi Museum of Art, 2006).
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Surrealists.*°In Dada as well, respect for the laws of chance indicates a respect for forces
outside of rationalism. 191 By means of framing, Imes emphasizes the unexpected
juxtapositions he encounters in the jukes. In 6 # &laceGlendora, 1986, curtains so
blood red they seem to glow hang on a windowless white wall. All around them are
painted black polka dots (figure s 5256).

TheseJuke Joinphotographs are aesthetically linked to photographer John
# DY OO0 ExWEWwOler nhges of an abandoned house at Zuma Beach in California.
Before photographing it, Divola sprayed -painted patterns on the walls of the fire -
PUI EOI EwWET EET wi OUUI Ow?UO001 UPOI UwUOUUDOT wOENI EUC
xT OUOT UExT 2Adin00 11 W80 wxT OUOT UExT UOwUT T wEOOOU WD U/
stretching the boundaries of credible reality (figure 57)6 w# DY OOEz UwbOET 1 UwWEUI u
breathtaking and strange, with interior and exterior spaces overlapping v isually onto
each other. This fluid relatio nship between inner and outer spaces is in marked contrast
OOw( O1 Uz UwNUOT wNOPOUwxT OUOT UExT UBdw( OwOOUUwOI wo

1 UOI UPEEOOGawUl EOI EOWEYEDOEEOI wUOwYDPI PDOT wdOOa

190 Comte de Lautreamont, Les Chants de MaldoroE D01 EwdOw. Ri OUEwW UOw. OO0DP DT wi S0Ua wi
Ades with Matthew Gale , Grove Art Online

Wiz EPpOw Ei UWEOE w, E U U Glow a&Gnline 6 w? # EEES » w

192 Kevin Moore, 30.
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8 # 6 z dallg t®rkiri bther Surrealist windows that subvert the function of

allowing light in or enabling inha bitants to see outside. InRené, ET UDUUIT z UwhiNt + wx E
The Telescopa window opens onto a black void. The peaceful blue sky and fluffy white
clouds are somehow affixed to the glass of the window itself which, when opened,
reveals darkness (figure 58).

Clarence John Laughlin (19051985) was a seldeclared Surrealist photographer
from New Orleans who engineered gothic tales and tableaux in his photographs by
inserting actors and props. He used the techniques of double exposure and combination
printing to symbolize haunting, spirits and insidious underlying realities. In a 1973
Aperture monograph, critic Jonathan Williams praised Laughlin, saying that no one in
thel BPUUOUA WwOi wxi OUOT UExT awi EEwl QUEOI Ewl PUwW?i 11 O
EUET b U evillighs ingerted Laughlin firmly within the deepest, darkest recesses
Of wOT T w20U0UTT UOW&OUT PEOwW?" OEUI ©ArthimBoldayE OOwxT EOQU
s31T 1 w( OVHU @EGIW2 OEVUET 1 UUOZ w& UE OEE Wiga@ioOw! 1 001 1
OzOWEOE wUODP OO W uEAYDOREDT EEOW6 DOODEOUOW+EUT T 00w
UEOI OUO> wi 1 EWEawUOO! U1 POT w?POwUi O wEEaAaOUUwWUOW

( Ow+ EUT T EREYHriaMbspl [Katidithe photographer uses the camera and

193|bid, 5.
194) OOEUT EOwe POOPEOUOW? " OEUI OEI wApé&iur®1id+3R 3 (197D Oo w3 i 1 w/ i UUOOE
195 \Williams, 8.
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black-and-white film to conjure a ghostly apparition (figure 59). By means of multiple
exposures, he staged a scene in which a zombidike woman is placed within a
plantation scene. The Big House and Spaish Moss ¢ two potent symbols of the
antebellum Deep South + form a gauzy vision of the southern gothic.

&1 OUUUWEOUOwWT EVYI wkkeddihphotbgfihs. Bepadse hedused a U w
small aperture and long exposure to create highly detailed images, anything that moved,
such as a person, couldbe recorded as a shadow (figure 6Q. Viewers such as Richard
Ford and Ofi-Adelia Scruggs reported strong reactions to the shadowy forms that
appeared in the photographs. On the occasion of a 1994 exhibition mouwnted by the
" OUUUOOwW UUw#1 EOIl UzUw UUOGEPEUDPOOOW/ EUUPEPEW" 8 w
NUOIT wNOPOUUwPT Ul w?pPOU0UDPUT EWUEUT T Uwl0T EOQwUT 1 O0Owh
neon-O B U w O b Bsdriek éxjlaing the technical reason for this in his afterword to Juke
Joint

Generally | prefer a small lens aperture to achieve adequate

depth of field. This requires exposure times that can range from

several seconds to several minutes. With exposures of this length

any movement within th e frame ¢ a figure walking in front of the

camera, a beer can lifted to a mouth, or a billiard ball rolling across

a tablet usually appears on the film as a ghostlike blur. Rather than

try to control this motion | usually allow these movements to take
their natural course during the exposure, and it is not until | view

9/ EQUPEPEW" dw) O OUOOOwW?, PRI Ew! ET wdi w V0Ow" théuskb BYi w U0 w
Chronicle(July 18, 1992).
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the developed negative that | know what effect they will have on
the final image. 197

Durham, North Carolina -based photographer Alex Harris has also noted the frustrations
of holding still for a lengthy, detail -recording color exposure. Writing about the first
color portrait he made ¢ of a New Mexico rancher and hiswife t ' EUUD U wUIT O1 OEI Ul E
was difficult to make this kind of a portrait with a view camera. The machine seem ed to
get in the way; and for anyone trying to hold still, the color exposures were painfully
UOO®¥6 -
The ghostly forms wrought by the detail -rendering long exposures in Juke Joint
contributed to the otherworldly quality of these photographs. Furthermor e, they connect
the imagery to a tradition of magic real and southern gothic literature in which, as
%OEOOI Uaw. 7" O00OUwWxUU0whUOwW?RT T OV Shme&ldetuyEl wYl Uau

PEEVUVUawUT | wEUUET OwOi wOUEEDPUDOOWEOEWEOOOI EUDYI u

197 Birney Imes, Juke JoinfJackson: University of Mississippi Press, 1990).

198 Alex Harris, Red, White, Blue and God Bless You: A Portrait of Northern New Mex®ituquerque:

University of New Mexico Press, 1992).

199+ OPUw/ EUOPOUOOWIEOOUEOW?, ET PEEOwW1 OOEDEIT v, ET PEEOwW11 EOPUOD
in Magical Reabm: Theory, History, Communityed. Lois Parkinson Zamora and Wendy B. Faris (Durham:

#0001l wadbPYi UUPUawW/ Ul UUOWRNNK AOQWKNAB w?&T OUOUwhOwWOT 1 PUwWOE DA
are crucial to any definition of magical realism as a literary OOE 1 8 »
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as correctives to the insularities of individuality, as links to | ost families and

communities, or as reminders of communal crimes, crises, cruelties. They may suggest

displacement and alienation or, alternatively, reunion and communion. Still other ghosts

EUI WwET T O0UwWOI wET U0T 1T UPEwI | 1 inthéodrdtraintaidf EOUEUUDPEEO

Ul EUOOG 2 w+DOIT wlOT 1 RinkPdy Catddiscussed hutiedeginrinh &f this) w

chapter), ghosts are bearers of cultural and historical burdens, representing the dangers,

anxieties, and forces of passion that civilization banishes2® Because they make absence

present, ghosts foreground the main concern of magical realism ¢ the nature and limits

of the knowable, Zamora says. They represent an assault on the scientific and materialist

assumptions of western modernity ¢ that reality is knowable, predictable, and

EOOUUOOOEEOI OWEOEwWUOUI UUOI wOOETI UGP DA 7 @ wE BOE Uwb

free in time, not just here and now but then and there, eternal and everywhere. Ghosts

embody the fundamental magical realist sense that reality always exceeds our capacities

to describe or understand orproY 1 6, ET PEEOQwUI E O finokbeythd the) U wE U O wU UL

limits of the knowable ,EOE wi T OUUUWEUI udi U1 OwOUUwT UPEIT UJ~»
Ghosts in Juke Joinsignal the eruption of histories and horrors (like the ghost

EEUTT Ul Uwb O w3 O 0 eBeiové)Utiselity that ine) £)sédsahed and skilled

200 Zamora, 497.
2029 EQOOUEOwW?, ET PEEOwW1OOGEOEI v, ET P

EOQw1ll EOPUOO? wKNWS
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photographer, allowed these technical imperfections to remain in the photographs.

Doing so indicates his belief that the ghostly forms were part and parcel of these

fantastic spaces. As Surrealist art, these photograph®? DOUUOEUET wOUEDPOOEUDPOO
UOUT EET wOl wUOT DOT UO~» wkT 1 Ul E gawwhdjist asibeddesih UOwOi wlOT
Juke Jointimes addresses southern history and black and white relationships in

Whispering PinesA formerly segregated roadhouse, the boundaries between black and

white had totally disintegrated by the time Imes began photographing there around

1975. Imes employed the dual artistic idioms of the magic real and the grotesqueto

depict the Pines, which opened in 1949, with a white side and a black side. Like the juke
NOPOUUOwWUT T wUl EOPUA WOl wUT T w/ DOI UwbUwbUOUI O w? OE
glory days, the roadhouse had a concrete dance floor poured out under the pines, a neon

moon suspended above??? 31T | WOPUET | wOI wEOWOEUPUWEOOI UwUOwo

During the roughly 15 years Ime s spent photographing Whispering Pines, he
switched between black-and-white and color film, printing both types of photograph in

the 1994 monograph. The switch-off between media ¢ black-and-white versus color,

of Chicago Press, 2000), 180.
203 Birney Imes, Whispering PinegJackson: Uniersity Press of Mississippi, 1994), 75.
204 |mes, Whispering Pines11.
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documentary reality versus fantasy ¢ is a formal indicator of the photographic content of

appearance in the photographs as a grotesque figure also signals the presence of
southern history and the marvelousness of this world of boundary crossings. Triplett is,
POwUT 1 wPhOUEUwWOI wuNOUUOEOPUUW&UOYIT Uw+1 PDUOWEwW? EU
fringes of respectable society? ( O1 Uz UWUEP wPbOw?3UDx Ol UUWEOWOEE wI
slow and painful demise suggests the close of one chapter of our national history and
UT 1 wOx1 ODOTm01 wedOUIT T UG-~
Indeed, Imes pulls no punches in his depiction of Triplett, who became his close
friend over the course of many visits to the Pines. Imes puts forth a raw depiction of
Triplett + a man with several missing teeth, a lumpy body, and sagging flesh beneath
UUEDOI £ wEWD UhledstiEtd. Bn some of the photographs, a safety pin is
clasped to his breast holding rings that belonged to his late wife (figure 61). In others, he
wears the gaudy diamond -like ring on his finger (figure 62)6 w' DU wUOPOwb U wUOwb| E
almost translucent, spotted with brown and lined with blue veins. Brown, mole -like
lumps dot his chest (figure 64). He dines on chitterlings coated in pepper, from a plate

resting on the seat of a chair (figure 63). We as viewers see all of this because Imes

205 UOYIT Uw+1 PPUOW?) UOIT w) ODOUUOwWL OEET OUUT VWwEOE w20600T 1 Udw/ EU
/T O00UOT UExT 1 U ulodAidelesaTime&ubust@,71994).
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photographed it and, of the 15 years worth of photographs made at the Pines, Imes
chose to include these images in his book.

Several closeups of Triplett in color emphasize the imperfections of his white
skin (figure 64). One image shows only his arm, pushing open a torn screen door (figure
65). The white flesh under his bicep wrinkles and sags, while his forearm i s mottled with
age spots. Onthe soft inner flesh of his elbow, there is a brown mole with a white dot in
the center. The photograph does not invite extended viewing. Indeed, it places the
Whispering Pines photograph s firmly within the realm of the grotesque.

While the grotesque is fantastic+ ? T @h@with the aura of the astonishing, the
out-of-the-OUEDOEU A 02 wbP U wWE x x 1 E U U wbOudu! uedi GrOpuEi EBDAUET
EQEwxDl zUwi 11 00wl PUWEDT EVUU wWE OE wtelPatEcA Vdeget) | DPUUUS
describes, uss? E 1 U BbhsDbexirBordinary bodies to show the ordinary effects of
UOUUT T UOWUEEHEIOWI DURODABYwWIT EQwUT T w?ETI I OUOEUDO

UOUxUBPUPOT OAawEOOUUEOUWUT 1T Ol wpbOwUUOUDPI UWEOE wWEODI
portrayed in isolatio n from the segregated world but as a hybrid form ¢ already mixed
PPUT wOUwWbOxUDPOUI E arErhewsantirictions ONsauthedrOaeé ré4iidns

Eil i OUOWEOUT WEOEEQWEOEwWPT PUT wi BT UUT Ud w3iT 1 wi UdUI

206 Yaeger, 237.
207 | bid.
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Ei DOT WPEEUVOE@WBOR QUUDUI UGUI OWEUWSEIT T1T UwhbUDUI UC
EOEAWEUWEWUUEPOWOUWUxOUOwUOwWUT 1 wUEEBIEBOWUUDPEOAO
I RET UUwOIi wOl EOPOT w?O0x1 OUWEwWUxEET woOi wxi Udi EEOI O
way of engaginT wb D UT wUOT I wUT EET Uz UwUOOEO WEWODPOE WO wedbd
smack into ideology t EUU WD ET OO00T a wEUMEOEa wEOEWEOOOES »

.Ul T UWEPAEUUI wUUENT EQUwWPOw( Ol UzUweT BUxI UDOI
complex implications for race in the post -Civil Right s Act, post-Voting Rights Act South
through the idiom of the grotesque. A black -and-white photograph from Whispering
Pinesshows Triplett (the proprietor) and Rosie Stevenson (the woman who worked the
black side of the roadhouse since 1959) standing togetler (figure 66). The photograph
seems to depict a domestic scene. Indeed, since Triplett lived aWhispering Pinesand
was sometimes depicted in his bed or underclothes, the place seemed in limbo between
public, private, domestic and recreational. Rosie, with her curlers and American flag
bandana, like a beleaguered and longsuffering wife, seems to help Triplett keep his
balance. White- knuckled, his left hand grasps hers, while his right brandishes a gun
directly against her head, his hand buttressed against her. He gazes into a corner of the

room, a cigar clamped in his mouth. The position seems precarious for Rosk, with

208 Quoted in Yaeger, 237.
209Yaeger, 238.
210Yager, 248.
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Trix O1 UUz U wl. OutatotTéudyBAdr@iAs Stack wrote in her introduction to

Whispering Pinesas Triplett fell into old age and ill health, he became dependent on

Rosie for everything.2*( O1 UwbUBPUI UwbhOwUT T wEOOOZzZUwx OUUUEUD x (

In the mid-eighteU Ow! OUOI z Uwi 1 EQUT wel T EQwUOuw

decline, and he moved over to the Black Side so

Rosie could better take @re of him. The White Side,

clogged with debris he had collected over the years,

EIl EEOI wOOOPOWEUWUT | w?EUET DPYI U2 6 EwUUXxUUUI
put him in the hospital in 1989. 212

This bizarre place + where Jim Crow boundaries unravel and the lines between
public and private, domestic and recreational blur so completely ¢ is tucked off in the
POOEUWEEOUUwWhk wODOI Uwi U O dnilds aortilog Riaoksvil©dn O E U U wl OO0I
" P11 PEawKk wb O w?sGraveriLews Evbawisiedthe Pines with Imes

described his journey:

Imes drove west across the Tombigbee River and

and turned south on U.S. 45 into the Prairie.

The highway, almo st empty of traffic, wound

through low, rolling hills a nd lush farmland cultivated

in patches of cottonand® O 01 OUl wUUEEOUwWOI wUOaEI EQUG
Fifteen miles from town, Imes pulled off into a tangle of

undergrowth that I didn z Owb OOl EPEUI dawUl EOT OPal wEU

211 Birney Imes, Whispering PinegJackson: University of Mississippi Press, 1994), introduction by Trudy
Wilner Stack, 12.

212\Whispering Pines76.

213 Birney Imes, Whispering PinegJackson: University of Mississippi Press, 1994).
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a parking lot and rolled to a stop at the end of a cinder-
block building resembling a stock shed. 214

Like the juke joints, Whispering Pines is a backwoods oasis that appears

suddenly out of a tangle of brush. It is a similarly marvelous space and Imesg UWE E Ol UE w

ET EOOTI UwUT 1T wOl EPUOWUOWEOOY!T awbUUWOET PEOwWPOOEIT U
funeral in July 1991, Imes stopped by the Pines on his way home. He described a

supernatural presence there:

| had a key to the front door and something dr ew me in.

Whether it was the day, the heat, all the stuff, smells, or just

El POT WEEEOWE| Ul UWEWOOOT wUPOI wEPEaw( wedO
a palpable presence. The camera was in the car, and | wondered if it

might be possible to convey this presence with photographs.2:s

In his description of the drive to Whispering Pines, writer Grover Lewis described being

immersed into a humming, raw place + 2 UOP1T UDPOT wUOT PEOTI OUwOi wOUI 1 U2
dense, primeval hum that enfolded you after a whil 1 &% The mirage of an oasis comes
UOwOPOEOQwbPUDUI Uw2UEEOOW?PT T OQw( wbOET POI wUT 1T wUI E

24 UOYITI Uw+1 PPUOW?) UOT w) OPOUUOWL OEET OUUTI UWEGEwW26UUT 1 Udw/ EU
/T OUOT UExT 1 U ulobAddlesiTime&ubust @,71994.

215|mes, Pines 77.

264 1 pPUOwW?) UOT w) OPOUOUB »
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growing quickly larger and more real in his dusty b B O E U1 2B Evidéhilyimes was
not the only one dazzled by the Pines.

( Ol Uz Uwb OU O wPibes &nd i the<jukéj@irdsihangs in the balance
between documentary realism and fantasy. Color sometimes serves as a hinge between
these realms, asWhispeing Pinesteeters back and forth between blackand-white and
color film. Several black-and-white photographs in the book address themes of
transcendence and the surreal in blackand-white. One such image shows a black man
@l OUPI zUWEUOUIT | wearing & B gldssas(ligirés)widdbiack man is
seated on a bench, protectively cuddling a large dog. The dog is positioned so that he is
EOOGEI EOPOT wUT 1 wOEOZUwOI 1 OWEOEOWEDPAEUUI awUUEUU
man wearing an unbuttoned flannel shirt stands behind him, leaning on the table with
both hands. His mouth is parted and he is smiling, looking awest ruck. The 3-D glasses
make the viewer wonder what kinds of visions these men are having through the paper
frames and plastic lenses.Our vision of this scene is in black-and-white, but we are
invited to consider that the two subjects of this photograph, one black and one white, are

seeing something hyper-color and hyper -real.

The black-and-white images in Whispering Pinesre dispersed throughout the

217 Birney Imes, Whispering PinegJackson: University of Mississippi Press, 1994), introduction by Trudy
Wilner Stack, 11
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book but fewer in number than the color images. Two of the black -and-white
photographs show the same black man who was wearing the 3-D glasses looking as
though he is dancing or in a trance. In one closeup shot that shows his face and upper
torso, we see one of his eyes rolled back into his head, revealing only the white partof
what looks like a glass eye. The same white man from the 3-D glasses photograph stands
behind him, gazing at him with an amazed expression on his face. It looks as though
they are communicating telepathically + each knows the other is looking at him, even if
i1 wEE Oz UwU isT7Touahdr§ @ tHsiglauddma? The photograph almost implies
a blindness on the part of this man. Furthermore, these square forma photographs call
UOwOPOEw#PEOI w UE UUz U wtranDdsties, dvars] twins(iants?ti Ul EOU > w
before her death in 1971 (figure 68).
Eudora Welty and O.N. Pruitt (the Columbus -based photographer discussed
earlier in this chapter) photographed freak shows ¢ Patricia Yaeger referred to Welty as
2EDUUUUE D OT1-6 1E D &dRidng eafy @ photograph carnival workers
setting up, Welty became interested in the posters advertising scE EOOT Ew? 1 Ul EO? wUI
371 U1 wxOUUT UUwPkIT Ul uuEEGwRI T ufi 60 QuOIuEE WIOwdl T 1T wUEDE Ow!

group of bystanders in fancy clothes being horrified by an alleged snake-OE 08 w( 01 Uz Uw

218 Patricia Yaeger, Dirt and Desir@O wt | d w? +1 Uz UWET T DOwhDUT wlT 1T wx UOEOT Qwoil wE O
as freak-obsessed and fiercelyfE DPUUUUEDOT wEUwWw$ UEOUEwW6ET OUawEEOWEOOUDPUUI OUOa
puUi U0Owi DOT UUOWI 1 6BUOT UOwWYOPEIT Uy 2
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black-and-white square format photographs in Whispering Pines gesture toward

(@)

UEUUz UWEOE w61 OUa z Kshowipéste® {figuie 89. Uw Ol wi Ul E

Despite being in the mystical, primordial backwoods of Mississippi, Whispering

wUOT 1 w

Il EET T UwoOi w?21 OOEEOPAEUDOD

O
C

/ DOI UwbUwkpbUOI B

6
juxtaposes objects from far-flung corners of the globe to the remotest corners of
, PUUPUUDxxDPdw( Ol UzUwPOET T UWET xDPEUWEwWxOEET wUI 1 O

postcolonial, postmodern Mississippi. One photograph is a still -life pastiche ¢ a black-

and-white photograph of Triplett, a King Edward Imperial cigar box, an d several tape
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product combining musical traditions from Africa, the Middle East, and Europ e, is
recorded on a tape manufactured in Hong Kong, an outpost of the British Empire until
1997. Triplett, a cultural product of the Mississippi backwoods, is assembled along with

these disparate yet tortuously related artifacts (figure 72).219

219|mes was a still photographer for the 1991 Mira Nair film, Mississippi Masalawhich illustrates the

complicated cultural juxtapositions erupting a long the Delta in the 1980s. The film stars Denzel Washington

and chronicles the romance between his character, a black Mississippian, and an Indian woman played by

Sarita Choudhury, whose family was displaced to Mississippi from Uganda when Idi Amin took  power in

RUNA RS w?2#U0UDPOT wUOT T w! UPUPUT wUUOT wbOw( OEPEOWOEOa w( OEPEOUwWPI
railroad. When the railroad was complete, most of the Indians decided to make Uganda their new home.

Soon they became rich property owners and enjoyed a far better standard of living than native Ugandans.

Some conservative parents of second generation Ugandanindians refused to permit their children to marry

OEUDPYI w4l EOEEOUG8( Ow- OY1I OET UwOi whuNAT w&i Ol icave( EDw OPOwWOE
AT EQEEOWEVUWI 1 whEOUI Ew [ UPEEWUOWE] WEws EOEEOQw [ UPEES 7> w, DU
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Mississippi PUD UT Uw" a OUT b E w2 Cdlektial Dudepdaddresgeg theuO O Y 1 O w
theme of globalization and hybridity in Mississippi. Sometimes the cultural
juxtapositions are bizarre and jarring enough to seem surreal. In her novel, a

Mauritanian teenager named Boubacar immigrates to the fictitious Delta town of

Madagascar, Mississippi. The first person he meets is the Chinese man, Angus Chien,

PT OwUUOUwW" 1 01 UUPEOW&UOET UaOwUl T wOOPOwWI UOET UawU
UT 1T wObUUOI 2Wiehid dneuddddaroftiBemovel he is asked by a visitor if he has

EQawl OOEWEEUEI EUI Ow" 1 Pl OQwUl xOP1 UwbbUT whOUEUwWUI
i ECWEPUEUOWEwWUOUUI T UOWEUE P Ow®iTRe(CeléstaBrnad) OU wOEUE
2011 wOEUUwWOI wE ingsé&rinitauhtr® Sded had @sed@d exist ih almost

every river town between Memphis and New Orleans and sold plaid flannel shirts from

Taiwan, sardines from Finland next to pantyhose from North Carolina. 22?2 " T 1 E x w

i EOPOPI UwUT EQwOOYI Ewi UOOwWw* EOXEOEwWUOwW&UI 1 OPOOEOW, PUUDUUDX
complexion, she was often mistaken for Mexican. Her father holds a grudge against the black Africans who

displaced him and took over his property. Meena begins having an affair with a black man who runs a

EUUDOI UUWEOI EOPOT WEEUxT OUwWPOwWOOUT OwU OOOU dold wéeueds, Bridwi O wU1 O
Internet Movie Database summary, written by Ed Sutton,

http://www.i mdb.com/title/tt0102456/plotsummary Color photographer Mitch Epstein was the co -producer

and production designer of the film.

220 Shearer,Celestial 32.
221 Cynthia Shearer, The Celestial Jukeb{Washington D.C.: Shoemaker & Hoard, 2005).
222 Shearer,Celesial, 31.
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cotton-candy textured baby dresses from the Philippines hung on a dusty rack alongside
camouflage t-shirts from Alabama meant for deer hunters. Shotgun shells and tractor
sparkplugs, Elvis and Ole Miss t-shirts, baby formula and diapers, herbicides and

hemorrhoid ointments, horse liniment, bridl T U6 " OUUUwpPIi Ul wWEOPEaAUWUEOODI

OEEQGUI UWEEEEUUWUT EVwi EEWE 00| 2th&@eisad Elédmerit & & wi UOOw

the marvelous real in the sheer plentitude and strangeness of these juxtapositions of
consumer products. Yet they illustrate the pra gmatist reality of the post -industrial South
and the way that consumption unifies and levels difference between cultural products.
21T 1T EUIl Uz UwET UEUDxUDOOWO! wOT T wl UOUx wOIl wi OUUI
Boubacar makes his home is similarly fantastical. Like a mirage in a desert of Mississippi

woods there is a glimmering apparition:

Next door, a rickety boathouse stood on its piers over

the water, and stark, strange animals made from bright
stovepipe stood above it. A sign arched over an oyster ell
path from the road to the boathouse, ANARCHY GARDEN

OF THE MEZZALUNA MILENNIUM. Tiny dolls dangled

like little white corpses from it. The small trees around the
boathouse were cobwebbed with gold lights strung in a
disorderly way. Si lver disks made from pie pans reflected

the sun, and shards of colored glass dangled from strings, and
clinked dully together. On the bare branches of a dead tree, bottles
of many colors were upended.224

223 Shearer,Celestial33.
224 Sshearer,Jukebox28. Boubacar identifies the colored bottles as having the ability to detain whatever spirits
meant harm to the household and theorized that the neighbors could be from Senegal.
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What Shearer describes is very similar to the apparition or mirage that Birney
( Ol UugeDainE OONUUT U w3T 1T wOOOOT UExT wuUl EUI EUI UwUT 1 wE
and entering the spaces, rendered in spectacular color. In doing so, he crossed over from

a white Mississippi boyhood policed by racial division into another world.
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4. William Greiner
Catastrophe has a way of making the ordinary extraordinary, journalist Robin
Miller wrote in a review of Baton Rouge -EEUT Ewx 1 OUOT UExT T Uwe DOOPEOQuw*
2008 exhibit Fallen Pardise: Photographs of New Orleans, 1 285! Mostly m ade prior to
the 2005 Hurricane Katrina disaster, the Fallen Paradisphotographs depict supposedly
overlooked elements of the metropolitan New Orleans landscape ¢ parking lots,
drainage pipes, trailers, movie theaters, and pool hallst in expressive color. In these
images, urban/suburban detritus takes on heightened significance, as it does in some
horror and suspense films. In such films, an apparently mundane detail is unveiled as

hugely significant DO wUT 1 wET OOUI O OUB w. O1 woOi w&UI PO Uz Uwl C
photographer William Eggl eston, whom critics have observed often invests the

seemingly quotidian and mundane with monumentality and who has influenced

filmmakers such as David Lynch that traffic in suspense and rely heavily on color to

create a mood?

In the wake of Hurricane Katrina , the underlying edginessof & Ul DOl Uz Uwb OET |

seemed acutely palpable and foreboding to some onlookers, who noted that such

1 The exhibit was on display at the Louisiana Museum of Art and Science in Baton Rouge in 2008.

2 pOUOOwW* UEOT UwbhOi EOOUUOGawWUT i1 UUT EwOOws$T T Ol U0OGOzUwxT O0OT C
$77 01 U0OOzZUWHNAL w, UUT UOwWOI! w, OET UOw UCwi R2PEPUBR@®E w POUOO
York TimegMay 28, 1976). William Greiner and William Eggleston had a show together at the

Contemporary Arts Center in New Orleans in 1993.
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attentive, color-laden portraits of urban, exurban, and suburban commonplaces seemed

to mysteriously foreshadow the horrors of Katrina.® A 1998 image depicts the infamous

17 Street Canal (which released floodwaters into New Orleans after Katrina) abstracted

and distanced from its function (figure 7346 ww6 1 I Ow& Ul DOT UWOEET wUT DU w>
idea disaster would strike seven years later, that the canal would flood the city. No one

E D EYetan unspoken, ill-defined dread seems to nip at the edges of these sometimes

harshly colored, mostly un -peopled landscapes? Intuition, Robin Miller observed ¢ a

mysterious, almost supernatural form of privileged prescience ¢ played an im portant

ODQUwxBEBUVUOwW?' | wWEPEOZ Uwx OEOwWUIT b

[0}

UOOT wbOwe&UI-H
restinthel EOOI Ua 0> wUI 1 wabbutteel FalenPearadise @B)I0N S w? 31T 1 a wN U L

T Exxl Ol E6 w OQwl POOWEBEwWUT EUz Uwbp itighthtis 1 z OOwUl O0uw
xT OUOT UExT aOwEOEwWPUz BwxUl OUAwWOUET wOOWUEUT 1 08~
31 OEPOw, DPOOT UOwW?/ 1T OUOUw" ExUUUIT w$ YBatddAblga Advdcdteagadin®l EOUw! 1 1 OL

Ul EUPOOOWKk$Ow UT UU0wt Owl YYWSww?3T 1 wUET 61 Uwki UT wuddi 01 pOI
parking lots, old buildings + 0001 wOl wPUwWOOOWUx]1 EPEOGSE? w, DOOT UWOEUT UYI1 E3 w3l
New Orleans area forever changed by hurricanes Rita and Katrina.

4, DOOT UOw?/ T OU O UNstrdet-Chnd fidws intal 2Ke Pantah&rtrain. It sits on the boundary

between New Orleans and the suburb of Metairie. It forms a large portion of the boundary. During

Hurricane Katrina, part of t he canal wall split open and released floodwaters into the city.

5 Anne Price of the Baton Rouge Advocatalled Fallen Paradis& w? U1 OEUOEEOI wx1 OUOT UExT PEwUI
EI EOPOI woOi wxEUUUwWOT wEwl Ui ECwEPUAS>»w UT UU0wl KOwl YY WS w

6, DPOOI UOw?/ 1T OUOTIUEXE Baw-ElxHuw.U0 QisOU w! 11 OUTl w* EVUDPOES» wa& Ul PO
xT OUOT UExT PEWPOUUDPUDOOOW? (wPOUOWPOOUPUDYI Oadw( wbOUOwWOOWPD
at a certain moment, and try to translate that into the subjective process of going out to the world and

ET OOUPOT whT1 EOwWwPUWDOEOUETI EWEOEwWPT ECwPUwI REOQUET EwPOwWUT 1T wxb
to or used in the service of the occult and attempts to understand the supernatural. See Clement

Cheroux,The Perfect Medium: Phajeaphy and the OcculfNew Haven: Yale University Press, 2005); and
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In this chapter, | discuss selected images most of themi UOOwUT Ul 1 woOi w&UI b
pre-Katrina photographic series ¢+ Gone But Not Forgottei1991-1996),The Reposed 9893
1998), andHomefront(19922002). Each of these seriedike Fallen Paradiseseens to
express in visceral color an unsettled attitude toward the Greater New Orleans and
Baton Rouge Metropolitan Areas. Admittedly, this unsettled quality in the photographs
is especially palpable fromapost* EUUDOE wWYEOQOUET | wxOPOUS w? (wl Ul Puw
Pl PET wUPUUWEUWEOwWI 01 YEUPOOWEEOY!T wUl EwoOl YI 00?2 w&
a child, | often wondered if the Gulf of Mexico would one day swallow us. | would look
out over the levees, half expecting to see a wall of water rushing towards me. As we all
O00O0POwWUT EUWE E a wELXE mabythér NdiviDBeAriahs§those who were
fortunate enough), Greiner relocated to Baton Rouge after Katrina.8 He did it
begrudgingly, adjusting uneasi ly and mournfully to the new landscape. Like Eggleston,

Greiner claims to stay away from broad social issues in his work for the most part, but

Antliff, Mark and Vivien Green, The Vorticists: Rebel Artists in London and New Y{rkndon:Tate, 2010), and

Doyle, Arthur Conan, The Case for Spirit Photograpfijew York, George H. Dorcan, 1923).

"TWUEEUPOOwW, ET EADOI Ow?6PDOOPEOwW&E&UI DOT Uz UwW+EQEZUwW$ OEO? WEEUIT v
8231 1 WEOOEUI Ul wESGEWUOUIT 1 UwoOi w! E0COOwW10UT 1 wEUI wEwli EVwWEUa wi U
yachting along Lake Pontchartrain that suffered seY 1 Ul wi UUUPEEOI weEEOET 1 6> w?. YI UOPT T U
replaced New Orleans as the most populous city in the state. And with that titte come all the challenges of a

EOOODPOT wOl UUOXxOOPUB?» w( EOwW4UEPOEWEOE W) 1 Ul Oa w 100 1 Gukidaro 2Uu .
The New York Time&September 2, 2005).
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EEOPUUWUT EUw* EUUDOEWOEE] wi POwWw?01 DPOOWEEOUOWUT T w
It may seem anachronisticand un-UBT QU O U U wU O wU 2805 wadkin B O1 Uz Uw:

light of the Katrina disaster. However, as art historian Gennifer Weisenfeld has noted,

xT OUOT UExT UwEEUUawkPDUT POwWUT 1 OQwYI U0UDT T UwOi wlOi T w

underscoring the present temporal position of t he viewer, who embodies the potential to

EEOwDbOwWUT 1 wi UOUUI O2 wel DUI OiI 1 OEwbpUDUI UOw? xT OUOIT

PT DOl wUI POI OUEDPOT WE WD U0 WIO & 0 wkaDit i §iaphsau x U

in the Gone But Not Forgotten, Reposaad Homefrontseries communicate an imminent

unsettledness, even doom, through expressive and sometimes supersaturated color.

Their ability to communicate unsettledness is due in part to several cultural, political,

and environmental factors that predated but are socially and politically related to how

*EUUDPOEZUWED Ul UOEUT wPEUWUOET UUUOOEwWEA wWUT T wdl ED

These factors are the 1990s and early 2000s climate of race relations in the United States

and the creeping sense of imminent environmental and urban disaster in the ever -

precarious setting of Greater New Orleans, Baton Rouge, and nearby parishes. The

photographs communicate uneasiness by means of visceral color and the choice of

subject. In highlighting an apparently mundane d etail, they create suspense in the

9 June 25, 2011 email from Greiner to author.
10 Gennifer Weisenfeld, ( OET DODPOT w# DUEUVUDT Uo w3 O00aOwWEOEWUT i wsPUUEOwW" UOUL
(Berkeley and Los Angeles: University of Californi a Press, 2012): 6.
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