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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. I 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 1970s-early 

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. I 

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.  

  I discuss the critical reception of William Eggleston's 1976 photography 

exhibition at MoMA. I 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. 
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I 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 

 

$ÎÎÓÌÚÛÖÕɀÚɯ2ÖÜÛÏɯÐÚɯÈɯ×ÓÈÊÌɯÞÏÌÙÌɯÛÏÌɯÏÖÙÙÖÙÚɯÖÍɯÏÐÚÛÖÙàɯÚÜÎÎÌÚÛɯÕÖɯÚÖÓÜÛÐÖÕ...1 

 

When color is needle-ÚÏÈÙ×ȱ6ÏÌÕɯÛÏÌɯÚÊÙÌÌÕɯÊÖÔÌÚɯÝÐÉÙÈÕÛÓàɯÈÓÐÝÌȱàÖÜɯÒÕÖÞɯÐÛɀÚ 

Kodachome film.2 

 

In this dissertation I 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 

×ÌÙÐÖËɯÞÈÚɯÈÊÊÖÔ×ÈÕÐÌËɯÉàɯÛÏÌɯÕÈÛÐÖÕÈÓɯ×ÙÌÚÚɀÚɯÚÏÐÍÛɯÐÕɯÍÖÊÜÚɯÍÙÖÔɯÊÐÝÐÓɯÙÐÎÏÛÚ struggles 

                                                      

1 &ÙÈÊÌɯ$ÓÐáÈÉÌÛÏɯ'ÈÓÌȮɯɁ$ÎÎÓÌÚÛÖÕɀÚɯ2ÖÜÛÏȯɯ ÓÞÈàÚɯÐÕɯ"ÖÓÖÙȮɂɯSouthern Spaces, June 27, 2013. 

http://southernspaces.org/2013/egglestons-south-always-color 
2 Advertisement for Kodachrome, b ack page, Bruce Downes, ed. 1960 Color Photography Annual. New York: 

Ziff -Davis, 1960. 
3 In her 1991 dissertation, Stein explains that art photographers were slow to turn to color. One reason was 

that black-and-ÞÏÐÛÌɯÍÐÓÔɯÞÈÚɯÍÈÚÛÌÙȮɯÈÕËɯ×ÙÖÊÌÚÚÐÕÎɯÈÕËɯ×ÙÐÕÛÐÕÎɯÞÌÙÌɯÊÏÌÈ×ÌÙȭɯ%ÜÙÛÏÌÙÔÖÙÌȮɯɁÛÏÌɯÐÕÐÛÐÈÓɯ

chemical process used to develop the film ÙÌÕËÌÙÌËɯÛÏÌɯËàÌÚɯÜÕÚÛÈÉÓÌȭɂɯ6ÏÐÓÌɯÛÏÌɯ×ÙÖÉÓÌÔɯÖÍɯÚÛÈÉÓÌɯËàÌÚɯ

was largely mitigated by 1939 ɬ ÛÏÌɯàÌÈÙɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÉÐÙÛÏɯɬ by a new process of development that 

×ÙÖËÜÊÌËɯÈɯÚÛÈÉÓÌɯÍÖÙÔɯÖÍɯÊÖÓÖÙɯÛÙÈÕÚ×ÈÙÌÕÊàȮɯɁ×ÏÖÛÖÎÙÈ×ÏÌÙÚɯØÜÐÛÌɯÙÌÈÚÖÕÈÉÓàɯÊÖÕÛÐÕÜÌËɯÛÖɯÞÖnder about 

ÛÏÌɯ×ÌÙÔÈÕÌÕÊÌɯÖÍɯ*ÖËÈÊÏÙÖÔÌɀÚɯÊÖÓÖÙɯÙÌÕËÌÙÐÕÎȭɂ 2ÈÓÓàɯ2ÛÌÐÕȮɯɁ3ÏÌɯ1ÏÌÛÖÙÐÊɯÖÍɯÛÏÌɯ"ÖÓÖÙÍÜÓɯÈÕËɯÛÏÌɯ

Colorless: American Photography and Material Culture Bet ween the Wars (Volumes I and II) (PhD diss., 

Yale University, 1991). 
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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 to depict, as 

ÏÐÚÛÖÙÐÈÕɯ&ÙÈÊÌɯ'ÈÓÌɯÐÕËÐÊÈÛÌÚɯÐÕɯÛÏÌɯÈÉÖÝÌɯÌ×ÐÎÙÈ×ÏȮɯÈɯÔÖÙÈÓÓàɯÈÔÉÐÎÜÖÜÚɯɁÕÌÞɂɯ

South, different but also not entirely removed from the villainous South portrayed in 

civil rights photography. 5 The photographers I discuss here use color for idiosyncratic 

personal expression but speak to contemporary issues in the South ɬ mass 

suburbanization, the increasing prevalence of de facto segregation, environmental 

degradation, and the dissolution of southern identity. I 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 HalÓȮɯɁ3ÏÌɯ+ÖÕÎɯ"ÐÝÐÓɯ1ÐÎÏÛÚɯ,ÖÝÌÔÌÕÛɯÈÕËɯÛÏÌɯ/ÖÓÐÛÐÊÈÓɯ4ÚÌÚɯÖÍɯÛÏÌɯ/ÈÚÛȮɂɯThe Journal of 

American History, vol. 91, no. 4 (March 2005), 1233-1263: 1235-ƕƖƗƚȭɯ'ÈÓÓɯÕÖÛÌÚɯÛÏÈÛɯÛÏÌɯɁÕÈÛÐÖÕÈÓɯ×ÙÌÚÚɀÚɯ

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 

ÊÈÔÌÙÈÚɯÛÜÙÕÌËɯÈÞÈàɯÍÙÖÔɯÛÏÌɯ2ÖÜÛÏȮɯÐÎÕÖÙÐÕÎɯÛÏÌɯÚÖÜÛÏÌÙÕɯÊÈÔ×ÈÐÎÕɀÚɯÌÝÖÓÝÐÕÎɯÎÖÈÓÚȮɯÖÉÚÊÜÙÐÕÎɯ

interregional con nections and similarities, and creating a narrative breach between what people think of as 

ȿÛÏÌɯÔÖÝÌÔÌÕÛɀ ÈÕËɯÛÏÌɯÖÕÎÖÐÕÎɯ×Ö×ÜÓÈÙɯÚÛÙÜÎÎÓÌÚɯÖÍɯÛÏÌɯÓÈÛÌɯƕƝƚƔÚɯÈÕËɯÛÏÌɯƕƝƛƔÚȭɂ 
5 (ÕɯÜÚÐÕÎɯÛÏÌɯÛÌÙÔɯɁÝÐÚÜÈÓɯÌßÊÌÚÚɂɯ(ɯÈÔɯÍÖÓÓÖÞÐÕÎɯÊÜÓÛÜÙÈÓɯÊÙÐÛÐÊɯ2ÛÌÝÌÕɯ2ÏÈÝÐÙÖȮ who described the 1989 film 

Blue Steel ÈÚɯÈɯɁ×ÖÞÌÙÍÜÓÓàɯÚÛàÓÐáÌËɯÌßÌÙÊÐÚÌɯÐÕɯÝÐÚÜÈÓɯÌßÊÌÚÚȭɂɯ(ÕɯÛÏÐÚɯÍÐÓÔȮɯÏÌɯÞÙÐÛÌÚȮɯɁÓÐÎÏÛɯÈÕËɯÚÏÈËÖÞɯÈÙÌɯ

×ÙÖÑÌÊÛÐÖÕÚɯÖÍɯÈÕɯÐÕÛÌÕÚÌɯÚÜÉÑÌÊÛÐÝÐÛàȮɯÝÐÖÓÌÕÛÓàɯÈÛɯÞÈÙɯÞÐÛÏɯÐÛÚÌÓÍȭɂɯ'ÐÚɯÖÉÚÌÙÝÈÛÐÖÕÚȮɯ(ɯÞÖÜÓËɯÈÙÎÜÌȮɯÏÈÝÌɯ

parallÌÓÚɯÐÕɯ×ÏÖÛÖÎÙÈ×Ïàȭɯ(ÕɯÍÐÓÔɯÝÐÌÞÐÕÎɯÎÌÕÌÙÈÓÓàȮɯ2ÏÈÝÐÙÖɯÞÙÐÛÌÚȮɯɁÛÏÌÙÌɯÐÚɯ×ÓÌÈÚÜÙÌɯÈÕËɯÔÖÙÌɯÛÏÈÕɯ

×ÓÌÈÚÜÙÌȯɯÈɯÙÐÚÐÕÎɯÚÊÈÓÌɯÖÍɯÚÌËÜÊÛÐÖÕȮɯËÌÓÐÙÐÜÔȮɯÍÈÚÊÐÕÈÛÐÖÕȮɯÈÕËɯÜÛÛÌÙɯÈÉÚÖÙ×ÛÐÖÕɯÐÕɯÛÏÌɯÐÔÈÎÌȭɂɯ6ÈÓÛÌÙɯ

Benjamin argued that the experience of film, like that of Dadaist art work, is ultimately tactile, as Shaviro 

ÖÉÚÌÙÝÌÚȭɯɁ(ÛɯÏÐÛÚɯÛÏÌɯÚ×ÌÊÛÈÛÖÙɯÓÐÒÌɯÈɯÉÜÓÓÌÛȮɯÐÛɯÏÈ××ÌÕÚɯÛÖɯÏÐÔȮɯÛÏÜÚɯÈÊØÜÐÙÐÕÎɯÈɯÛÈÊÛÐÓÌɯØÜÈÓÐÛàɂɯȹ!ÌÕÑÈÔÐÕɯ

quoted in Shaviro, 49). Steven Shaviro, The Cinematic Body (University of Minnesota: Minne apolis, 1993). 

2ÜÊÏɯÛÈÊÛÐÓÐÛàȮɯÝÐÚÜÈÓɯÈÉÚÖÙ×ÛÐÖÕɯÈÕËɯɁÐÕÛÌÕÚÌɯÚÜÉÑÌÊÛÐÝÐÛàɂɯÈÊÏÐÌÝÌËɯÉàɯÞÈàɯÖÍɯÕÖÛɯÖÕÓàɯÓÐÎÏÛɯÈÕËɯÚÏÈËÖÞɯ

but also color is present in the work of Eggleston, Imes, and Greiner. 
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ÕÈÛÐÝÌɯ)ÐÔÔàɯ"ÈÙÛÌÙɀÚɯƕƝƛƚɯ×ÙÌÚÐËÌÕÛÐÈÓɯÊÈÔ×ÈÐÎÕɯɬ ÈÕɯÈÞÈÙÌÕÌÚÚɯÖÍɯɁÛÏÌɯÔoral 

complexities of lifÌȮɂɯÈ perspective that appealed to Americans after Vietnam and 

Watergate.6   

 

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 social reforms 

rooted in the progressive era and brought to fruition under President Franklin D. 

Roosevelt and the New Deal. In 1956, the Montgomery boycot t was the first mass action 

crusade for racial equality that would change U.S. society as much as any movement on 

the left since the one that helped end slavery, according to historian Michael Kazin . 

Ɂ ctivists in the black freedom movement aimed to transform not just the racial order in 

ÛÏÌÐÙɯÖÞÕɯÕÈÛÐÖÕɯÉÜÛɯÛÏÌɯÚÖÊÐÈÓɯÏÐÌÙÈÙÊÏàɯÖÍɯÛÏÌɯÜÕÑÜÚÛɯÞÖÙÓËȭɂ7 In San Francisco, the 

same year of the Montgomery boycott, poets were expressing radicalism in works such 

as Howl and Other Poems (1956) by Allen Ginsberg. Ginsberg represented a radical voice 

                                                      

6 "ÏÈÙÓÌÚɯ1ÌÈÎÈÕɯ6ÐÓÚÖÕȮɯɁ"ÈÙÛÌÙɯ$ÙÈȮɂɯÐÕɯ"ÏÈÙÓÌÚɯ1ÌÈÎÈÕɯ6ÐÓÚÖÕɯand William Ferris, eds.  Encyclopedia of 

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

#ÌÔÖÊÙÈÛÐÊɯ/ÈÙÛàɯÊÖÕÝÌÕÛÐÖÕȮɯɁÛÏÌɯÕÈÛÐÖÕÈÓɯÔÌËÐÈɯËÌÝÖÛÌËɯÌÝÌÕɯÔÖÙÌɯÈÛÛÌÕÛÐÖÕɯÛÖɯÜÕËÌÙÚÛÈÕËÐÕÎɯÛÏÐÚɯÕÌÞɯ

South that had produced Carter. Saturday Review ×ÜÉÓÐÚÏÌËɯÈɯÚàÔ×ÖÚÐÜÔɯÖÕɯÛÏÌɯȿ2ÖÜÛÏɯÈÚɯÛÏÌɯ-ÌÞɯ

 ÔÌÙÐÊÈɀɯÐÕɯÐÛÚɯ2Ì×ÛÌÔÉÌÙɯƕƝƛƚɯÐÚÚÜÌȰɯU.S. News and World Report ËÐËɯÈɯÍÌÈÛÜÙÌɯÖÕɯÛÏÌɯȿ-ÌÞɯ2ÖÜÛÏɀɯÖÕɯƖɯ

August 1976; and Time magazine provided an in -depth look at  ÛÏÌɯÙÌÎÐÖÕɯÛÏÙÖÜÎÏɯÛÏÌɯȿ2ÖÜÛÏɯ3ÖËÈàɀɯÚ×ÌÊÐÈÓɯ

ÚÌÊÛÐÖÕɯÖÍɯÐÛÚɯƖƛɯ2Ì×ÛÌÔÉÌÙɯƕƝƛƚɯÐÚÚÜÌȱɂ6ÐÓÚÖÕȮɯƕƕƖƝ-1130. 
7 Michael Kazin, American Dreamers: How the Left Changed a Nation (New York: Random House: 2011). 



 

 

4 

ɁÐÕɯÈÕɯÌÙÈɯÔÈÙÒÌËɯÉàɯ×ÖÓÐÛÐÊÈÓɯÔÖËÌÙÈÛÐÖÕɯÈÕËɯÈÕɯÜÕÌÈÚàɯÒÐÕËɯÖÍɯÊÜÓÛÜÙÈÓ ÊÖÕÍÖÙÔÐÛàȭɂ 

The radical movement of the 1960s encompassed a variety of causes, including black 

ÍÙÌÌËÖÔȮɯ"ÏÐÊÈÕÖɯÙÐÎÏÛÚȮɯÞÖÔÌÕɀÚɯÓÐÉÌÙÈÛÐÖÕȮɯÎÈàɯÓÐÉÌÙÈÛÐÖÕȮɯÛÏÌɯÙÐÎÏÛÚɯÖÍɯÛÏÌɯËÐÚÈÉÓÌËȮɯ

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 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌȮ and his resultant 

influence on other photographers. I chose to discuss Birney Imes because he is a 

Mississippi photographer who has produced what I 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 I chose to discuss William K. Greiner is because he has stated that Eggleston was 

ÈɯÔÈÑÖÙɯÐÕÍÓÜÌÕÊÌɯÖÕɯÏÐÔȭɯ'ÖÞÌÝÌÙɯ(ɯÈÓÚÖɯÍÖÜÕËɯ&ÙÌÐÕÌÙɀÚɯÜÚÌɯÖÍɯÊÖÓÖÙȮɯÌÚ×ÌÊÐÈÓÓàɯÐÕɯÏÐÚɯ

photographs of LouiÚÐÈÕÈɯÊÌÔÌÛÌÙÐÌÚȮɯÛÖɯÉÌɯÉÌÈÜÛÐÍÜÓȮɯÈÕËɯÊÖÕÊÜÙɯÞÐÛÏɯ2áÈÙÒÖÞÚÒÐɀÚɯ

ÊÖÔÔÌÕÛɯÛÏÈÛɯ&ÙÌÐÕÌÙɀÚɯÐÔÈÎÌÚɯÈÊÏÐÌÝÌɯÈÕɯÜÕÊÈÕÕàɯÌÍÍÌÊÛɯÖÍɯɁÈÐÙÓÌÚÚÕÌÚÚɂɯÛÏÈÛɯÐÚɯ

                                                      

8 Kazin, 216. 
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captivating. 9 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, I 

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, I discuss how the media presented the South 

as a region when the major exhibitions and monographs of these artists appeared in the 

ƕƝƛƔÚȮɯƕƝƜƔÚȮɯƕƝƝƔÚȮɯÈÕËɯƔƔɀÚȭɯ(Õ the 1970s, historian Grace Hale notes, the 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 to W. Fitzhugh Brundage, tourism promoters in 

southern states were deploying images of the South little changed from those of the 

ÌÈÙÓàɯÛÞÌÕÛÐÌÛÏɯÊÌÕÛÜÙàȭɯɁ2ÖÜÛhern states accounted for three of the top five (and five of 

ÛÏÌɯÛÖ×ɯÛÌÕȺɯÚÛÈÛÌɯÈËÝÌÙÛÐÚÐÕÎɯÉÜËÎÌÛÚɯËÜÙÐÕÎɯÛÏÌɯƕƝƛƔÚȮɂɯ!ÙÜÕËÈÎÌɯÕÖÛÌÚȭɯ#ÜÙÐÕÎɯÛÏÈÛɯ

ÛÐÔÌȮɯɁÎÌÕÛÐÓÐÛàɯÈÕËɯÏÐÚÛÖÙÐÊÈÓɯÙÖÔÈÕÊÌɯÞÌÙÌɯÛÏÌɯ×ÙÖÍÍÌÙÌËɯÈÛÛÙÈÊÛÐÖÕÚȭɂɯɯ!ÈÛÖÕɯ1ÖÜÎÌɯ

ÊÈÓÓÌËɯÐÛÚÌÓÍɯɁ/ÓÈÕÛÈÛÐÖÕɯ"ÖÜÕÛÙàȮɂɯÈÕËɯÈɯÉÙÖÊÏÜÙÌɯÉÖÈÚÛÌËɯÛÏÈÛɯ-ÈÛÊÏÌáȮɯ,ÐÚÚÐÚÚÐ××ÐȮɯ

ÞÈÚɯɁ6ÏÌÙÌɯÛÏÌɯ.ÓËɯ2ÖÜÛÏɯ2ÛÐÓÓɯ+ÐÝÌÚȭɂɯ(ÕËÌÌËȮɯ!ÙÜÕËÈÎÌɯ×ÖÐÕÛÚɯÖÜÛȮɯɁÔÈÕÚÐÖÕÚȮɯÞÏÐÛÌɯ

                                                      

9 !ÐÓÓɯ9ÌÌÉÓÌȮɯɁ3ÏÌɯ1Ì×ÖÚÌËȮɂɯNational Public Radio (April 12, 2000). 
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belles in hoop skirts, and Civil War shrines were the hallmarks of southern tourism 

duriÕÎɯÛÏÌɯƕƝƛƔÚȭɂ10  

  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.  I draw from secondary 

historical sources including books and articles published within the last 20 years on 

ÚÊÏÖÖÓɯÉÜÚÐÕÎȮɯÛÏÌɯÌÔÌÙÎÌÕÊÌɯÖÍɯɁÊÖÓÖÙɯÉÓÐÕËɂɯÊÖÕÚÌÙÝÈÛÐÚÔɯÈÕËɯÙÌ-appropriation of the 

language of the civil rights movement by political conservatives, the continuing racial 

segregation and suburbanization of the metropolitan U.S. landscape, and the increasing 

political, economic, and cultural influence of Sunbelt states. My primary sources include 

ÕÌÞÚ×È×ÌÙÚȮɯÖÙÈÓɯÏÐÚÛÖÙÐÌÚȮɯÈÕËɯÐÕÛÌÙÝÐÌÞÚȭɯ,àɯÈÐÔɯÐÚɯÛÖɯÌß×ÓÖÙÌɯÏÖÞɯɁÈÙÛÐÚÛÐÊɂɯÊÖlor 

photographs of the Deep South were and continue to be received in the post-civil rights  

movement, post-Watergate, post-Vietnam era.   

 

 

 

                                                      

10 W. Fitzhugh Brundage, The Southern Past: A Clash of Race and Memory (Cambridge: Harvard Belknap Press, 

2005), 310-Ɨƕƕȭɯ2ÜÙÝÌàɯËÈÛÈɯÙÌÝÌÈÓÌËɯɁÛÏÈÛɯÉÓÈÊÒÚɯÚ×ÌÕËɯÔÖÙÌɯÔÖÕÌàɯÛÏÈÕɯÖÛÏÌÙɯÛÖÜÙÐÚÛÚȮɂɯ!ÙÜÕËÈÎÌɯÞÙÐÛÌÚȭɯ

3ÏÐÚɯËÈÛÈɯɁÊÈÜght the eye of public officials eager to use tourism to revitalize depressed communities across 

ÛÏÌɯ2ÖÜÛÏɀÚɯÏÐÕÛÌÙÓÈÕËȭɂ 
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Color Photography  

  Throughout this dissertation, I 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.  I explore how these color 

photographs make metaphorical statements about race and race relations in the Deep 

South (whether it was the intention of the photographer to do so or not). Histor ian Grace 

Hale argues that ÖÕÌɯÖÍɯÛÏÌɯÞÖÙÒÚɯËÐÚ×ÓÈàÌËɯÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯƖƔƕƗɯÚÏÖÞɯÈÛɯÛÏÌɯ

Metropolitan Museum of Art makes explicit reference to race relations,  ɁÈɯÚÜÉÑÌÊÛɯÛÏÈÛɯ

dominates much photography made in t he South in the 1960s and 1970sɂ (figure 8).11 I 

ÞÐÓÓɯÈÙÎÜÌɯÛÏÈÛɯÛÏÌɯÛÖ×ÐÊɯÖÍɯÙÈÊÌɯÐÚɯÙÌÓÌÝÈÕÛɯÛÖɯÔÈÕàɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚȮɯÈÚɯÞÌÓÓɯ

as those of Greiner and Imes. I will also suggest that it is impo ssible to leave the topic of 

ÙÈÊÌɯÈÚÐËÌɯÐÕɯÍÖÙÔÜÓÈÛÐÕÎɯÈɯɁÛÏÐÊÒɯËÌÚÊÙÐ×ÛÐÖÕɂɯÖÍɯÛÏÌÐÙɯÞÖÙÒɯÛÏÈÛɯÐÚɯÈÛÛÌÕÛÐÝÌɯÛÖɯÛÏÌɯ

×ÖÓÐÛÐÊÚɯÖÍɯÔÌÔÖÙàɯÈÕËɯÛÏÌɯɁËÐÈÓÌÊÛÐÊɯÖÍɯÔÌÕÛÐÖÕÚɯÈÕËɯÚÐÓÌÕÊÌÚɂɯÐÕɯÏÐÚÛÖÙàɯÞÙÐÛÐÕÎɯȹÈɯ

practice photography participates in). 12 In this dissertation, I argue for the intertwined 

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

                                                      

11 (ÉÐËȭɯ3ÏÌɯÐÔÈÎÌɯÚÏÌɯÙÌÍÌÙÚɯÛÖɯÐÚɯɁ4ÕÛÐÛÓÌËɯȹ2ÜÔÕÌÙȮɯ,ÐÚÚÐÚÚÐ××ÐȮɯ"ÈÚÚÐËàɯ!ÈàÖÜɯÐÕɯÉÈÊÒÎÙÖÜÕËȺȮɂ 1971, 

ÞÏÐÊÏɯÍÌÈÛÜÙÌÚɯ$ÎÎÓÌÚÛÖÕɀÚɯ4ÕÊÓe Adyn and his servant Jasper. I discuss this image in chapter one. 
12 (ÕɯÜÚÐÕÎɯÛÏÌɯ×ÏÙÈÚÌɯɁÛÏÐÊÒɯËÌÚÊÙÐ×ÛÐÖÕȮɂɯ(ɯÈÔɯÙÌÍÌÙÙÐÕÎɯÛÖɯÛÏÌɯÞÖÙÒɯÖÍɯÊÜÓÛÜÙÈÓɯÈÕÛÏÙÖ×ÖÓÖÎÐÚÛɯ"ÓÐÍÍÖÙËɯ

Geertz and his method of ɁÚÖÙÛÐÕÎɯÛÏÙÖÜÎÏɯÓÈàÌÙÚɯÖÍɯÚÐÎÕÐÍÐÊÈÕÊÌɯÛÖɯËÌÙÐÝÌɯÛÏÌɯÔÌÈÕÐÕÎɯÍÙÖÔɯÛÏÌɯÕÈÛÐÝÌɀÚɯ

×ÌÙÚ×ÌÊÛÐÝÌȭɂClifford Geertz, The Interpretation of Cultures (New York: Basic Books, 1973). The phrase 

ɁËÐÈÓÌÊÛÐÊɯÖÍɯÔÌÕÛÐÖÕÚɯÈÕËɯÚÐÓÌÕÊÌÚɂɯÊÖÔÌÚɯÍÙÖÔɯ,ÐÊÏÌÓ-1ÖÓ×Ïɯ3ÙÖÜÐÓÓÖÛɀÚɯɯÉÖÖÒɯSilencing the Past: Power and 

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

 ËÔÐÕÐÚÛÙÈÛÐÖÕɀÚɯ'ÐÚÛÖÙÐÊÈÓɯ2ÌÊÛÐÖÕɯȹÐÕÊÓÜËÐÕÎɯÛÏÈÛɯÖÍɯ6ÈÓÒÌÙɯ$ÝÈÕÚȮɯ,ÈÙÎÈÙÌÛɯ!ÖÜÙÒÌɯ

White, and Jack Delano) and the civil rights movement, I 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 

ÛÏÌɯ×ÈÚÛȮɯÊÖÓÖÙɯÏÈËɯÚÐÎÕÐÍÐÌËɯɁÔÈÚÚɯÈ××ÌÈÓɯÐÕɯÈɯÊÜÓÛÜÙÌɯÖÍɯÊÖÕÚÜÔ×ÛÐÖÕȮɂɯtied to an 

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 ɬ from Baton Rouge, LA, Columbus, MS, and Memphis, TN, respectively ɬ 

ÌÔÉÙÈÊÌËɯÛÏÌɯÔÌËÐÜÔɀÚ flirtations with consumer culture while palpably wrestling with 

                                                      

13 Stein, 298. 



 

 

9 

the loss of southern cultural distinction. 14  

  In addition to the aesthetic and moral ambiguity  of color photography, the 

impact of  the work  of Eggleston, Imes, and Greiner derives largely from the visceral and 

emotional pitch of color  noted by some photographers and critics  ɬ whether  that color is 

saturated, washed-out, sublime, or vulgar. As  Stein has observed, more than black-and-

ÞÏÐÛÌɯ×ÏÖÛÖÎÙÈ×ÏàȮɯÊÖÓÖÙɯÞÈÚɯÏÐÚÛÖÙÐÊÈÓÓàɯÛÏÖÜÎÏÛɯÛÖɯɁÚÛÐÔÜÓÈÛÌɯÙÌÚ×ÖÕÚÌɯÈÛɯÈÕɯ

ÈÓÛÖÎÌÛÏÌÙɯÐÕÚÛÐÕÊÛÜÈÓɯÓÌÝÌÓȭɂ15 (ÕɯƕƝƚƝȮɯÊÙÐÛÐÊɯ(ÙÝɯ3àÉÌÓɯÞÙÖÛÌɯÛÏÈÛɯɁÉÓÈÊÒ-and-white 

images tend to be intellectual and cold, while color is anti -ÐÕÛÌÓÓÌÊÛÜÈÓɯÈÕËɯÞÈÙÔȱ"ÖÓÖÙɯ

images seem meant to be caressed with the eyes ɬ to be felt rather than thought about. 

Sensual. Emotional. VirtuaÓÓàɯÈɯÝÐÚÜÈÓɯÕÈÙÊÖÛÐÊȭɂ16 

  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  often ɁÚÐÎÕÐÍÐÌËɯÍÙÐÝÖÓÐÛàȮɂɯÈÊÊÖÙËÐÕÎɯÛÖɯ2ÛÌÐÕ, Ɂthe site of play, 

ÞÏÐÊÏɯÙÌØÜÐÙÌËɯÓÌÚÚɯÚÌÙÐÖÜÚɯÙÌÍÓÌÊÛÐÖÕȭɂ FSA photographer Jack Delano, for example, 

                                                      

14 Stein cites Arthur Rothstein and Russell Lee as two photographers who  ÞÌÙÌɯɁÜÕÞÐÓÓÐÕÎɯÛÖɯÊÖÕÚÐËÌÙɯÛÏÌɯ

way tourism was becoming an integral part of local economiesȭɂɯ+ÌÌɯÐÕɯ×ÈÙÛÐÊÜÓÈÙɯÞÈÚɯɁÔÖÙÌɯÐÕÊÓÐÕÌËɯÛÖɯ

bracket color in the extraneous categories of the foreign, or even worse, the pseudo-foreign, rather than to 

document the gaudy roadside display as evidence of an emerging social trend,ɂɯ2ÛÌÐÕȮɯƗƔƝȭɯ 
15 Stein, 5. EÈÙÓàɯÛÞÌÕÛÐÌÛÏɯÊÌÕÛÜÙàɯ4ȭ2ȭɯÈËÝÌÙÛÐÚÐÕÎɯÛÏÌÖÙàɯÚÜÎÎÌÚÛÌËɯÛÏÈÛɯɁÛÏÌɯÙÏÌÛÖÙÐÊɯÈÕËɯÈ××ÌÈÓɯÖÍɯÊÖÓÖÙɯ

ÚÌÌÔÌËɯËÐÈÔÌÛÙÐÊÈÓÓàɯÖ××ÖÚÌËɯÛÖɯÛÏÈÛɯÖÍɯÙÌÈÚÖÕÌËȮɯÝÌÙÉÈÓɯÈËËÙÌÚÚɂɯÍÈÙɯÔÖÙÌɯÛÏÈÕɯÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯ

photography.  
16 +ÐÚÈɯ'ÖÚÛÌÛÓÌÙȮɯɁ1ÌÈÓɯ"ÖÓÖÙȮɂɯÐÕɯ*ÈÛÏÌÙÐÕÌɯ ȭɯ!ÜÚsard and Lisa Hostetler, eds. Color Rush: American Color 

Photography from Stieglitz to Sherman (Milwaukee: Milwaukee Museum Museum of Art, 2013), 23.  
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once used the name Kodachrome as a synonym for touristic advertising.17 In the late 

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

ÐÕÛÌÙÍÌÙÐÕÎɯÞÐÛÏɯÈɯ×ÐÊÛÜÙÌɀÚɯɁÙÏàÛÏÔȮɯÍÖÙÔȮɯÈÕËɯ×ÌÙÍÌÊÛɯËÌÛÈÐÓȭɂɯ!ÓÈÊÒ-and-white 

×ÏÖÛÖÎÙÈ×ÏàɯÞÈÚɯÕÌÊÌÚÚÈÙàɯÛÖɯÈÊÏÐÌÝÌɯɁÏÖÕÌÚÛàɯÜÕÌÔÉÌÓÓÐÚÏÌËȱɂ18  And in 1933, FSA 

photographer Margaret Bourke -6ÏÐÛÌɯÈÙÎÜÌËɯÛÏÈÛɯÛÏÌɯɁÝÌÙàɯÉÓÈÊÒÕÌÚÚɯÈÕËɯÞÏÐÛÌÕÌÚs of 

×ÏÖÛÖÎÙÈ×ÏàȮɂɯÔÈËÌɯÐÛɯɁÚÜÐÛÈÉÓÌɯÍÖÙɯÐÕËÜÚÛÙÐÈÓɯÚÜÉÑÌÊÛÚȮɂɯÚÐÕÊÌɯÐÛɯÐÚɯɁÏÖÕÌÚÛȮɯÙÌÝÌÈÓÐÕÎȮɯ

ÈÕËɯÊÓÌÈÕÊÜÛȭɂ19 

 

Dissertation Structure  

  I begin chapter one with Eggleston, situating his work in the U.S. South of the 

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

sought to reinvent their message ÉàɯɁÌÔÉÙÈÊÐÕÎɯÈÕɯÐËÌÈÓɯÖÍɯÍÖÙÔÈÓɯÌØÜÈÓÐÛàȮɂɯÈÕËɯ

ɁÍÖÊÜÚÐÕÎɯÖÕɯÉÓÈÊÒÚɀɯÖÚÛÌÕÚÐÉÓÌɯÍÈÐÓÐÕÎÚȭɂɯ(Õɯdoing so, they ÈÕÎÓÌËɯÛÖɯÉÌɯÛÏÌɯɁÛÙÜÌɯ

                                                      

17 Stein, 307-ƗƔƜȭɯɯ3ÏÌɯÐËÌÈɯÞÈÚɯÛÏÈÛɯɁÊÖÓÖÙɯ×ÐÊÛÜÙÌÚȮɯÓÐÒÌɯ×ÐÊÛÜÙÌÚØÜÌɯÚÊÌÕÌÚȮɯÙÈÙÌÓàɯÛÖÓËɯÛÏÌɯÛÙÜÛÏɯÉÌÊÈÜse 

truth, as the documentary photographers habitually defined it, needed to be extracted from beneath the 

ÚÜÙÍÈÊÌȮɯ×ÈÙÛÐÊÜÓÈÙÓàɯÛÏÖÚÌɯÚÜÙÍÈÊÌÚɯËÌÚÐÎÕÌËɯÛÖɯÈÛÛÙÈÊÛɯÈÛÛÌÕÛÐÖÕȭɂ 
18 Edward Weston in his Daybooks suggested that ÊÖÓÖÙɯÌÕÛÈÐÓÌËɯɁÚÌÊÖÕËÏÈÕËɯÌÔÖÛÐÖÕɂɯÈÕËɯÓÐÕÒÌËɯÐÛɯÛÖɯÛÏÌɯ

ÕÌÎÈÛÐÝÌɯÌÍÍÌÊÛÚɯÖÍɯɁÌßØÜÐÚÐÛÌɯ×È×ÌÙɯÚÜÙÍÈÊÌÚɂɯɬ ×ÏÖÛÖÎÙÈ×ÏÐÊɯ×È×ÌÙɯÛÏÈÛɯÐÕÛÌÙÍÌÙÌËɯÞÐÛÏɯÛÏÌɯɁÚÛÈÙÒɯÉÌÈÜÛàɯ

ÛÏÈÛɯÈɯÓÌÕÚɯÊÈÕɯÚÖɯÌßÈÊÛÓàɯÙÌÕËÌÙȮɯ×ÙÌÚÌÕÛÌËɯÞÐÛÏÖÜÛɯÐÕÛÌÙÍÌÙÌÕÊÌɯÖÍɯÈÙÛÐÚÛÐÊɯÌÍÍÌÊÛȭɀɂɯ$ËÞÈÙËɯ6ÌÚÛÖÕȮɯ

Ɂ#ÈàÉÖÖÒÚȮɯƕƝƖƗ-1930,ɂ excerpt in Photography in Print: Writings from 1816 to the Present, Vicki Goldberg, ed. 

(New York: Simon and Schuster, 1981), 310.  
19 0ÜÖÛÌËɯÐÕɯ2ÈÓÓàɯ2ÛÌÐÕȮɯɁ3ÏÌɯ1ÏÌÛÖÙÐÊɯÖÍɯÛÏÌɯ"ÖÓÖÙÍÜÓɯÈÕËɯÛÏÌɯ"ÖÓÖÙÓÌÚÚɂɯȹ/Ï#ɯËÐÚÚȭɯ8ÈÓÌɯ4ÕÐÝÌÙÚÐÛàȮɯƕƝƝƕȺȭ 
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ÐÕÏÌÙÐÛÖÙɯÖÍɯÛÏÌɯÊÐÝÐÓɯÙÐÎÏÛÚɯÓÌÎÈÊàȭɂ20 I explore the effect of ÛÏÌɯ-ÌÞɯ1ÐÎÏÛɀÚɯÖÉÍÜÚÊÈÛÐÖÕɯ

of the civil rights legacy on the public perception of $ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯ×ÙÖÑÌÊÛ, 

which has at times been accused of moral ambivalence and ambiguity.21 How did 

ÊÜÙÈÛÖÙɯ)ÖÏÕɯ2áÈÙÒÖÞÚÒÐɀÚɯÈ××ÙÖÈÊÏɯÙÌÐÕÍÖrce or undermine this perception, and how 

ËÐËɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÖÓÖÙɯÐÛÚÌÓÍɯÞÖÙÒɯÈÎÈÐÕÚÛɯÛÏÌɯÎÙÈÐÕɯÖÍɯ2áÈÙÒÖÞÚÒÐɀÚɯÊÜÙÈÛÖÙÐÈÓɯÝÐÚÐÖÕȳɯ

These are the questions chapter one explores.  

  Chapter two takes us into the world of Imes, who I argue uses color photograph y 

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, Nach-Expressionismus: Magischer Realismus (1925) to describe a style 

deriving from Neue Sachlichkeit, but rooted in late 19 th-century German Romantic 

fantasy. In later criticism, the term has been used to describe painting in which objects 

ÈÙÌɯɁËÌ×ÐÊÛÌËɯÞÐÛÏɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯÕÈÛÜÙÈÓÐÚÔɯÉÜÛɯÞÏÐÊÏɯÉÌÊÈÜÚÌɯÖÍɯ×ÈÙÈËÖßÐÊÈÓɯÌÓÌÔÌÕÛÚɯ

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

                                                      

20 'ÈÓÓȮɯɁ+ÖÕÎɯ"ÐÝÐÓɯ1ÐÎÏÛÚȮɂɯƕƖƗƛȭɯ ÊÊÖÙËÐÕÎɯÛÖɯÏÐÚÛÖÙÐÈÕÚɯÓÐÒÌɯ'ÈÓÓɯÈÕËɯ,ÈÛÛÏÌÞɯ+ÈÚÚÐÛÌÙȮɯÛÏÌɯÕÌÞɯɁɀÊÖÓÖÙ-

ÉÓÐÕËɯÊÖÕÚÌÙÝÈÛÐÝÌÚɀɯÙÌÞÖÙÒÌËɯÛÏÌɯËÖÔÐÕÈÕÛɯÕÈÙÙÈÛÐÝÌɯÖÍɯÛÏÌɯÊÐÝÐÓɯÙÐÎÏÛÚɯÔÖÝÌÔÌÕÛɯÍÖÙɯÛÏÌÐÙɯÖÞÕɯ

×ÜÙ×ÖÚÌÚȱ3ÏÌàɯÐÕÚÐÚÛÌËɯÛÏÈÛɯÊÖÓÖÙɯÉÓÐÕËÕÌÚÚȮɯËÌÍÐÕÌËɯÈÚɯÛÏÌɯÌÓÐÔÐÕÈÛion of racial classifications and the 

ÌÚÛÈÉÓÐÚÏÔÌÕÛɯÖÍɯÍÖÙÔÈÓɯÌØÜÈÓÐÛàɯÉÌÍÖÙÌɯÛÏÌɯÓÈÞɯÞÈÚɯÛÏÌɯÔÖÝÌÔÌÕÛɀÚɯÚÐÕÎÜÓÈÙɯÖÉÑÌÊÛÐÝÌȮɯÛÏÌɯ×ÙÐÕÊÐ×ÓÌɯÍÖÙɯ

ÞÏÐÊÏɯ*ÐÕÎɯÈÕËɯÛÏÌɯ!ÙÖÞÕɯËÌÊÐÚÐÖÕɯÐÕɯ×ÈÙÛÐÊÜÓÈÙɯÚÛÖÖËȭɂ Hall, 1237. 
21 Kevin Moore discusses this response from critics in Starburst: Color Photography in American 1970-1980 

(Ostfildern: Hatje Cantz, 2010), 26-28. 
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senÚÌɯÖÍɯÔàÚÛÌÙàȭɂ22 Magic realism is an artistic device that can facilitate ɁÛÏÌɯÍÜÚÐÖÕȮɯÖÙɯ

coexistence, of possible worlds, spacesȮɯÚàÚÛÌÔÚɂɯÛÏÈÛɯÔÐÎÏÛɯÚÌÌÔɯÛÖɯËÌÍàɯÙÈÛÐÖÕÈÓÐÛàȭ23    

  In chapter three I address the use of color by Greiner to explore pre-Katr ina 

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

times dystopic, at times sublime environment .  Historians like Jacquelyn Dowd Hall 

ÏÈÝÌɯÈÙÎÜÌËɯÍÖÙɯÈɯÏÐÚÛÖÙÐÊÈÓɯÈ××ÙÌÊÐÈÛÐÖÕɯÖÍɯÛÏÌɯɁÓÖÕÎɂɯÊÐÝÐÓɯÙÐÎÏÛÚɯÔÖÝÌÔÌÕÛɯextending 

ÉÌÍÖÙÌɯÈÕËɯÈÍÛÌÙɯÛÏÌɯËÖÔÐÕÈÕÛɯÕÈÙÙÈÛÐÝÌɯÖÍɯÛÏÌɯɁÚÏÖÙÛɯÊÐÝÐÓɯÙÐÎÏÛÚɯÔÖÝÌÔÌÕÛȮɂɯÞÏÐÊÏɯ

begins with the 1954 Brown v. Board of Education decision and culminates with the Voting 

Rights Act of 1965.24 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 

                                                      

223ÏÌÖɯ+ȭɯ#ɀ'ÈÌÕȮɯɁ,ÈÎÐÊÈÓɯ1ÌÈÓÐÚÔɯÈÕËɯ/ÖÚÛÔÖËÌÙÕÐÚÔȯɯ#ÌÊÌÕÛÌÙÐÕÎɯ/ÙÐÝÐÓÌÎÌËɯ"ÌÕÛÌÙÚȮɂɯÐÕɯ+ÖÐÚɯ/ȭɯ

Zamora and Wendy B. Faris, eds., Magical Realism: Theory, History, Community Magic Realism (Durham, 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 occupies a position between Surrealism and 

Photorealism. The subject is rendered with a ɁphotographÐÊɯÕÈÛÜÙÈÓÐÚÔȮɂɯÉÜÛɯÛÏÌɯÜÚÌ of Ɂflat tones, 

ambiguous perspectives and strange juxtapositions suggest an imagined or dreamed realityȭɂ The term was 

introduced by art historian Franz Roh in his book Nach-Expressionismus: Magischer Realismus (1925) to 

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

fantasy.  In Belgium its surrea l elements were exemplified by René Magritte, with hi ÚɯȿÍÈÕÛÈÚÐÌÚɯÖÍɯthe 

ÊÖÔÔÖÕ×ÓÈÊÌȭɀ .ßÍÖÙËɯ ÙÛɯ.ÕÓÐÕÌȮɯ&ÙÖÝÌɯ ÙÛɯ.ÕÓÐÕÌȮɯɁ,ÈÎÐÊɯ1ÌÈÓÐÚÔȮɂɯ

http://www.oxfordartonline.com/subscriber/article/grove/art/T053125?q=roh&search=quick&pos=4&_start=1

#firsthit . Date accessed: January 4, 2013. 
23 )ÖÏÕɯ3ÏÐÌÔȮɯɁ3ÌßÛÜÈÓÐáÈÛÐÖÕɯÖÍɯÛÏÌɯ1ÌÈder,ɂɯÐÕɯLois Parkinson Zamora, Wendy B. Faris, eds. Magical 

Realism: Theory, History, Community (Durham, N.C.: D uke University Press, 1995), ƖƘƘȭɯ3ÏÐÌÔɯÞÙÐÛÌÚȯɯɁ,ÖÙÌɯ

than other modes, magical realism facilitates the fusion of possible but irreconcilable wÖÙÓËÚȭɂ 
24  ÊÊÖÙËÐÕÎɯÛÖɯ'ÈÓÓȮɯÛÏÌɯȿÓÖÕÎɯÊÐÝÐÓɯÙÐÎÏÛÚɯÔÖÝÌÔÌÕÛɀɯÛÖÖÒɯÙÖÖÛɯÐÕɯÛÏÌɯÓÐÉÌÙÈÓɯÈÕËɯÙÈËÐÊÈÓɯÔÐÓÐÌÜɯÖÍɯÛÏÌɯÓÈÛÌɯ

ƕƝƗƔÚɯÈÕËɯÞÈÚɯÐÕÛÐÔÈÛÌÓàɯÛÐÌËɯÛÖɯÛÏÌɯɁÙÐÚÌɯÈÕËɯÍÈÓÓɯÖÍɯÛÏÌɯ-ÌÞɯ#ÌÈÓɯ.ÙËÌÙȭɂɯ3ÏÐÚɯÔÖÝÌÔÌÕÛɯɁÈÊÊÌÓÌÙÈÛÌËɯ

during World War II, stretched far beyond the South, was continuously and ferociously contested, and in 

ÛÏÌɯƕƝƚƔÚɯÈÕËɯƕƝƛƔÚɯÐÕÚ×ÐÙÌËɯÈɯȿÔÖÝÌÔÌÕÛɯÖÍɯÔÖÝÌÔÌÕÛÚɀɯÛÏÈÛɯȿËÌÍȻÐÌÚȼɯÈÕàɯÕÈÙÙÈÛÐÝÌɯÖÍɯÊÖÓÓÈ×ÚÌȭɂ Hall, 

Ɂ+ÖÕÎɯ"ÐÝÐÓɯ1ÐÎÏÛÚȮɂɯƕƖƗƙȭ 
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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 following this eruption of 

photojournal istic work and the  1968 ÈÚÚÈÚÚÐÕÈÛÐÖÕɯÖÍɯÛÏÌɯÔÖÝÌÔÌÕÛɀÚɯ×ÏÖÛÖÎÌÕÐÊɯÈÕËɯ

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 post-Voting Rights  Act  

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

and-white.  

 

Social and A esthetic Meanings of Color    

  Ɂ(Ûɯ×ÐÚÚÌÚɯ&ÖËɯÖÍÍɯÐÍɯàÖÜɯÞÈÓÒɯÉàɯÛÏÌɯÊÖÓÖÙɯ×ÜÙ×ÓÌɯÐÕɯÈɯÍÐÌÓËɯÚÖÔÌÞÏÌÙÌɯÈÕËɯËÖÕɀÛɯ

ÕÖÛÐÊÌɯÐÛȮɂɯ2ÏÜÎɯ ÝÌÙàɯÙÌÔÈÙÒÌËɯÛÖɯ"ÌÓÐÌɯÐÕɯThe Color Purple.25  ÓÐÊÌɯ6ÈÓÒÌÙɀÚɯ×ÙÖÛÈÎÖÕÐÚÛɯ

makes an obvious point vital to this dissertation: co lor matters ɬ it wants us to notice it, 

be moved and dazzled by it. It attracts us and makes us feel something.26  With regard to 

color photography, the New York art world of the 1970s did just that ɬ ÐÛɯɁÚÛÖÖËɯÜ×ɯÈÕËɯ

                                                      

25 Alice Walker, The Color Purple (New York: Harcourt, 19ƜƖȺȮɯ×ȭɯƕƝƚȭɯ6ÈÓÒÌÙɀÚɯÕÖÝÌÓɯÐÚɯÚÌÛɯÐÕɯ&ÌÖÙÎÐÈȭ 
26 Shaviro, 30. 
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ÛÖÖÒɯÕÖÛÐÊÌɂɯÖÍɯÛÏÌɯÔÌËÐÜÔȮɯÌÝÌÕɯÛÏÖÜÎÏ artists had been exploring it for decades.27 And 

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 

ÐÕɯ-ÖÙÛÏɯ"ÈÙÖÓÐÕÈȮɯÐÛɯÞÈÚɯɁÊÖÓÖÙȮɯÊÖÓÖÙȮɯÊÖÓÖÙɯÈÓÓɯÛÏÌɯÛÐÔÌȱ%ÖÓÒÚɯÞÌÙÌɯÕÌÝÌÙɯÑÜÚÛɯÍÖÓÒÚȭɯ

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

#ÈÙÒÐÌÚȵɯ/ÌÊÒÌÙÞÖÖËÚȵɯ"ÖÖÕÚȵɂ28 In post-ÉÌÓÓÜÔɯ ÔÌÙÐÊÈȮɯ2ÈÓÓàɯ2ÛÌÐÕɯÞÙÐÛÌÚȮɯɁÙÈÊÌɯ

relations and the social obsession with skin pigmentation haunted nearly all references 

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

ÊÖÝÌÙÌËɯÉàɯÛÏÌɯÛÌÙÔȭɂɯUltimately t he expression served as a kind of metonym for 

exclusion from power. 29  In photog raphy, Stein suggests, some black-and-white 

ËÖÊÜÔÌÕÛÈÙàɯ×ÖÙÛÙÈÐÛÚɯÞÌÙÌɯÈÕɯÖ××ÖÙÛÜÕÐÛàɯÛÖɯɁÍÌÛÐÚÏÐáÌɯȿÊÓÌÈÙɯÖÝÈÓɯÍÈÊÌÚȮɯ×ÈÓÌɯÈÕËɯ

ÙÌÍÐÕÌËɯÉàɯÚÛÈÙÝÈÛÐÖÕȭɂɯ,ÖÕÖÊÏÙÖÔàɯɁÌÕÏÈÕÊÌËɯÙÈÊÐÈÓɯËÐÚÛÐÕÊÛÐÖÕÚɯÐÕɯÛÏÌɯ×ÏàÚÐÖÎÕÖÔÐÊɯ

norms of documentary portraiture. ɂ30 

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

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

                                                      

27 *ÈÛÏÌÙÐÕÌɯ!ÜÚÚÈÙËȮɯɁ%ÜÓÓɯ2×ÌÊÛÙÜÔȯɯ$ß×ÈÕËÐÕÎɯÛÏÌɯ'ÐÚÛÖÙàɯÖÍɯ ÔÌÙÐÊÈÕɯ"ÖÓÖÙɯ/ÏÖÛÖÎÙÈ×ÏàȮɂɯÐÕɯ*ÈÛÏÌÙÐÕÌɯ

Bussard and Lisa Hostetler, eds., Color Rush: American Color Photography from Stieglitz to Sherman 

(Milwaukee: Milwaukee Museum of Art, 2013), viii -ix. 
28 Pauli Murray, Proud Shoes: The Story of an American Family (Boston: Beacon Press, 1956), 270. 
29 Stein, 296. 
30 Stein, 343. 
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heighten the visceral response viewers may have to images in general.31 In the work of 

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

ÊÏÈÕÕÌÓÐÕÎɯÛÏÌɯɁËÌÓÐÙÐÖÜÚɯÌßÊÌÚÚÌÚɯÖÍɯ×ÖÚÛÔÖËÌÙÕɯÝÐÚÐÖÕȭɂ32 The visceral possibilities of 

ÊÖÓÖÙɯÈÙÌɯÔÈÙÒÌÛÌËɯÐÕɯÈɯƕƝƚƔɯÈËɯÍÖÙɯ*ÖËÈÊÏÙÖÔÌɯÛÏÈÛɯËÌÚÊÙÐÉÌÚɯÛÏÌɯÍÐÓÔɀÚɯÊÖÓÖÙɯÈÚɯ

ɁÕÌÌËÓÌ-ÚÏÈÙ×ɂɯɬ strong and piercing enough to injur Ìȭɯ3ÏÌɯÈËɯ×ÖÐÕÛÚɯÜ×ɯÊÖÓÖÙɀÚɯ×ÖÞÌÙ 

as a provocateur and aggressor, a power that, I would argue, Eggleston, Imes, and 

Greiner harness to accentuate the gothic undertones and overtones of southern history.33 

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

regarded as anathema 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 

×ÏÖÛÖÑÖÜÙÕÈÓÐÚÔȮɯÛÏÌÐÙɯÞÖÙÒɯÏÌÓ×ÚɯÔÈÒÌɯÛÏÌɯ2ÖÜÛÏɯÏÈÙËÌÙɯÛÖɯɁÚÐÔ×ÓÐÍàȮɯÈ××ÙÖ×ÙÐÈÛÌȮɯÈÕËɯ

                                                      

31 Ɂ6ÌɯÙÌÚ×ÖÕËɯÝÐÚÊÌÙÈÓÓàɯÛÖɯÐÔÈÎÌÚȮɂɯÞÙÐÛÌÚɯ2ÏÈÝÐÙÖȮɯɁÉÌÍÖÙÌɯÏÈÝÐÕÎɯÛÏe leisure to read or interpret them as 

ÚàÔÉÖÓÚɂɯȹ2ÏÈÝÐÙÖȮɯƖƙȺȭ 
32 Shaviro, 8. 
33 In her 1997 book Gothic America, literature scholar Teresa Goddu points argues that gothic literature and 

American history and wholly intertwined. Teresa Goddu, Gothic America: Narrative, History, and Nation (New 

York: Columbia University Press, 1997).  
34 Ɂ+ÐÒÌɯȻ1ÜÚÚÌÓÓȼɯ+ÌÌȮɯȻ)ÈÊÒȼɯ#ÌÓÈÕÖɯÈÓÚÖɯÊÖÜÓËɯÕÖÛɯÈÝÖÐËɯÚ×ÌÈÒÐÕÎɯÖÍɯÊÖÓÖÙɯÐÕɯÊÖÕÕÌÊÛÐÖÕɯÛÖɯÊÈÙÚȮɯÈÕËɯÏÌɯÛÖÖɯ

ËÌÌÔÌËɯÐÛɯÈÕɯÐÕÈ××ÙÖ×ÙÐÈÛÌɯÚÜÉÑÌÊÛɯÍÖÙɯÚÖÊÐÈÓɯËÖÊÜÔÌÕÛÈÙàȭɂɯ2ÛÌÐÕȮɯƗƕƕȭ 
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ÊÖÕÛÈÐÕȭɂ35 

   (ÕɯÊÏÈ×ÛÌÙɯÖÕÌȮɯ(ɯÌßÈÔÐÕÌɯ$ÎÎÓÌÚÛÖÕɀÚɯÚÏÖÞɯÈÛɯÛÏÌɯ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯÐÕɯ

1976, and the accompanying exhibition catalogue, 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ (figure 1). 

3ÏÌɯÊÈÛÈÓÖÎÜÌɯÛÐÛÓÌɯÚÜÎÎÌÚÛÚɯÛÏÈÛɯÛÏÐÚɯËÖÊÜÔÌÕÛɯÎÜÐËÌÚɯÛÏÌɯÝÐÌÞÌÙɯÛÖɯÚÖÔÌÛÏÐÕÎȱÉÜÛɯÛÖɯ

what, or to where?36 Ɂ3ÏÌɯÛÐÛÓÌɯÞÈÚɯÔÐÕÌȮɂɯÚÈÐËɯ)ÖÏÕɯ2áÈÙÒÖÞÚÒÐȮɯ#ÐÙÌÊÛÖÙɯÖÍɯÛÏÌɯ,Ö, ɯ

#Ì×ÈÙÛÔÌÕÛɯÖÍɯ/ÏÖÛÖÎÙÈ×ÏàȮɯɁÈÕËɯ(ɯÓÐÒÌËɯÐÛɯÍÖÙɯÐÛÚɯÛÏÙÌÌ-cornered ambiguity. A guide 

ÛÌÓÓÚɯÖÕÌɯÏÖÞɯÛÖɯÍÐÕËɯÖÕÌɀÚɯÞÈàɯÛÏÙÖÜÎÏɯÈɯÛÈÕÎÓÌɯÖÍɯÚÛÙÈÕÎÌɯÙÖÈËÚȮɯÈÕËɯÐÛɯÈÓÚÖɯÛÌÓÓÚɯÖÕÌɯ

how to  ÜÚÌɯÈɯÕÌÞɯÔÈÊÏÐÕÌȮɯÈÕËɯÐÛɯÐÚɯÈɯÚàÕÖÕàÔɯÍÖÙɯÈɯÛÌÈÊÏÌÙȮɯÈÕËɯÙÌÔÐÕËÚɯÜÚɯÖÍɯ5ÐÙÎÐÓɂɯ

ȹ#ÈÕÛÌɀÚɯÎÜÐËÌɯÛÏÙÖÜÎÏɯÏÌÓÓɯÐÕɯThe Divine Comedy).37 Ɂ3ÈÕÎÓÌɯÖÍɯÚÛÙÈÕÎÌɯÙÖÈËÚɂɯÈÕËɯɁÕÌÞɯ

ÔÈÊÏÐÕÌɂɯÈÙÌɯ×ÌÙÏÈ×ÚɯÔÌÛÈ×ÏÖÙÚɯÍÖÙɯÛÏÌɯÜÚÌɯÖÍɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÐÕɯÈÙÛȮɯÚÐÕÊÌɯÛÏÌɯGuide 

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

                                                      

35 'ÈÓÓɯÚÈàÚɯÚÏÌɯÞÈÕÛÚɯÛÖɯÔÈÒÌɯÊÐÝÐÓɯÙÐÎÏÛÚɯÏÈÙËÌÙȮɯɁÏÈÙËÌÙɯÛÖɯÊÌÓÌÉÙÈÛÌɯÈÚɯa natural progression of American 

ÝÈÓÜÌÚȭɯ'ÈÙËÌÙɯÛÖɯÊÈÚÛɯÈÚɯÈɯÚÈÛÐÚÍàÐÕÎɯÔÖÙÈÓÐÛàɯÛÈÓÌȭɯ,ÖÚÛɯÖÍɯÈÓÓȮɯÏÈÙËÌÙɯÛÖɯÚÐÔ×ÓÐÍàȮɯÈ××ÙÖ×ÙÐÈÛÌȮɯÈÕËɯÊÖÕÛÈÐÕȭɂɯ

'ÈÓÓȮɯɁ+ÖÕÎɯ"ÐÝÐÓɯ1ÐÎÏÛÚȮɂɯƕƖƗƙȭ 
36 William Ferris, The Storied South: Voices of Writers and Artists (Chapel Hill: University of North Carolina 

/ÙÌÚÚȮɯƖƔƕƗȺȮɯƕƝƖȭɯɁ3ÏÌɯÊÈÛÈÓÖÎɯÍÖÙɯÔàɯÌßÏÐÉÐÛɯÈÛɯÛÏÌɯ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯÜÚÌËɯÈÙÖÜÕËɯƙƔɯ×ÐÊÛÜÙÌÚɯÍÙÖÔɯÈɯ

ÚÌÙÐÌÚɯÖÍɯƗƛƙɯ×ÐÊÛÜÙÌÚȮɂɯ$ÎÎÓÌÚÛÖÕɯÛÖÓËɯÏÐÚÛÖÙÐÈÕɯÈÕËɯÍÖÓÒÓÖÙÐÚÛɯ6ÐÓÓÐÈÔɯ%ÌÙÙÐÚɯÐÕɯƕƝƛƚȭɯɁ3ÏÌɯÔÜÚÌÜÔɯÌßÏÐÉÐÛɯ

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 catalog is called 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ. It is a kind of guide, but I do not 

ÒÕÖÞɯÏÖÞɯÐÛɯÊÖÜÓËɯÉÌɯÜÚÌËɂɯȹØÜÖÛÌËɯÐÕɯ%Ìrris, 193).   
37 2007 letter from John Szarkowski to author. 
38 ,Ö, ɯ×ÙÌÚÚɯÙÌÓÌÈÚÌȮɯ,ÈàɯƖƙȮɯƕƝƛƚȯɯɁɂ.Õɯ,ÈàɯƖƙȮɯÛÏÌɯ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯÞÐÓÓɯ×ÜÉÓÐÚÏɯÐÛÚɯÍÐÙÚÛɯÉÖÖÒɯÖÍɯ

color photography, 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯGuideȮɯÉàɯ)ÖÏÕɯ2áÈÙÒÖÞÚÒÐȭɂɯAnd , in his essay for the Guide, 

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

×ÜÌÙÐÓÌȭɯɁ"ÖÕÚÐËÌÙÐÕÎɯÛÏÌɯÓÈÊÒɯÖÍɯÌÕÛÏÜÚÐÈÚÔɯÈÕËɯÊÖÕÍÐËÌÕÊÌɯÞÐÛÏɯÞÏÐÊÏɯÔÖÚÛɯÈÔÉÐÛÐÖÜÚɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚɯ

have regarded color, it is not surprising that mosÛɯÞÖÙÒɯÐÕɯÛÏÌɯÔÌËÐÜÔɯÏÈÚɯÉÌÌÕɯ×ÜÌÙÐÓÌȮɂɯ2áÈÙÒÖÞÚÒÐɯÞÙÖÛÌɯ

(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 Guide also took viewers ɬ many from New 

York and the northeast ɬ 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. 39 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) .   

  6ÏàɯËÐËɯ2áÈÙÒÖÞÚÒÐɯÊÏÖÖÚÌɯ$ÎÎÓÌÚÛÖÕɯÍÖÙɯÛÏÌɯÔÜÚÌÜÔɀÚɯÍÐÙÚÛɯÔÖÕÖÎÙÈ×ÏɯÖÕɯ

color photography? Walker Evans had infamously referred to color as vulgar, and Sally 

Stein observes that the FSA photographers in the late 1930s only felt comfortable using 

color in certain settings, particularly when they entered  ÊÖÜÕÛàɯÍÈÐÙÚȭɯɁ.ÕɯÛÏÌÚÌɯ

occasions, color seemed integral to the forms of communal ÙÌÝÌÓÙàȱthe photographers 

stoppÌËɯÞÖÙÙàÐÕÎɯÈÕËɯÚÏÖÛɯÊÖÓÖÙɯÍÐÓÔɯÍÙÌÌÓàȱɂ40 Perhaps the Deep South of the 1970s ɬ 

with its highly televised battles over race, its perceived exoticism coterminous with its 

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

                                                      

39 In a 1976 article on increasing arts-related activity in the South, report er B. Drummond Ayres claimed that 

ɁÛÏÌɯ2ÖÜÛÏÌÙÕɯ1ÐÔȮɯÖÙɯ2ÜÕɯ!ÌÓÛȮɯÐÚɯÛÏÌɯÈÙÊɯÖÍɯ2ÖÜÛÏÌÙÕɯÈÕËɯ2ÖÜÛÏÞÌÚÛÌÙÕɯÚÛÈÛÌÚɯÛÏÈÛɯÐÚɯÈÊÊÙÜÐÕÎɯÌÊÖÕÖÔÐÊɯÈÕËɯ

×ÖÓÐÛÐÊÈÓɯ×ÖÞÌÙɯÍÈÚÛÌÙɯÛÏÈÕɯÈÕàɯÖÛÏÌÙɯÙÌÎÐÖÕɯÐÕɯÛÏÌɯÊÖÜÕÛÙàȭɂɯ!ȭɯ#ÙÜÔÔÖÕËɯ àÙÌÚȮɯɁ"ÜÓÛÜÙÈÓɯ ÊÛÐÝÐÛÐÌÚɯÐÕɯÛÏÌɯ

SoutÏɯ&ÙÖÞɯÞÐÛÏɯÐÛÚɯ$ÊÖÕÖÔàȮɂɯThe New York Times, November 1, 1976, 24. A photograph of Eggleston with 

ÖÛÏÌÙɯÔÌÔÉÌÙÚɯÖÍɯÛÏÌɯÈÙÛÚɯÊÖÔÔÜÕÐÛàɯÈÊÊÖÔ×ÈÕÐÌËɯ àÙÌÚɀÚɯÈÙÛÐÊÓÌȭɯ$ÎÎÓÌÚÛÖÕɀÚɯ,Ö, ɯÚÏÖw just six months 

prior possible  contributed to A àÙÌÚɀÚɯ×ÌÙÊÌ×ÛÐÖÕɯÛÏÈÛɯcultural activity  was blossoming in the South. 
40 Stein, 286. 
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suitable subject with which  to test color photography, a medium  of nascent and insecure 

art world status.  

  Thus in chapter one I ÌßÈÔÐÕÌɯÏÖÞɯ2áÈÙÒÖÞÚÒÐɀÚɯ×ÏÙÈÚÌɯɁÛÈÕÎÓÌɯÖÍɯÚÛÙÈÕÎÌɯ

ÙÖÈËÚɂɯÙÌÍÌÙÙÌËɯÕÖÛɯÖÕÓàɯÛÖɯÈɯɁÕÌÞɂɯÔÌËÐÜÔɯÖÍɯÈÙÛÐÚÛÐÊɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàȮɯÉut also to 

$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯÕÈÝÐÎÈÛÐÖÕɯÖÍɯÛÏÌɯ#ÌÌ×ɯ2ÖÜÛÏɯÐÕɯÛÏÌɯƕƝƛƔÚȭɯ(ɯÌßÛÌÕËɯÛÏÐÚɯ

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) ɬ  from the 1970s to this day 

ɬ 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. 41  (ÕɯÊÏÈ×ÛÌÙɯÖÕÌȮɯ(ɯÌßÈÔÐÕÌɯÛÏÌɯÞÈàɯÐÕɯÞÏÐÊÏɯ$ÎÎÓÌÚÛÖÕɀÚɯÜÚÌɯ

of dazzling color is sometimes perceived to be intertwined with his southernness.   Ɂ(ɯ

                                                      

41 'ÐÚÛÖÙÐÈÕɯ&ÙÈÊÌɯ$ÓÐáÈÉÌÛÏɯ'ÈÓÌɯÐÕÊÐÚÐÝÌÓàɯËÌÚÊÙÐÉÌÚɯÛÏÐÚɯËÐÍÍÌÙÌÕÊÌɯÉÌÛÞÌÌÕɯ$ÎÎÓÌÚÛÖÕɀÚɯ2ÖÜÛÏɯÈÕËɯÛÏÌɯ

2ÖÜÛÏɯ×ÏÖÛÖÎÙÈ×ÏÌËɯÉàɯ6ÈÓÒÌÙɯ$ÝÈÕÚɯÐÕɯÏÌÙɯÙÌÝÐÌÞɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯƖƔƕƗɯÚÏÖÞɯÈÛɯÛÏÌɯ,ÌÛÙÖ×ÖÓÐÛÈÕɯ,ÜÚÌÜÔɯ

ÖÍɯ ÙÛȮɯÛÐÛÓÌËɯɁ Ûɯ6ÈÙɯ6ÐÛÏɯÛÏÌɯ.ÉÝÐÖÜÚȯɂɯ&ÙÈÊÌɯ$ÓÐáÈÉÌÛÏɯ'ÈÓÌȮɯɁ$ÎÎÓÌÚÛÖÕɀÚɯ2ÖÜÛÏȯɯȿ ÓÞÈàÚɯÐÕɯ"ÖÓÖÙȮɀɂɯ

Southern Spaces (June 27, 2013),  http://southernspaces.org/2013/egglestons-south-always-color. Historian 

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

ÛÏÌɯ2ÖÜÛÏɯÈÕËɯÈɯÕÌÞɯËÌÍÐÕÐÛÐÖÕɯÖÍɯÉÌÈÜÛàɯÐÕɯ'ÈÓÌɯ"ÖÜÕÛàȮɯ ÓÈÉÈÔÈȭɯɁ3ÏÌɯÛÌÕÈÕÛɯÏÖÜÚÌÚɯÖÍɯÛÏÌɯ×ÖÖÙɯÈÕËɯÕÖÛɯ

the mansions of the planters became beautiful in ÛÏÌÐÙɯÌàÌÚȮɂɯ,ÈÛÛÏÌÞÚɯÞÙÐÛÌÚȭɯɯ'Ìɯ×ÖÐÕÛÚɯÖÜÛɯÛÏÈÛɯ

documentary photographers and filmmakers such  ÈÚɯ#ÈÕÕàɯ+àÖÕȮɯ)ÖÏÕɯ"ÖÏÌÕȮɯÈÕËɯ)ÈÊÒɯ#ÌÓÈÕÖɯɁÚÏÈÙÌËɯÈɯ

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 a reservoÐÙɯÖÍɯ×ÙÌÔÖËÌÙÕɯÈÜÛÏÌÕÛÐÊÐÛàȭɂɯ,ÈÛÛÏÌÞÚȮɯ

2ÊÖÛÛɯ+ÌÚÓÐÌȮɯɁɀ4×ɯÈÎÈÐÕÚÛɯÛÏÌɯÞÖÙÓËɯÓÐÒÌɯÐÛɯÐÚȯɀɯ#ÖÊÜÔÌÕÛÈÙàɯ$ß×ÙÌÚÚÐÖÕɯÐÕɯÛÏÌɯ2ÖÜÛÏȮɯƕƝƖƙ-ƕƝƚƙȭɂɯ/Ï#ɯËÐÚÚȭȮɯ

University of Virginia, 2008: 3 -6. 
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ÍÐÕËɯÐÛɯÙÌÞÈÙËÐÕÎɯÛÖɯÛÏÐÕÒɯÖÍɯ$ÎÎÓÌÚÛÖÕɯÈÚɯÈɯÉÓÜÌÚɯ×ÏÖÛÖÎÙÈ×ÏÌÙȮɂɯÞÙÖÛÌɯÊÙÐÛÐÊɯ/ÌÛÌÙɯ

2ÊÏÑÌÓËÈÏÓɯÐÕɯƖƔƔƜȭɯɁ3Ïe extraordinary aesthetic discipline of his photographs shimmers 

with a subliminal knowledge of the hell -bent ɬ ÈÓÛÏÖÜÎÏȮɯÐÕɯÈɯ2ÖÜÛÏÌÙÕɯÝÌÐÕȱɂ42 

'ÐÚÛÖÙÐÈÕɯÈÕËɯÍÖÓÒÓÖÙÐÚÛɯ6ÐÓÓÐÈÔɯ%ÌÙÙÐÚɯÖÉÚÌÙÝÌÚɯÛÏÈÛɯɁ$ÎÎÓÌÚÛÖÕɯÊÈ×ÛÜÙÌÚɯÛÏÌɯÐÕÛÌÕÚÌɯ

yellow of late afternoon sunsets in the Delta is so vividly that the color is now called 

ȿ$ÎÎɯàÌÓÓÖÞɀɯÛÖɯÈÊÒÕÖÞÓÌËÎÌɯÏÐÚɯÌàÌɯÈÚɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙȭɂ43 In his introductory essay to 

the GuideȮɯ2áÈÙÒÖÞÚÒÐɯÔÈËÌɯÔÜÊÏɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÝÐÙÛÜÖÚÐÛàɯÞÐÛÏɯÊÖÓÖÙɯÉÜÛɯÔÐÕÐÔÐáÌËɯ

his southern aristocraÛÐÊɯÉÈÊÒÎÙÖÜÕËȭɯ-ÖÕÌÛÏÌÓÌÚÚȮɯÛÏÌɯÊÜÙÈÛÖÙɀÚɯÊÏÖÐÊÌɯÖÍɯÛÐÛÓÌɯɬ which 

according to Eggleston referenced the Michelin road guides in use at the time ɬ 

ÊÖÕÕÌÊÛÌËɯÊÖÓÖÙɯÞÐÛÏɯ×ÓÈÊÌȮɯÛÏÈÛɯÐÚȮɯ$ÎÎÓÌÚÛÖÕɀÚɯÐËÐÖÚàÕÊÙÈÛÐÊȮɯɁÕÌÞɂɯ2ÖÜÛÏȭɯ(ɯÈÛÛÌÔ×ÛɯÛÖɯ

demonstrate how he and Szarkowski, in the 1976 exhibition and the monograph William 

$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ, unite an aesthetic exploration of color photography with a cultural 

exploration of the South, particularly the Mississippi Delta region. In 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚ 

Guide and other projects, including Election Eve (1977), Graceland (1983), The Democratic 

Forest (1989), and %ÈÜÓÒÕÌÙɀÚɯ,ÐÚÚÐÚÚÐ××Ð (1990), Eggleston offers the viewer inroads to the 

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

artistic color photography.  

                                                      

42 PeÛÌÙɯ2ÊÏÑÌÓËÈÏÓȮɯɁ+ÖÊÈÓɯ"ÖÓÖÙȯɯ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɯÈÛɯÛÏÌɯ6ÏÐÛÕÌàȮɂɯThe New Yorker (November 17, 2008), 

http://www.newyorker.com/arts/critics/artworld/2008/11/17/081117craw_artworld_schjeldahl . 
43 William Ferris, The Storied South, 176. 
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  Critics have cited the saturated, vulgar, or dazzling aspects of the work  of 

Greiner, Imes, and Eggleston ɬ qualities inseparable from its color ɬ as a means by which 

they achieve their art. In Time-+ÐÍÌɯ!ÖÖÒÚɯɁ/ÏÖÛÖÎÙÈ×Ïàɯ8ÌÈÙɯƕƝƛƚɯ$ËÐÛÐÖÕȮɂɯÈɯÞÙÐÛÌÙɯ

ËÌÚÊÙÐÉÌÚɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÚÛÖ××ÐÕÎɯÛÙÈÍÍÐÊɯÐÕɯ"ÈÔÉÙÐËÎÌɯÞÏÌÕɯÐÛɯÞÈÚɯÌßÏÐÉÐÛÌËɯÈÛɯ

'ÈÙÝÈÙËɯ4ÕÐÝÌÙÚÐÛàɀÚɯ"ÈÙ×ÌÕÛÌÙɯ"ÌÕÛÌÙɯÍÖÙɯÛÏÌɯ5ÐÚÜÈÓɯ ÙÛÚɯÐÕɯƕƝƛƙȭɯɁ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɯ

ÚÏÖÖÛÚɯÏÐÚɯ×ÐÊÛÜÙÌÚɯÌÔ×ÏÈÛÐÊÈÓÓàɯÐÕɯÊÖÓÖÙȮɂɯÛÏÌɯÞÙÐÛÌÙɯÖÉÚÌÙÝÌÚȭɯɁ'ÖÞÌÝÌÙȮɯÏÌɯÜÚÌÚɯÛÏÌɯ

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

ÊÖÔÔÖÕ×ÓÈÊÌɯÚÜÉÑÌÊÛÚɯËÙÈÔÈÛÐÊȭɂ44 In 2008, 2ÊÏÑÌÓËÈÏÓɯËÌÚÊÙÐÉÌËɯ$ÎÎÓÌÚÛÖÕɀÚɯ

×ÏÖÛÖÎÙÈ×ÏÚɯÈÚɯÉÌÐÕÎɯËÐÚÛÐÕÊÛÐÝÌɯÍÖÙɯÏÐÛÛÐÕÎɯɁàÖÜɯÐÕɯÛÏÌɯÍÈÊÌɂɯÈÕËɯÓÌÈÝÐÕÎɯàÖÜɯɁÊÖÕÍÜÚÌËɯ

ÈÕËɯÏÈ××àȭɂɯ3ÏÌÚÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯɁ×ÜÔÔÌÓɂɯÛÏÌɯÝÐÌÞÌÙɯÞÐÛÏɯɁÌÊÊÌÕÛÙÐÊɯÉÌÈÜÛàɂɯÈÕËɯ

ɁÚàÕÛÏÌÛÐÊɯÎÖÙÎÌÖÜÚÕÌÚÚȮɂɯÓÌÈÝÐÕÎɯÛÏÌÔɯÞÖÕËÌÙÐÕÎɯÈÉÖÜÛɯÐÛȭ45 The Eggleston effect, he 

ÕÖÛÌÚȮɯÌß×ÓÖÐÛÚɯɁÛÌÊÏÕÐØÜÌÚɯÛÏÈÛɯÚÌÌÔɯÏÈÙËÓàɯÍÈÐÙɯÐÕɯÚÛÙÈÐÎÏÛɯ×ÏÖÛÖÎraphy ɬ chiefly dye 

transfer printing, an arduous and expensive process (mooted, of late, by digital 

ÛÌÊÏÕÖÓÖÎàȺȱɂɯ 

  2ÊÏÑÌÓËÈÏÓɯÌÍÍÌÊÛÐÝÌÓàɯËÌÚÊÙÐÉÌÚɯÛÏÌɯÌÜ×ÏÖÙÐÈȮɯÌÝÌÕɯÛÏÌɯɁÏÐÎÏɂɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯ

color and, I would argue, the color produced by Greiner and Imes, can elicit. Schjeldahl 

È×ÛÓàɯËÌÚÊÙÐÉÌÚɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏɯÖÍɯÈɯ,ÌÔ×ÏÐÚɯÛÌÌÕÈÎÌÙɯ×ÜÚÏÐÕÎɯÎÙÖÊÌÙàɯÊÈÙÛÚȯɯ

                                                      

44 Ɂ3ÏÌɯ"ÖÔÔÖÕ×ÓÈÊÌɯÐÕɯ+ÐÝÐÕÎɯ"ÖÓÖÙȮɂɯPhotography: 1976 Edition (New York: Time -Life Books, 1976), 56. 
45 2ÊÏÑÌÓËÈÏÓȮɯɁ+ÖÊÈÓɯ"ÖÓÖÙȭɂ 
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Ɂ3ÏÌɯÚÜÉÑÌÊÛɯÐÚɯÈɯËÙÌÈÙàɯÍÈÊÛȭɯ3ÏÌɯÊÖÕÛÌÕÛɯÐÚɯÌÙÖÛÐÊɯÛÙÜÛÏɯÛÏÈÛɯ/ÓÈÛÖɯÞÖÜÓËɯÏÈÝÌɯÌÕËÖÙÚÌËɂɯ

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

foreword  to Juke JointȮɯÊÖÔ×ÈÙÐÕÎɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÖÍɯÑÜÒÌɯÑÖÐÕÛÚ to the juke joints 

themselves, writing  Ɂ5ÌÙàɯÓÐÛÛÓÌɯÐÕɯÛÏÌÔɯÔÈÒÌÚɯÔÌɯÛÏÐÕÒȯɯàÌÚȮɯÓÐÍÌɀÚɯÑÜÚÛɯÓÐÒÌɯÛÏÈÛȮɂ (figure 

3). ɁLifeɀÚɯÜÚÜÈÓÓàɯÕÖÛɯÛÏÐÚɯ×ÙÌÛÛàȰɯÐÛs colors are hardly ever this substantial, this bright 

ÈÕËɯÊÏÖÚÌÕȭɀɂɯ(Íɯ%ÖÙËɯÏÐÔÚÌÓÍɯÛÙÈÝÌÓÌËɯÛÖɯÛÏÌÚÌɯ×ÓÈÊÌÚɯÈÕËɯÝÐÌÞÌËɯÛÏÌÔɯÞÐÛÏɯÏÐÚɯÖÞÕɯ

ÌàÌÚȮɯÏÌɯ×ÙÌËÐÊÛÌËȮɯÓÐÍÌɯÞÖÜÓËɯÉÌɯÐÕÍÐÕÐÛÌÓàɯÔÖÙÌɯØÜÖÛÐËÐÈÕȯɯɁ×ÈÓÌȮɯÏÌÚÐÛÈÕÛȮɯÓÌÚÚɯ

noticeable, the light more diffuseȮɯÏÜÔÈÕɯÈÊÛÐÝÐÛàɯÓÌÚÚɯÍÐßÌËȮɯÔÖÙÌɯÖ×ÌÕɯÛÖɯÚ×ÌÊÜÓÈÛÐÖÕȭɂ47  

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

infused into his photographs of New Orleans cemeteries (figure  4Ⱥȭɯ3ÏÌÙÌɯÐÚɯɁÈɯÉÌÈÜÛÐÍÜÓȮɯ

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

ÏÈÚɯÈɯÝÌÙàɯÌÓÌÎÐÈÊɯÚ×ÐÙÐÛȮɂɯ2áÈÙÒÖÞÚÒÐɯÖÉÚÌÙÝÌËȭ48  

 (ɯÞÖÜÓËɯÈÙÎÜÌɯÛÏÈÛɯÚÜÊÏɯɁÌÙÖÛÐÊȮɂɯɁÌÓÌÎÐÈÊȮɂɯÉÙÐÎÏÛȮɯÊÙàÚÛÈÓÓÐÕÌȮɯÈÕËɯɁÊÏÖÚÌÕɂɯ

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

altering effect on the viewer, a visual equivalent to  the 1970s myth ÖÍɯɁÈÉÙÜ×ÛɯÈÕËɯ

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

                                                      

46 Ibid.  
47 Richard Ford, Foreword in Birney Imes, Juke Joint (Jackson: University of Mississippi Press, 1990), 10. 
48 !ÐÓÓɯ9ÌÌÉÓÌȮɯɁ3ÏÌɯ1Ì×ÖÚÌËȮɂɯ-ÈÛÐonal Public Radio, April 12, 2000. 
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ÕÈÛÐÖÕɂɯÐËÌÕÛÐÍÐÌËɯÉàɯ"ÏÈÙÓÌÚɯ1ÌÈÎÈÕɯ6ÐÓÚÖÕȭ49  Therefore in my d iscussion of Birney 

Imes in chapter two, I explore magical realism, psychodelia, and the fantastic as modes 

of artistic response sometimes associated with  encountering the exotic.50 I argue that this 

ÔÖËÌɯÖÍɯÌß×ÙÌÚÚÐÖÕɯÐÚɯ×ÙÌÚÌÕÛɯÐÕɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÖÍɯ,Ðssissippi juke joints and road 

houses. In doing so, I discuss the cultural connections between the Mississippi Delta, 

New Orleans, and Latin America, a region closely associated with the production of 

ÔÈÎÐÊɯÙÌÈÓÐÚÛɯÓÐÛÌÙÈÛÜÙÌȭɯ(ɯÚÐÛÜÈÛÌɯ(ÔÌÚɀÚɯÚÜ×ÌÙÚÈÛÜÙÈÛed practice in the context of the 

ÔÖÝÌɯÐÕɯÛÏÌɯÓÈÛÌɯƕƝƚƔÚɯÈÕËɯÌÈÙÓàɯƕƝƛƔÚɯɁÍÙÖÔɯÛÖÒÌÕɯÛÖɯÊÖÔ×ÙÌÏÌÕÚÐÝÌɯÚÊÏÖÖÓɯ

ËÌÚÌÎÙÌÎÈÛÐÖÕɯÐÕɯÛÏÌɯ2ÖÜÛÏȮɂɯÞÏÐÊÏɯÛÖÖÒɯ×ÓÈÊÌɯÈÍÛÌÙɯÛÏÌɯÎÓÈÙÌɯÖÍɯÛÏÌɯÔÌËÐÈɯÏÈËɯɁÚÞÜÕÎɯ

ÈÞÈàɯÍÙÖÔɯÛÏÌɯÙÌÎÐÖÕȭɂ51 Imes was a student at Stephen D. Lee High  School in 

Columbus, Mississippi, when it f irst began desegregating in the late 1960s.52 He told 

                                                      

49 W. Fitzhugh !ÙÜÕËÈÎÌȮɯɁ%ÓÈÚÏÌÚɯÖÍɯÈɯ2ÖÜÛÏÌÙÕɯ2×ÐÙÐÛ:  Meanings of the Spirit in the U.S. South by Charles 

Reagan WilsonȮɂ Church History 81 (September 2012): 730-732. Wilson points out the ways that this myth 

ÌÕÌÙÎÐáÌËɯÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯ×ÖÓÐÛÐÊÐÈÕÚȮɯÈÙÛÐÚÛÚȮɯÈÕËɯÈÊÛÐÝÐÚÛÚɯÛÖɯɁÜÕËÌÙÛÈÒÌɯÐÕÐÛÐÈÛÐÝÌÚɯ×ÙÌÝÐÖÜÚÓàɯÜÕÛÏÐÕÒÈÉÓÌɯ

ÐÕɯÛÏÌɯ2ÖÜÛÏȮɂɯÈÊÊÖÙËÐÕÎɯÛÖɯ!ÙÜÕËÈÎÌȮɯ×ÙÖÝÐËÐÕÎɯɁÈɯÔàÛÏÐÊɯ×ÙÌÚÌÕÛɯÍÖÙɯÜÕ×ÙÌÊÌËÌÕÛÌËɯÌß×ÌÙÐÔÌÕÛÚɯÐÕɯɯ

biÙÈÊÐÈÓÐÚÔȭɂ 
50 (ÕɯÈɯËÐÚÊÜÚÚÐÖÕɯÖÍɯÏÖÞɯÊÖÓÖÙɯÊÈÕɯÉÌɯÚÌÌÕɯÞÐÛÏÖÜÛɯÛÏÌɯɁÌßÊÐÛÈÛÐÖÕɯÖÍɯÞÈÝÌÓÌÕÎÛÏÚɯÍÙÖÔɯÛÏÌɯÖÜÛÚÐËÌȮɂɯ%ÈÉÌÙɯ

!ÐÙÙÌÕɯÞÙÐÛÌÚȯɯɁ ÚɯÐÕɯËÙÌÈÔÚȮɯÈÍÛÌÙÐÔÈÎÌÚȮɯÈɯÉÓÖÞɯÖÕɯÛÏÌɯÏÌÈËȮɯ×ÙÌÚÚÜÙÌɯÖÕɯÛÏÌɯÌàÌÉÈÓÓȮɯÛÏÌɯÌÍÍÌÊÛÚɯÖÍɯÊÌÙÛÈÐÕɯ

drugs such as LSD (in which fountains of dazzling hues are witnessed), the sense of color remarkably 

Ö×ÌÙÈÛÌÚɯÍÙÖÔɯÞÐÛÏÐÕɯÛÏÌɯÏÜÔÈÕɯÉÙÈÐÕɯÈÕËɯ×ÚàÊÏÌȭɂɯ%ÈÉÌÙɯ!ÐÙÙÌÕȮɯɁ"ÖÓÖÙɯ/ÌÙÊÌ×ÛÐÖÕɯÐÕɯ ÙÛȯɯ!ÌàÖÕËɯÛÏÌɯ$àÌɯ

ÐÕÛÖɯÛÏÌɯ!ÙÈÐÕȮɂɯLeonardo, Vol. 9, no. 2 (Spring 1976). 
51 Hall, 1255. 
52 The 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 5th 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 

ÍÖÖÛÉÈÓÓɯÈÕËɯÛÙÈÊÒɯÛÌÈÔɯÔÌÔÉÌÙȭɯ3ÏÙÖÜÎÏɯÛÏÌɯÍÙÐÌÕËÚÏÐ×ȮɯÏÌɯÞÈÚɯɁÐÕÛÙoduced to this 

ÖÛÏÌÙɯÞÖÙÓËȮɂɯÈÕËɯɁÉÌÎÈÕɯÛÖɯÚÌÌɯÈÕËɯØÜÌÚÛÐÖÕɯÛÏÐÕÎÚɯÐÕɯÈɯÞÈàɯÛÏÈÛɯÏÌɯÏÈËÕɀÛɯÉÌÍÖÙÌȭɂ53  

 

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 

ÌÚ×ÌÊÐÈÓÓàɯÐÔ×ÖÙÛÈÕÛɯÐÕɯÊÏÈ×ÛÌÙɯÛÞÖȮɯÞÏÌÕɯ(ɯËÐÚÊÜÚÚɯÛÏÌɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÉÌÛÞÌÌÕɯ(ÔÌÚɀÚɯ

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 

ÚÌÌÔÌËɯȿÙÌÈÓɀɯɬ viewers overlooked 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 

ÛÖÖɯÓÐÛÌÙÈÓɯÛÖɯÉÌɯÈÙÛÐÚÛÐÊȭɯɁ3ÏÙÖÜÎÏÖÜÛȮɂɯÞÙÐÛÌÚɯ'ÖÚÛÌÛÓÌÙȮɯɁÛÏÌɯÊÖÔÔÌÕÛÈÙàɯÐÕÝÖÒÌËɯ

                                                      

 

Ball ɬ the two became friendly  during the integration process. The 1968 yearbook was also the first I saw 

that included color photograph s. 
53 Birney Imes, Partial to Home (Washington: Smithsonian Institution Press, 1994), 9.  
54 +ÐÚÈɯ'ÖÚÛÌÛÓÌÙȮɯɁ1ÌÈÓɯ"ÖÓÖÙȮɆɯÐÕɯ*ÈÛÏÌÙÐÕÌɯ ȭɯ!ÜÚÚÈÙËɯȫɯ+ÐÚÈɯ'ÖÚÛÌÛÓÌÙȮɯColor Rush: American Color 

Photography from Stieglitz to Sherman (Milwaukee: Milwaukee Art Mu seum, 2013). 
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various ËÌÍÐÕÐÛÐÖÕÚɯÖÍɯÙÌÈÓÐÚÔȮɯÍÙÖÔɯÚÜÙÍÈÊÌɯÙÌÚÌÔÉÓÈÕÊÌɯÛÖɯÌßÐÚÛÌÕÛÐÈÓɯÛÙÜÛÏȭɂ55 

  An association between color and fantasy persisted, even as Kodak emphasized 

ÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɀÚɯÉÌÈÜÛàɯÈÕËɯÙÌÈÓÐÚÔɯÐÕɯÐÛÚɯÈËÝÌÙÛÐÚÐÕÎɯÛÏÙÖÜÎÏÖÜÛɯÛÏÌɯƕƝƘƔÚȭ56 Black-

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.57 By removing 

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

ɁÓÌÝÌÓÐÕÎɯÌÍÍÌÊÛȮɯÊÙÌÈÛÐÕÎɯÈɯÚÌÕÚÌɯÖÍɯ×ÈÙÐÛàɯÉÌÛÞÌÌÕɯËÐÚ×ÈÙÈÛÌɯ×ÏÌÕÖÔÌÕÈȭɂɯ3ÏÜÚȮɯ

Hostetler points out, documenÛÈÙàɯÚÜÎÎÌÚÛÌËɯÛÏÈÛɯɁÊÖÓÖÙɯÞÈÚɯÖÍɯÓÐÛÛÓÌɯÊÖÕÚÌØÜÌÕÊÌɯÛÖɯ

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

ÌÈÙÓÐÌÙɯÌÙÈɯÖÍɯ×ÙÖÚ×ÌÙÐÛàȭɂ58 !àɯƕƝƘƖȮɯÛÏÌɯÈÜÛÏÖÙÐÛàɯÖÍɯËÖÊÜÔÌÕÛÈÙàɀÚɯÙÌÈÓÐÚÛɯÊÓÈÐÔÚɯÞÈÚɯ

tied to its monochrom e appearance ɬ ɁËÖÊÜÔÌÕÛÈÙàɯÈ××ÌÈÙÌËɯÛÖɯ×ÙÌÚÌÕÛɯÛÏÌɯ

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 

                                                      

55 Hostetler, 18. 
56 Ibid.  
57 Hostetler, 21. 
58 Hostetler, 21, referencing the research of Sally Stein published in Ɂ%2 ɯ"ÖÓÖÙȯɯ3ÏÌɯ%ÖÙÎÖÛÛÌÕɯ#ÖÊÜÔÌÕÛȭɂɯ

Modern Photography (1979): 90-99; 162-164, 166. 
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ËÖÊÜÔÌÕÛÈÙàȭɂ59  

  In each chapter, I discuss the meaning of color ɬ saturated and unsaturated, 

bloody and bloodless ɬ in the work of Eggleston, Imes, and Greiner, respectively. The 

photographer William Christenberry, Alabama native, friend and artistic influence on 

$ÎÎÓÌÚÛÖÕȮɯÏÈÚɯÖÉÚÌÙÝÌËɯÛÏÈÛɯɁÐÍɯÛÏÌɯÊÖÓÖÙɯ×ÙÐÕÛɯÚÌÌÔÚɯÓÜÙÐËɂɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒȮɯɁÛÏÈÛɀÚɯ

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 

ÉÓÈÊÒɯÈÕËɯÞÏÐÛÌȭɂ60 It is impor tant to note that the palette employed by the 

photographers I discuss is not always supersaturated, lurid, or visceral, though this kind 

ÖÍɯÊÖÓÖÙɯÐÚɯÈÕɯÐÔ×ÖÙÛÈÕÛɯ×ÈÙÛɯÖÍɯÔàɯÊÖÕÊÌÙÕȭɯ6ÏÐÓÌɯ(ɯÈÎÙÌÌɯÞÐÛÏɯ"ÏÙÐÚÛÌÕÉÌÙÙàɀÚɯ

ÖÉÚÌÙÝÈÛÐÖÕÚɯÈÉÖÜÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÜÚÌɯÖÍɯÊolor, I will argue that, whether intentional or not, 

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

ɬ heightens the emotional and aesthetic impact of their imagery. As I hope to make clear 

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

                                                      

59 Sally Stein, quoted in Hostetler, 21. 
60 ElizÈÉÌÛÏɯ ÝÌËÖÕȮɯɁ/ÖÙÛÙÈÐÛɯ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɯÉàɯ$ÓÐáÈÉÌÛÏɯ ÝÌËÖÕȮɂɯLe Journal de la Photographie. 

$ÎÎÓÌÚÛÖÕɯÚÈÐËɯÛÖɯ6ÐÓÓÐÈÔɯ%ÌÙÙÐÚȯɯɁ!ÐÓÓɯ"ÏÙÐÚÛÌÕÉÌÙÙàɀÚɯÞÖÙÒɯÏÈÚɯÏÈËɯÈɯÉÐÎɯÐÕÍÓÜÌÕÊÌɯÖÕɯÔàɯÞÖÙÒȭɯ

Christenberry works in color.  'ÌɯÐÚɯÖÕÌɯÖÍɯÛÏÌɯÍÌÞɯÛÏÈÛɯËÖÌÚȮɂɯØuoted in William Ferris, The Storied South, 

194. 
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ÔÖÝÌÔÌÕÛɯɁ2ÜÕÉÌÓÛɯ2ÖÜÛÏȭɂ61 

 

The Sunbelt and the Southern U.S. 

 )ÖÜÙÕÈÓÐÚÛÚɯÉÌÎÈÕɯÜÚÐÕÎɯÛÏÌɯÛÌÙÔɯɁ2ÜÕÉÌÓÛɂɯÐÕɯÛÏÌɯƕƝƛƔÚɯÛÖɯËÌÕÖÛÌɯÛÏÌɯɁÚÛÈÛÌÚɯÖÍɯ

ÛÏÌɯ6ÌÚÛɯÈÕËɯÛÏÌɯ2ÖÜÛÏɂɯÛÏÈÛɯÏÈËɯÉÌÌÕȮɯÈÚɯÑÖÜÙnalist Steven V. Roberts puts it, 

ɁÉÓÈÕÒÌÛÌËɂɯÉàɯɁÚ×ÌÊÛÈÊÜÓÈÙɯÚÜÉÜÙÉÈÕɯÎÙÖÞÛÏȭɂ62 Low corporate taxes, low welfare 

ÉÌÕÌÍÐÛÚȮɯÈÕËɯɁɀÓÖÖÒ-the-ÖÛÏÌÙɯÞÈàɯÌÕÝÐÙÖÕÔÌÕÛÈÓɯ×ÖÓÐÊÐÌÚȮɂɯÊÖÔÉÐÕÌËɯÞÐÛÏɯÍÌËÌÙÈÓÓàɯ

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 

postwar era.63  ÊÊÖÙËÐÕÎɯÛÖɯ1ÐÊÏÈÙËɯ,ȭɯ!ÌÙÕÈÙËȮɯÛÏÌɯÛÌÙÔɯɁ2ÜÕÉÌÓÛɂɯÞÈÚɯÍÐÙÚÛɯÜÚÌËɯÉàɯ

political analyst Kevin P. Phillips in his book The Emerging Republican Majority (1969).  

The Sunbelt ÊÖÕÊÌ×ÛȮɯ!ÌÙÕÈÙËɯÚÛÈÛÌÚȮɯɁÓÈàɯËÖÙÔÈÕÛɯÈÕËɯÐÓÓ-defined until the mid -1970s, 

when a combination of consensus reports on migration, the growing Republican 

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

brought the  ÓÖÞÌÙɯÛÐÌÙɯÖÍɯÚÛÈÛÌÚɯÛÖɯ×ÜÉÓÐÊɯÈÛÛÌÕÛÐÖÕȭɂ64 While the  definition of Sunbelt at 

                                                      

61 Matthew Lassiter, The Silent Majority: Suburban Politics in the Sunbelt South (Princeton, NJ and Oxford: 

Princeton University Press, 2006). 
62 2ÛÌÝÌÕɯ5ȭɯ1ÖÉÌÙÛÚȮɯɁɀ'ÌɀÚɯ.ÕÌɯÖÍɯ4Úɀȯɯ-ÖÞɯ$ÝÌÕɯ6ÏÐÛÌÚɯÐÕɯ+ÖÚɯ ÕÎÌÓÌÚɯÚÈàɯÖÍɯ!ÙÈËÓÌàȭɂɯNew York Times. 

February 24, 1974, 216. 
63 'ÈÓÓȮɯɁ+ÖÕÎɯ"ÐÝÐÓɯ1ÐÎÏÛÚȮɂɯƕƖƘƘȭ 
64 1ÐÊÏÈÙËɯ,ȭɯ!ÌÙÕÈÙËȮɯɁ2ÜÕÉÌÓÛɯ2ÖÜÛÏȮɂɯÐÕɯ"ÏÈÙÓÌÚɯ1ÌÈÎÈÕɯ6ÐÓÚÖÕɯÈÕËɯ6ÐÓÓÐÈÔɯ%ÌÙÙÐÚȮɯÌËÚȭȮɯEncyclopedia of 

Southern Culture (Chapel Hill: University of North Carolina Press, 1989), 732.  
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that time remai ned unclear, Bernard notes, most observers included in its  definition the 

area below the 37th ×ÈÙÈÓÓÌÓȮɯɁÈÓÖÕÎɯÛÏÌɯÕÖÙÛÏÌÙÕɯÉÖÙËÌÙÚɯof North Carolina, Tennessee, 

Arkansas, Oklahoma, New Mexico, and Arizona and in California below Fresno. 65 

  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 II. 66 #ÜÙÐÕÎɯÛÏÐÚɯÛÐÔÌȮɯÈɯ×ÖÚÛÜÙÌɯÖÍɯɁÊÖÓÖÙɯÉÓÐÕËÕÌÚÚɂɯÌÔÌÙÎÌËɯÈÔÖÕÎɯ

business leaders and the white middle and upper class as a strategy of dealing with 

racial conflict. According to Lassiter, the civil  ÙÐÎÏÛÚɯÔÖÝÌÔÌÕÛɯÏÈËɯɁËÐÚÊÙÌËÐÛÌËɂɯÖÝÌÙÛ 

racism, but color-blind posturing did not require racist expression. Instead it  

emphasized the values of 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 organized around this  residential language of 

consumer rights and meritocratic individualism. Their photographs show a regional 

space becoming less and less identifiably southern. Historians 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, 732-733. 
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 I discuss here.67 

  ,àɯÈÐÔɯÐÕɯÛÏÐÚɯËÐÚÚÌÙÛÈÛÐÖÕɯÐÚɯÛÖɯÛÙÈÊÒɯÊÖÓÖÙɀÚɯÙÖÓÌɯÐÕɯËÌ×ÐÊÛÐÕÎɯÛÏÌɯ2ÖÜÛÏɯÐÕɯÛÏÌɯ

1970s-early 2000s, when problems related to racism and poverty were often purported to 

be improving due to the elimination of de jure 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 2012.68 Even after the abolishment of Jim Crow, 

racially motivated choices continued to be made concerning the assignment of students 

to schools ɬ that is, segregation persisted de facto, without the legal tangibility it had 

duri ng the movement.69 As Birney Imes himself wrote in a 2013 column for the 

Commercial Dispatch, contemporary problems have become increasingly insidious: 

ɁȱÛÖËÈàȮɯÐÛɯÊÖÜÓËɯÉÌɯÈÙÎÜÌËȮɯÛÏÌɯÊÏÈÓÓÌÕÎÌÚɯÞÌɯÍÈÊÌɯÈÚɯÈɯÕÈÛÐÖÕɯÈÙÌɯÑÜÚÛɯÈÚɯËÈÜÕÛÐÕÎɯÈÚɯ

                                                      

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

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

ÉÌÛÞÌÌÕɯÛÏÌɯ2ÖÜÛÏɀÚɯ×ÖÓÐÛÐÊÈÓɯÈÕËɯÌÊÖÕÖÔÐÊɯÈÚÊÌÕËÈÕÊàɯÈÕËɯÛÏÌɯÐÕÊÙÌÈÚÌËɯÙÌÚ×ÌÊÛɯÍÖÙɯÈÙÛÐÚÛÐÊɯ×ÙÖËÜÊÛÐÖÕɯÐÕɯ

tÏÌɯ2ÖÜÛÏÌÙÕɯɁ×ÌÙÐ×ÏÌÙàɂɯ×ÙÖÍÍÌÙed ÉàɯÛÙÈËÐÛÐÖÕÈÓɯÈÙÛɯÞÖÙÓËɯɁÊÌÕÛÌÙÚȭɂɯ ɯƕƝƛƚɯNew York Times feature 

ÙÌÍÌÙÙÌËɯÛÖɯÛÏÌɯ2ÖÜÛÏɯÖÍɯÛÏÌɯƕƝƛƔÚɯÈÚɯɁÐÕÊÙÌÈÚÐÕÎÓàɯÜÙÉÈÕÐáÌËɯÈÕËɯÚÖ×ÏÐÚÛÐÊÈÛÌËȮɂɯÈÕËɯÖÉÚÌÙÝÌËɯÛÏÈÛɯÈÙÛÚɯ

ÈÊÛÐÝÐÛàɯɁÏÈÚɯÐÕÊÙÌÈÚÌËɯÔÈÙÒÌËÓàȱÈÚɯÛÏÌɯÙÌÎÐÖÕɯÏÈÚɯÉÌÊÖÔÌɯÔÖÙÌɯÈÕËɯÔÖÙÌɯÈÕɯÌÊÖÕÖÔÐc and political 

×ÖÞÌÙȭɂɯ(ÕËÌÌËȮɯÛÏÌɯÙÌ×ÖÙÛÌÙɯÕÖÛÌÚȮɯÛÏÌɯ2ÜÕÉÌÓÛɯÐÕɯÛÏÌɯÔÐË-1970s was accruing economic, political, and 

ÊÜÓÛÜÙÈÓɯ×ÖÞÌÙɯÍÈÚÛÌÙɯÛÏÈÕɯÈÕàɯÖÛÏÌÙɯÙÌÎÐÖÕȭɯ2ÌÌɯ!ȭɯ#ÙÜÔÔÖÕËɯ àÙÌÚȮɯɁ"ÜÓÛÜÙÈÓɯ ÊÛÐÝÐÛÐÌÚɯÐÕɯÛÏÌɯ2ÖÜÛÏɯ

&ÙÖÞɯ6ÐÛÏɯ(ÛÚɯ$ÊÖÕÖÔàȮɂɯNew York Times, November 1, 1976, 24. 
68 Ɂ ÊÊÖÙËÐÕÎɯÛÖɯ4ȭ2ȭɯ"ÌÕÚÜÚɯ!ÜÙÌÈÜɯÍÐÎÜÙÌÚɯÙÌÓÌÈÚÌËɯ3ÏÜÙÚËÈàȮɯ,ÐÚÚÐÚÚÐ××ÐɯÏÈËɯÈɯ×ÖÝÌÙÛàɯÙÈÛÌɯÖÍɯƖƖȭƚǔɯÐÕɯ

2011, while its median household income came in at $36,919. Both were roughly the same as the year 

ÉÌÍÖÙÌȭɂɯ3ÈÔÐɯ+ÜÏÉàȮɯɁ,ÐÚÚÐÚÚÐ××ÐɯÏÈÚɯ'ÐÎÏÌÚÛɯ/ÖÝÌÙÛàɯÈÕËɯ+ÖÞÌÚÛɯ(ÕÊÖÔÌȭɂɯÔÖÕÌàȭÊÕÕȭÊÖÔȮɯ2Ì×ÛÌÔÉÌÙɯ

20, 2012. http://money.cnn.com/2012/09/20/news/economy/income-states-poverty/ind ex.html . Accessed 

January 2014. 
69 Ɂ$ÎÎÓÌÚÛÖÕɯÔÈËÌɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÖÕɯËÐÚ×ÓÈàɯÏÌÙÌɯȻƖƔƕƗɯÌßÏÐÉÐÛÐÖÕɯÖÍɯÏÐÚɯÞÖÙÒɯÈÛɯÛÏÌɯ,ÌÛÙÖ×ÖÓÐÛÈÕɯ

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. 

ÞÈÚɯÈɯËÌÚÌÎÙÌÎÈÛÌËɯÊÖÜÕÛÙàȭɂɯ&ÙÈÊÌɯ$ÓÐáÈÉÌÛÏɯ'ÈÓÌȮɯɁ$ÎÎÓÌÚÛÖÕɀÚɯ2ÖÜÛÏȭɂ 
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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: 

ËàÚÍÜÕÊÛÐÖÕÈÓɯ×ÖÓÐÛÐÊÈÓɯÐÕÚÛÐÛÜÛÐÖÕÚȮɯÙÜÕÈÞÈàɯËÌÉÛȮɯ×ÖÓÈÙÐáÈÛÐÖÕɯÖÍɯÚÖÊÐÌÛàȭɂ70 

  During the period of artistic act ivity t hat this dissertation addresses ɬ 1968 -2005 

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

ÉÐÊÌÕÛÌÕÕÐÈÓɯÊÌÓÌÉÙÈÛÐÖÕɯÐÕɯƕƝƛƚɯȹÛÏÌɯÚÈÔÌɯàÌÈÙɯÈÚɯ$ÎÎÓÌÚÛÖÕɀÚɯ,Ö, ɯÌßÏÐÉÐÛÐÖÕȺȮɯɁÛÏÌɯ

Ìß×ÓÖÐÛÚɯÖÍɯÚÖÜÛÏÌÙÕɯÞÏÐÛÌɯÔÌÕȱÙÌÔÈÐÕÌËɯÐÕɯÛÏÌɯÚ×ÖÛÓÐÎÏÛȭɂɯ3ÏÌɯÞÏÐÛÌɯÚÖÜÛÏÌÙÕɯ

ÕÈÙÙÈÛÐÝÌɯÚÛÐÓÓɯËÌÍÐÕÌËɯÛÏÌɯ2ÖÜÛÏɯÐÕɯƕƝƛƚȮɯËÌÚ×ÐÛÌɯÛÏÌɯÌÍÍÖÙÛÚɯÖÍɯÉÐÊÌÕÛÌÕÕÐÈÓɯ×ÓÈÕÕÌÙÚɯɁÛÖɯ

×ÙÖÔÖÛÌɯÕÈÛÐÖÕÈÓɯÜÕÐÛàɯÈÍÛÌÙɯÛÏÌɯÊÐÝÐÓɯÙÐÎÏÛÚɯÔÖÝÌÔÌÕÛɯÈÕËɯ5ÐÌÛÕÈÔȭɂ71 But by the late 

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

ÖÛÏÌÙɯÚÖÜÛÏÌÙÕɯÔÜÚÌÜÔÚȭɯɁ5ÐÚÐÛÖÙɯËÐÚÊÖÕÛÌÕÛɯÞÐÛÏɯÛÏÌɯÈÝÖÐËÈÕÊÌɯÖÍɯÛÏÌɯÛÖ×ÐÊɯÖÍɯÚÓÈÝÌÙàɯ

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

'ÈÓÌàɀÚɯRoots: The Saga of an American Family in 1976, and the airing of a twelve-hour 

ÛÌÓÌÝÐÚÐÖÕɯÈËÈ×ÛÈÛÐÖÕɯÐÕɯ)ÈÕÜÈÙàɯƕƝƛƛȮɂɯhistorian W. Fitzhugh Brundage observes.72 

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 ɬ of the South, race, and segregationɭ

                                                      

70 !ÐÙÕÌàɯ(ÔÌÚȮɯɁ%ÖÜÙɯ+ÐÛÛÓÌɯ&ÐÙÓÚȮɂɯCommercial Dispatch (January 19, 2013). 
71 Brundage, The Southern Past, 293-294.  
72 Brundage, 295.  
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were subject to continuous and sometimes violent revision.  By means of color, 

Eggleston, Imes, and Greiner addressed 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 

ÈÊÊÖÔ×ÈÕàÐÕÎɯɁ"ÖÓÖÙɯ1ÜÚÏȮɂɯÈɯƖƔƕƗɯÌßÏÐÉÐÛÐÖÕɯÈÛɯÛÏÌɯ,ÐÓÞÈÜÒÌÌɯ Ùt Museum, the first 

commercially available color photographic process, the autochrome, was introduced by 

the Lumiere brothers in 1907. This process made it possible to photograph automatically 

ÐÕɯÊÖÓÖÙɯÈÕËɯÛÏÌÕɯËÌÝÌÓÖ×ɯÖÕÌɀÚɯÖÞÕɯÛÙÈÕÚ×ÈÙÌÕÊÐÌÚȭɯɯ/ÙÐÖÙɯÛÖɯÛhe 1970s, when the art 

world took greater notice of color photography, the medium was rarely used in an 

ÌßÊÓÜÚÐÝÌÓàɯȿÏÐÎÏɀɯÖÙɯȿÓÖÞɀɯÔÈÕÕÌÙȭ73  Ɂ$ÝÌÕɯÈÍÛÌÙɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÙÙÐÝÌËɯÖÕɯÛÏÌɯÈÙÛɯ

market in the 1970s, it enjoyed a fluidity of boundaries between high and low art 

ÍÖÙÔÚȱÞÏÐÊÏɯÖÊÊÜÙÙÌËɯÈÛɯ×ÙÌÊÐÚÌÓàɯÛÏÌɯÚÈÔÌɯÔÖÔÌÕÛɯÛÏÈÛɯ×ÏÖÛÖÎÙÈ×ÏàɯÐÕɯÎÌÕÌÙÈÓɯÞÈÚɯ

ÉÌÐÕÎɯÊÌÓÌÉÙÈÛÌËɯÍÖÙɯÈɯÚÐÔÐÓÈÙɯ×ÌÙÔÌÈÉÐÓÐÛàȭɂɯ(ÕɯƕƝƔƛȮɯÈÚɯ!ÜÚÚÈÙËɯÕÖÛÌÚȮɯ ÓÍÙÌËɯ2ÛÐÌÎÓÐÛáɯ

ÙÌÍÌÙÙÌËɯÛÖɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÚɯÈÕɯɁÈÊÊÖÔ×ÓÐÚÏÌËɯÍÈÊÛȭɂɯ ÛɯÛÏÈÛɯÌÈrly date ɬ nearly 70 

àÌÈÙÚɯÉÌÍÖÙÌɯ$ÎÎÓÌÚÛÖÕɀÚɯÌßÏÐÉÐÛÐÖÕɭ 2ÛÐÌÎÓÐÛáɯÖÉÚÌÙÝÌËɯÛÏÈÛɯɁÛÏÌɯÚÌÌÔÐÕÎÓàɯÌÝÌÙÓÈÚÛÐÕÎɯ

                                                      

73 *ÈÛÏÌÙÐÕÌɯ!ÜÚÚÈÙËȮɯɁ%ÜÓÓɯ2×ÌÊÛÙÜÔȯɯ$ß×ÈÕËÐÕÎɯÛÏÌɯ'ÐÚÛÖÙàɯÖÍɯ ÔÌÙÐÊÈÕɯ"ÖÓÖÙɯ/ÏÖÛÖÎÙÈ×ÏàȮɂɯÐÕɯ*ÈÛÏÌÙÐÕÌɯ

Bussard and Lisa Hostetler, eds., Color Rush: American Color Photography from Stieglitz to Sherman 

(Milwauk ee: Milwaukee Museum of Art, 2013), 2. 



 

 

31 

question whether color would ever be within the reach of the photographer has been 

ËÌÍÐÕÐÛÐÝÌÓàɯÈÕÚÞÌÙÌËȭɂɯ2ÛÐÓÓȮɯÛÏÌÙÌɯÞÌÙÌɯ×ÙÖÉÓÌÔÚɯÞÐÛÏɯÈÜÛÖÊÏÙÖmes ɬ namely their cost 

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 Work. Replaced by more refined technical developments, the 

Autochrome began to disappear in the 1920s. By the 1930s, color plates had become 

common in magazines ɬ it became difficult to imagine a magazine without them ɬ and 

developments in color photography continued to accelerate throughout that ËÌÊÈËÌȭɯɁ(Õɯ

1935, Kodak debuted its first commercially successful amateur color film , Kodachrome, 

ÞÏÐÊÏɯɁrequired long exposures but was otherwise easy to use and broadly 

ËÐÚÛÙÐÉÜÛÌËȭɂ74  

  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 

×ÏÖÛÖÎÙÈ×ÏàɯÊÙÐÛÐÊɯ!ÙÜÊÌɯ#ÖÞÕÌÚȭɯɁ3ÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯÔÜÚÛɯÊÖÕÛÌÕËɯÞÐÛÏɯÔÌÊÏÈnical, 

Ö×ÛÐÊÈÓȮɯÈÕËɯÊÏÌÔÐÊÈÓɯ×ÙÖÊÌÚÚÌÚɯÖÝÌÙɯÞÏÐÊÏɯÏÌɯÊÈÕɯÏÈÝÌɯÖÕÓàɯ×ÈÙÛÐÈÓɯÊÖÕÛÙÖÓȮɂɯÏÌɯÞÙÖÛÌɯ

ÐÕɯƕƝƚƔȭɯɁ-ÖɯÔÈÕȮɯÏÖÞÌÝÌÙɯÚÒÐÓÓÍÜÓȮɯÊÈÕɯ×ÙÌËÐÊÛɯ×ÙÌÊÐÚÌÓàɯÞÏÈÛɯÈɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏɯÞÐÓÓɯ

                                                      

74 Bussard, 2-3. 
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ÙÌÈÓÓàɯÓÖÖÒɯÓÐÒÌɯÈÛɯÛÏÌɯÛÐÔÌɯÖÍɯÌß×ÖÚÜÙÌȭɂ75 The high risk of inaccuracy in color 

×ÏÖÛÖÎÙÈ×ÏàɯÞÈÚɯÈÓÓÜËÌËɯÛÖɯÐÕɯÈɯƕƝƚƔɯÈËɯÍÖÙɯ ÕÚÊÖÊÏÙÖÔÌȯɯɁ/ÙÖÉÓÌÔȯɂɯÛÏÌɯÈËɯÚÛÈÛÌËȮɯ

Ɂ3ÖɯÙÌÊÖÙËɯËÌÌ×ɯÙÐÊÏɯÛÌßÛÜÙÌÚɯÈÕËɯÉÙÐÎÏÛɯÏÐÎÏÓÐÎÏÛÚɯÞÐÛÏÖÜÛɯÓÖÚÐÕÎɯËÌÛÈÐÓɯÖÙɯËÐÚÛÖÙÛÐÕÎɯ

ÊÖÓÖÙɯÝÈÓÜÌÚȭɂ76 Ɂ6ÌɀÓÓɯÕÌÝÌÙɯÉÌɯÈÉÓÌɯÛÖɯÊÖÕÛÙÖÓɯÛÏÌɯÊÖÓÖÙɯ×ÙÖÊÌÚÚɯÈÚɯÈÕɯÈÙÛÐÚÛɯcontrols 

×ÈÐÕÛȱÉÜÛɯÏÖÞɯÊÓÖÚÌɯÊÈÕɯÞÌɯÊÖÔÌȳɂɯÈÚÒÌËɯ#ÖÞÕÌÚȭɯ ÚɯÈɯÍÐÕÌɯÈÙÛÚɯÔÌËÐÜÔȮɯÏÌɯ

ÊÖÕÛÌÕËÌËȮɯɁÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÐÚɯÜÕËÖÜÉÛÌËÓàɯÛÏÌɯÔÖÚÛɯÊÖÔ×ÓÌßɯÈÕËɯÍÙÜÚÛÙÈÛÐÕÎɯ

×ÙÖÊÌÚÚɯÌÝÌÙɯÐÕÝÌÕÛÌËɯÉàɯÔÈÕȭɂɯ'ÌɯÊÖÕÛÐÕÜÌËȯ 

  The basic problem in any art is mastery of the medium.  

   In painting, the artist is confronted with simple things ɬ  

   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.77 

 

 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.78 Such 

                                                      

75 !ÙÜÊÌɯ#ÖÞÕÌÚȮɯɁ"ÖÓÖÙɀÚɯ%ÙÜÚÛÙÈÛÐÖÕÚȮɂɯÐÕɯ1960 Color Photography Annual  (New York: Ziff -Davis, 1960), 25. 
76 Anscochrome advertisement, in Color Photography, a Popular Photography Workshop Annual (New York: 

Ziff -Davis, 1960). 
77 !ÙÜÊÌɯ#ÖÞÕÌÚȮɯɁ"ÖÓÖÙɀÚɯ%ÙÜÚÛÙÈÛÐÖÕÚȮɂɯ1960 Color Photography Annual (New York: Ziff -Davis, 1960), 21.  
78 Downes, 21. 



 

 

33 

pitfalls, wrote #ÖÞÕÌÚȮɯɁÈÙÌɯÈÓÈÙÔÐÕÎɯÛÖɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯÞÏÖɯÐÚɯÚÌÙÐÖÜÚÓàɯÛÙàÐÕÎɯÛÖɯ

master his medium. They are what cause photographers to suffer the agonizing tensions 

ÖÍɯÈÕßÐÌÛàɯËÜÙÐÕÎɯÛÏÌɯ×ÌÙÐÖËɯÉÌÛÞÌÌÕɯÌß×ÖÚÜÙÌɯÈÕËɯÛÏÌɯÜÕÍÐÕÐÚÏÌËɯ×ÐÊÛÜÙÌȭɂ79 Another 

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 

×ÙÖÑÌÊÛÐÖÕɯÖÕɯÈɯÚÊÙÌÌÕȭɯɁ(ÕɯÌÍÍÌÊÛȮɯÜÕÓÐÒÌɯÈɯ×ÈÐÕÛÐÕÎɯÖÙɯÈɯ×ÐÌÊÌɯÖÍɯÚÊÜÓ×ÛÜÙÌȮɯÐt is 

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 

ÖÍɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×Ïàȭɂ80 For exhibitions, the transparency must be translated into a 

×ÙÐÕÛȮɯɁÞÏÐÊÏɯÐÕÛÙÖËÜÊÌÚɯÈÕÖÛher string of potential deviations besides being for most of 

ÜÚɯ×ÙÖÏÐÉÐÛÐÝÌÓàɯÌß×ÌÕÚÐÝÌȭɂ81 2ÖÔÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚȮɯÞÙÖÛÌɯ#ÖÞÕÌÚȮɯÈÙÌɯɁÙÌÚÐÎÕÌËɯÛÖɯÛÏÌɯ

idea that color photography is a bastard medium and have confined themselves to 

black-and-ÞÏÐÛÌȭɂ82   

  While t here were concerns about and limitations on  the medium, the artistic 

choice to use color became increasingly attractive in light of postwar improvements in 

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

                                                      

79 Ibid . 
80 Downes, 21. 
81 Downes, 22. 
82 Downes, 23.  
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color in prints. 83 Ɂ!ÌÛÞÌÌÕɯÞÏÈÛɯ*ÖËÈÊÏÙÖÔÌɯÈÕËɯ3ÌÊÏÕÐÊÖÓÖÙɯÔÈËÌɯ×ÖÚÚÐÉÓÌȮɯÊÖÓÖÙɯ

×ÏÖÛÖÎÙÈ×ÏàɀÚɯÔÜÓÛÐÍÈÊÌÛÌËɯÔÈÚÚɯÊÖÕÚÜÔ×ÛÐÖÕɯÞÈÚɯÊÖÔ×ÓÌÛÌÓàɯÈÚÚÜÙÌËɯÈÛɯÛÏÌɯËÈÞÕɯÖÍɯ

6ÖÙÓËɯ6ÈÙɯ((ȮɂɯÞÙÐÛÌÚɯ!ÜÚÚÈÙËȭ84 Photography magazines were abuzz with the latest 

developments in the late 1950ÚɯÈÕËɯƕƝƚƔÚȭɯɁ(ÕɯÊÖÓÖÙɯ×ÙÖËÜÊÛÚȮɂɯÞÙÖÛÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯ

David B. Eisendrath, Jr. in a special 1960 issue of Popular PhotographyȮɯɁ×ÌÙÏÈ×ÚɯÛÏÌɯÔÖÚÛɯ

talked about, and certainly the one with the most visible effect on amateurs and 

professionals, was the iÕÛÙÖËÜÊÛÐÖÕɯÐÕɯ,ÈÙÊÏɯÖÍɯ$ÈÚÛÔÈÕɯ*ÖËÈÒɀÚɯ'ÐÎÏɯ2×ÌÌËɯƗƙ-mm 

$ÒÛÈÊÏÙÖÔÌȭɂɯ3ÏÌɯ*ÖËÈÒɯÔÈÛÌÙÐÈÓȮɯÞÐÛÏɯÐÛÚɯÏÐÎÏɯÚ×ÌÌËɯÖÍɯƕƚƔȮɯÞÙÖÛÌɯ$ÐÚÌÕËÙÈÛÏȮɯɁÐÛÚɯ

pushability to even higher speeds, its great latitude and fine color rendition, truly 

heralded the fact that available-light color photography was real ÓàɯÏÌÙÌȭɂɯ3ÏÌɯ3ÜÕÎÚÛÌÕɯ

material ɂÈÓÓÖÞÌËɯÛÏÌɯÍÈÚÛ-lens owners to photograph in color almost everything and 

ÈÕàÛÏÐÕÎɯÛÏÌàɯÊÖÜÓËɯÚÌÌȭɂ85 Eisendrath described the degree of anticipation for a faster, 

ÉÌÛÛÌÙɯ*ÖËÈÊÏÙÖÔÌȯɯɁ%ÖÙɯseveral years photographic technicians who watch the 

                                                      

83 Kodak unveiled  the dye transfer process for Ɂmaking color prints from three -color separation negativesɂ 

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 Ɂfirst 

color film that could b Ìɯ×ÙÖÊÌÚÚÌËɯÉàɯÈÕàɯ×ÏÖÛÖÎÙÈ×ÏÌÙȭɂ In 1963, Kodak introduced the first instant color 

film (Polacolor Type 48) and the Cibachrome silver dye-bleach process for making prints from color 

transparencies. Fuji 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. 

Accessed August 26, 2013). 
84 *ÈÛÏÌÙÐÕÌɯ ȭɯ!ÜÚÚÈÙËȮɯɁ%ÜÓÓɯ2×ÌÊÛÙÜÔȯɯ$ß×ÈÕËÐÕÎɯÛÏÌɯ'ÐÚÛÖÙàɯÖÍɯ ÔÌÙÐÊÈÕɯ"ÖÓÖÙɯ/ÏÖÛÖÎÙÈ×ÏàȮɂɯÐÕɯ

Katherine A. Bussard and Lisa Hostetler, eds. Color Rush: American Color Photography from Stieglitz to Sherman 

(Milwaukee:  Milwaukee Art Museum, 2013).  
85 #ÈÝÐËɯ!ȭɯ$ÐÚÌÕËÙÈÛÏȮɯ)ÙȭȮɯɁ ɯ1ÌÝÐÌÞɯÖÍɯÛÏÌɯ8ÌÈÙɯÈÕËɯÈɯ+ÖÖÒɯ ÏÌÈËȮɂɯÐÕɯColor Photography Annual  (New 

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 

*ÖËÈÊÏÙÖÔÌɯÞÈÚɯÚÖÔÌÞÏÌÙÌɯÐÕɯÛÏÌɯÖÍÍÐÕÎȭɂ86 In 1963, the Swiss chemical company Ciba 

introduced the Cibachrome silver dye -bleach process for making prints from color 

transparencies. Eggleston, Imes, and Greiner would each experiment with this printing 

process. In 1971, Kodak introduced the Big Shot 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.87 

  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.88 Ɂ3ÏÙÖÜÎÏÖÜÛɯÛÏÌɯÞÈÙɯàÌÈÙÚȮɯ,Ö, ɯÊÖÕÛÐÕÜed its initial and diverse 

ÌÕÛÏÜÚÐÈÚÔɯÍÖÙɯËÐÚ×ÓÈàÐÕÎɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàȮɂ writes Brussard.89 By 1971, the 

Metropolitan Museum of Art was displaying the work of Stephen Shore, five years 

ÉÌÍÖÙÌɯ$ÎÎÓÌÚÛÖÕɀÚɯÚÏÖÞɯÈÛɯ,Ö, ɯȹfigure 5).90 

                                                      

86 Eisendrath, 18. 
87 Timeline of Color Photography related to the Leopo ld 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 Ibid .  
90 Museum Exhibitions 1870-2010, Compiled by the Metropolita n Museum of Art, 2010. 
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  Eggleston began experimenting with  color transparency film in the mid -sixties, 

about four years after Kodak introduced ASA 25 Kocachrome II film, with an improved 

color, greater light sensitivity, and finer grain than the original Kodachrome.  

$ÎÎÓÌÚÛÖÕɀÚ wife Rosa remembers being awestruck when she saw his first slides beam 

ÖÜÛɯÖÍɯÛÏÌÐÙɯÏÖÔÌɯ×ÙÖÑÌÊÛÖÙȮɯÈɯØÜÐÕÛÌÚÚÌÕÛÐÈÓɯɁÈÔÈÛÌÜÙɂɯÔÖÔÌÕÛɯÈÍÛÌÙɯÛÏÌɯÙÖÈËɯÛÙÐ×ȮɯÈɯ

travelogue (or, alternatively, how one might vet images for a fashion shoot before 

×ÙÐÕÛÐÕÎɯÛÏÌÔɯÍÖÙɯ×ÜÉÓÐÊÈÛÐÖÕȺȭɯɁ(ÛɯÞÈÚɯÚÖɯÚÈÛÜÙÈÛÌËɯÈÕËɯÚÖɯÐÕÛÌÕÚÌȮɂɯÚÏÌɯÚÈÐËȭɯɁ(ÛɯÞÈÚɯ

ÈÚÛÖÜÕËÐÕÎɯÛÖɯÚÌÌɯÊÖÓÖÙɯÓÐÒÌɯÛÏÈÛȭɂ91  ÙÖÜÕËɯÛÏÈÛɯÛÐÔÌȮɯ$ÎÎÓÌÚÛÖÕɀÚɯÏÖÉÉàɯÞÈÚɯÛÖɯÞÈÛÊÏɯ

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. 

 ÕËɯàÌÈÙÚɯÓÈÛÌÙɯÛÏÌàɯÚÌÕÛɯÛÏÌÔɯÖÝÌÙɯÈÕËɯÏÌÙÌɯ(ɯÞÈÚɯÓÖÖÒÐÕÎɯÈÛɯÛÏÌÔȱȭÐÛɯ

was one of the most exciting and unforgettable experiences as a wholeɭ

and educational for me.92   

 

When I 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 -!ÖÖÛÏȮɯɁ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕȯɯ Õɯ(ÕÛÌÙÝÐÌÞȮɂɯHistory of Photography 17 (Spring, 1993): 51. 
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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 

ÊÌÙÛÈÐÕɯÊÖÓÖÙɯÓÈÉȮɯ×ÙÖËÜÊÌËɯÌÕËÓÌÚÚɯÈÔÖÜÕÛÚɯÖÍɯ×ÌÖ×ÓÌɀÚɯÚÕÈ×ÚÏÖÛÚȮɯ

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 

ÓÈÉȱÛÏÌàɯÞÖÜÓËɯËÌÝÌÓÖ×ɯÈɯÓÖÛɯÖÍɯÙÖÓÓÚɯÛÏÈÛɯ×ÌÖ×ÓÌɯÏÈËɯÛÈÒÌÕɯÔÈÕàɯ

years back, on a honeymoon and were so beautiful, almost kind of 

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

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

watch what was coming out. 93 

 

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.94 I have tried to examine the 

environmental and historical factors relevant to the photographs I discuss. I also attend 

ÛÖɯɁ×ÚàÊÏÖÓÖÎÐÊÈÓɂɯÖÙɯÔÖÙÌɯ×ÙÌÊÐÚÌÓàɯÉÐÖÎÙÈ×ÏÐÊÈÓɯÊÖÕÚÐËÌÙÈÛÐÖÕÚȭɯ(ÕɯÊÏÈ×ÛÌÙɯÛÞÖɯ(ɯ

ÊÖÕÚÐËÌÙɯ(ÔÌÚɀÚɯËÌÊÐÚÐÖÕɯÛÖɯ×ÏÖÛÖÎÙÈ×ÏɯÑÜÒÌɯÑÖÐÕÛÚɯÈÕËɯÙÖÈËÏÖÜÚÌÚɯÐÕɯÛÏÌɯÊÖÕÛÌßÛɯÖÍɯÏÐÚɯ

experience of desegregation in his Mississippi hometown. In chapter three I consider 

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

!ÈÛÖÕɯ1ÖÜÎÌɯÔÈàɯÊÖÕÛÙÐÉÜÛÌɯÛÖɯÖÜÙɯÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯ&ÙÌÐÕÌÙɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚȭ95 

  My approach is also influenced by sym bolic and interpretive anthropology as 

practiced by Clifford Geertz, who believed the proper method of symbolic analysis was 

ɁÛÏÐÊÒɯËÌÚÊÙÐ×ÛÐÖÕɂɯɬ ÛÏÌɯ×ÙÖÊÌÚÚɯÖÍɯÉÙÌÈÒÐÕÎɯËÖÞÕɯÌÛÏÕÖÎÙÈ×ÏÐÊɯÐÕÍÖÙÔÈÛÐÖÕȮɯɁÚÖÙÛÐÕÎɯ

through layers of significance to derive the ÔÌÈÕÐÕÎɯÍÙÖÔɯÛÏÌɯÕÈÛÐÝÌɀÚɯ×ÌÙÚ×ÌÊÛÐÝÌȭɂɯ

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

                                                      

94 R. Jon McGee and Richard L. Warms, Anthropological Theory: An Introductory History (New York: McGraw 

'ÐÓÓȮɯƖƔƔƘȺȮɯƕƖƝȭɯ3ÏÌɯÈÜÛÏÖÙÚɯÕÖÛÌɯÛÏÈÛɯ,ÈÙÝÐÕɯ'ÈÙÙÐÚɯÊÈÔÌɯÜ×ɯÞÐÛÏɯÛÏÌɯÛÌÙÔɯɁÏÐÚÛÖÙÐÊÈÓɯ×ÈÙÛÐÊÜÓÈÙÐÚÔɂɯÐÕɯÛÏÌɯ

1960s to explain what Boas was doing. According to the authors, HarriÚɯÜÚÌËɯÛÏÌɯÛÌÙÔɯɁÏÐÚÛÖÙÐÊÈÓɯ

×ÈÙÛÐÊÜÓÈÙÐÚÔɂɯÉÌÊÈÜÚÌɯɁ!ÖÈÚɯÍÖÊÜÚÌËɯÖÕɯÛÏÌɯÚ×ÌÊÐÍÐÊɯÏÐÚÛÖÙÐÌÚɯÖÍɯÐÕËÐÝÐËÜÈÓɯÚÖÊÐÌÛÐÌÚȭɂ 
95 (ɯÈÔɯÈÞÈÙÌɯÖÍɯÛÏÌɯ×ÐÛÍÈÓÓÚɯÖÍɯÛÏÌɯɁÉÐÖÎÙÈ×ÏÐÊÈÓɯÈ××ÙÖÈÊÏɂɯÛÖɯÈÙÛɯÏÐÚÛÖÙàȮɯÉÜÛɯ(ɯÏÈÝÌɯÊÖÔÌɯÛÖɯÛÏÌɯÊÖÕÊÓÜÚÐÖÕɯ

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, ed. The Life & The Work: 

Art and Biography (Los Angeles: Getty Research Institute, 2007). 
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cultural context as their informants. 96 He also focused on how symbols affect the way 

people think about their world, and how they  ɁÖ×ÌÙÈÛÌɯÈÚɯÝÌÏÐÊÓÌÚɯÖÍɯÊÜÓÛÜÙÌȭɂ97 These 

ideas have been especially helpful to me in thinking through the ways in which 

$ÎÎÓÌÚÛÖÕȮɯ(ÔÌÚȮɯÈÕËɯ&ÙÌÐÕÌÙɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÏÈÝÌɯÉÌÌÕɯÜÕËÌÙÚÛÖÖËɯÉàɯÝÐÌÞÐÕÎɯ×ÜÉÓÐÊÚɯ

and what their photographs might mean beyond their o wn artistic intentions.  

  2àÔÉÖÓÐÊɯÈÕÛÏÙÖ×ÖÓÖÎÐÚÛÚɯÉÌÓÐÌÝÌɯÛÏÈÛɯÊÜÓÛÜÙÌɯÓÐÌÚɯÐÕɯÐÕËÐÝÐËÜÈÓÚɀɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕÚɯ

ÖÍɯÌÝÌÕÛÚɯÈÕËɯÛÏÌɯÛÏÐÕÎÚɯÈÙÖÜÕËɯÛÏÌÔȮɯÛÏÈÛɯÞÌɯɁÊÖÕÚÛÙÜÊÛɯÖÜÙɯÊÜÓÛÜÙÈÓɯÙÌÈÓÐÛàȮɂɯÈÕËɯÛÏÌÐÙɯ

focus is on the analysis of meaning.98 In this dissertatiÖÕȮɯ(ɀÔɯÐÕÛÌÙÌÚÛÌËɯÐÕɯÏÖÞɯÛÏÌɯ

ÔÌÈÕÐÕÎÚɯÖÍɯ$ÎÎÓÌÚÛÖÕȮɯ(ÔÌÚȮɯÈÕËɯ&ÙÌÐÕÌÙɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÙÌɯÚÏÈ×ÌËɯÉàɯÊÏÈÕÎÐÕÎɯ

conceptions of the Southern past, and I 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, diaries, and 

ÊÖÙÙÌÚ×ÖÕËÌÕÊÌɯÍÙÖÔɯ/ÌÙÜɀÚɯ(ÕØÜÐÚÐÛÐÖÕɯÛÖɯÚÏÖÞɯÏÖÞɯÛÏÌɯÖÙÐÎÐÕÚɯÖÍɯÛÏÌɯÔÖËÌÙÕɯÞÖÙÓËɯ

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

                                                      

96 McGee and Warms, 525. 
97 2ÏÌÙÙàɯ!ȭɯ.ÙÛÕÌÙȮɯɁ.Õɯ*Ìàɯ2àÔÉÖÓÚȮɂɯAmerican Anthropologist, 75 (1973): 1338-1346, quoted in McGee and 

Warms, 524. 
98 ,Ê&ÌÌɯÈÕËɯ6ÈÙÔÚȮɯɁ2àÔÉÖÓÐÊɯÈÕËɯ(ÕÛÌÙ×ÙÌÛÐÝÌɯ ÕÛÏÙÖ×ÖÓÖÎàȮɂɯƙƖƘȭɯ 
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civilization throughout the colonies. 99 "ÐÝÐÓÐáÈÛÐÖÕɯÞÈÚɯɁËÌÍÐÕÌËɯÉàɯÈÕËɯÐÕÚÌ×ÈÙable from 

Catholicism ɬ along with race-ÛÏÐÕÒÐÕÎɯËÌÚÐÎÕÚȭɂɯ2×ÈÐÕɯÞÈÚɯÕÖÛɯÚÖÔÌÏÖÞɯɁÔÈÙÎÐÕÈÓɂɯÛÖɯ

the progress of Anglo-American modernity, she writes; there was no gulf between Spain 

ÈÕËɯÛÏÌɯɁÛÙÜÌɯËÈÞÕÐÕÎɯÖÍɯÔÖËÌÙÕɯÓÐÍÌȭɂɯ2ÏÌɯÈÙÎÜÌÚɯÍÖÙɯÛÏÌɯÝÌÙàɯÖ××ÖÚÐÛÌȰɯÛÏÈÛɯɁÉÖÛÏɯ

2×ÈÕÐÚÏɯÊÖÓÖÕÐÈÓÐÚÔɯÈÕËɯÛÏÌɯ2×ÈÕÐÚÏɯ(ÕØÜÐÚÐÛÐÖÕɯÈÛÛÌÕËÌËɯÊÐÝÐÓÐáÈÛÐÖÕɀÚɯÉÐÙÛÏȭɂ100 Her 

ÛÏÐÕÒÐÕÎɯÏÈÚɯÉÌÌÕɯÐÕÍÓÜÌÕÊÌËɯÉàɯ'ÈÕÕÈÏɯ ÙÌÕËÛɀÚɯÊÖÕÊÌÙÕÚɯÈÉÖÜÛɯÛÏÌɯËÈÕÎÌÙÚɯÖÍɯÍÜÚÐÕÎɯ

ÉÜÙÌÈÜÊÙÈÛÐÊɯÙÜÓÌɯÈÕËɯÙÈÊÌɯÛÏÐÕÒÐÕÎȭɯɁ2ÛÈÛÌɯÔÈÎÐÊȮɂɯÈÊÊÖÙËÐÕÎɯÛÖɯ ÙÌÕËÛȮɯÔÈËÌ race 

thinking even more powerful and damaging. 101 State bureaucracies, writes Silverblatt, 

used race thinking to organize power and the conduct of daily life. Thus, with regard to 

race and color, priests preached a so-ÊÈÓÓÌËɯɁÕÈÛÜÙÈÓɯÖÙËÌÙɂɯÍÜÌÓÌËɯÉàɯÈɯɁÙÈÊe-thinking 

ÕÖÛÐÖÕɯÛÏÈÛɯÉÓÖÖËɯÊÈÙÙÐÌËɯÚÛÈÐÕÚȭɂɯ3ÏÌÚÌɯÉÓÖÖËɯÚÛÈÐÕÚɯËÐÊÛÈÛÌËɯÕÖÛɯÖÕÓàɯÖÍɯɁÊÏÈÙÈÊÛÌÙɯÛÙÈÐÛÚɯ

ÈÕËɯÐÕÛÌÓÓÐÎÌÕÊÌȮɂɯÉÜÛɯÈÓÚÖɯɁ×ÖÓÐÛÐÊÈÓɯÙÐÎÏÛÚȮɯÈÕËɯÌÊÖÕÖÔÐÊɯ×ÖÚÚÐÉÐÓÐÛÐÌÚȭɂ102 Inquisitors 

adopted race-thinki ng designs in their work, which affixed colo r to political and 

ÌÊÖÕÖÔÐÊɯ×ÙÐÝÐÓÌÎÌȮɯɁȹÕÌÎÙÖɯǻɯÚÓÈÝÌȰɯÐÕËÐÖɯǻɯÉÙÖÞÕɯǻɯÛÙÐÉÜÛÌ-payer; espanol = white = 

ÌßÌÔ×ÛɯÍÙÖÔɯÛÙÐÉÜÛÌȺȭɂ103 

   ÚɯÏÈÚɯÉÌÌÕɯËÌÔÖÕÚÛÙÈÛÌËɯÐÕɯÞÖÙÒÚɯÚÜÊÏɯÈÚɯ)ÖÌÓɯ6ÐÓÓÐÈÔÚÖÕɀÚɯA Rage for Order, 

                                                      

99 Irene Silverblatt, Modern Inquisitions: Peru and the Colonial Origins of the Civilized World (Durham: Duke 

University Press, 2004), 27. 
100 Silverblatt, Modern Inquisitions, 22. 
101 Irene Silverblatt , Modern Inquisitions, 23. 
102 Silverblatt,  Modern Inquisitions, 24-25. 
103 Silverblatt, Inquisitions, 120. 
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)ÖÏÕɯ#ÖÓÓÈÙËɀÚɯCaste and Class in a Southern TownȮɯÈÕËɯ)ÖÏÕɯ'Ö×Ìɯ%ÙÈÕÒÓÐÕɀÚɯThe Free 

Negro in North CarolinaȮɯɁÙÈÊÌ-ÛÏÐÕÒÐÕÎɂɯÈÕËɯɁÚÛÈÛÌɯÔÈÎÐÊɂɯÈÓÚÖɯÊÈÔÌɯÛÖÎÌÛÏÌÙɯÐÕɯÛÏÌɯ

antebellum and Jim Crow South, when hierarchies and power differentials between 

people were colorized. After slavery was eradicated, 6ÐÓÓÐÈÔÚÖÕɯÖÉÚÌÙÝÌÚȮɯɁÉÓÈÊÒÕÌÚÚɂɯ

ÙÌÔÈÐÕÌËɯɁ×ÌÙ×ÌÛÜÈÓÓàɯÜÕÔÈÕÈÎÌÈÉÓÌȭɂ104 (ÕɯÛÏÌɯ1ÌÝÖÓÜÛÐÖÕÈÙàɯÌÙÈɯÈÕËɯɁÍÖÙɯÈÛɯÓÌÈÚÛɯÈɯ

ÊÌÕÛÜÙàɯÈÍÛÌÙȮɯÊÜÓÛÜÙÌɯÞÈÚɯÛÐÌËɯËÐÙÌÊÛÓàɯÛÖɯÊÖÓÖÙɯÈÕËɯÉÓÖÖËȭɂɯ3ÏÌɯÍÖÜÕËÐÕÎɯÍÈÛÏÌÙÚɯÚÈÞɯÐÕɯ

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

6ÐÓÓÐÈÔÚÖÕɯ×ÖÐÕÛÚɯÖÜÛɯÛÏÈÛɯÔÈÕàɯÖÍɯÛÏÌÔɯɁÛÏÖÜÎÏÛɯÛÏÈÛɯÛÏÌàɯÚÈÞɯ×ÙÌÊÐÚÌÓàɯÛÏÈÛɯ

×ÏÌÕÖÔÌÕÖÕɯÖÊÊÜÙÙÐÕÎɯÐÕɯ+ÈÛÐÕɯ ÔÌÙÐÊÈȭɂ105 In the antebellum period, Williamson 

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

ÈÕËɯÛÏÌɯ"ÈÙÐÉÉÌÈÕȮɯɁÉÌÊÈÜÚÌɯÛÏÌàɯÛÏÖÜÎÏÛɯÛÏÌàɯÏÈËɯÍÖÜÕËɯÈɯÕÌÞɯÈÕËɯÉÌÛÛÌÙɯÖÙËÌÙɯÍÖÙɯ

ÏÜÔÈÕÐÛàɯÈÕËɯÍÌÓÛɯÛÏÈÛɯÖÙËÌÙɯÚÏÖÜÓËɯÉÌɯÚ×ÙÌÈËȭɂ106 To realize these aspirations, on a 

×ÙÈÊÛÐÊÈÓɯÓÌÝÌÓȮɯÛÏÌɯ×ÓÈÕÛÌÙɯÌÓÐÛÌɯɁÏÈËɯÛÖɯÔÖÝÌɯÐÕÛÖɯ×ÓÈÊÌɯÛÏÙÌÌɯÎÙÌÈÛɯÊÓasses of people, 

each more or less dissident: Negroes, non-ÚÓÈÝÌÏÖÓËÐÕÎɯÞÏÐÛÌÚȮɯÈÕËɯÞÖÔÌÕȮɂɯ

×ÈÙÛÐÊÜÓÈÙÓàɯ×ÓÈÕÛÈÛÐÖÕɯÞÖÔÌÕȭɯ3ÏÙÌÈÛÚɯÛÖɯÈÕɯÖÙÎÈÕÐÊɯÚÖÊÐÌÛàɯÐÕÊÓÜËÌËɯɁÕÌÎÙÖÌÚȮɂɯÈÕËɯ

ɁÔÜÓÈÛÛÖÌÚȮɂɯÈɯÚÜÉÚÛÈÕÛÐÈÓɯÕÜÔÉÌÙɯÖÍɯÛÏÌÔɯÍÙÌÌȭɯɯ2ÓÈÝÌÚɯÞÌÙÌɯÉÌÊÖÔÐÕÎɯÓÐÎÏÛÌÙɯÐn color ɬ 

ÚÖÔÌɯÚÓÈÝÌÚɯÞÌÙÌɯÐÕËÐÚÛÐÕÎÜÐÚÏÈÉÓÌɯÍÙÖÔɯÞÏÐÛÌÚȮɯÈÕËɯÛÏÐÚɯÞÈÚɯÈɯ×ÙÖÉÓÌÔȭɯɁ2ÓÈÝÌÙàɯÈÕËɯ

                                                      

104 Joel Williamson, A Rage for Order: Black-White Relations in the American South Since Emancipation (New 

York: Oxford University Press, 1986), 6. 
105 Joel Williamson, Rage, 7. 
106 Williamson, Rage, 25. 
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ÞÏÐÛÌÕÌÚÚɯÞÌÙÌɯÐÕÊÖÔ×ÈÛÐÉÓÌȮɂɯ6ÐÓÓÐÈÔÚÖÕɯ×ÖÐÕÛÚɯÖÜÛȮɯÚÖɯÐÕɯÛÏÌɯÍÐÕÈÓɯàÌÈÙÚɯÖÍɯÚÓÈÝÌÙàȮɯ

the myth that one drop of black blood made a person black was manufactured  to impose 

order onto the chaos of miscegenation. 107 

  In his 1995 book, Silencing the Past, Trouillot discusses what he calls the 

ɁËÐÈÓÌÊÛÐÊÚɯÖÍɯÔÌÕÛÐÖÕÚɯÈÕËɯÚÐÓÌÕÊÌÚɂɯÛÏÈÛɯÖÉÛÈÐÕɯÐÕɯÛÏÌɯ×ÙÖËÜÊÛÐÖÕɯÖÍɯÈÓÓɯÏÐÚÛÖÙÐÊÈÓɯ

ÕÈÙÙÈÛÐÝÌÚȭɯ'ÌɯËÐÚÊÜÚÚÌÚɯÛÏÌɯ×ÈÚÛɀÚɯÜÕÍÐxedness and ontological ties to the present, 

offering the suppressed story of the Haitian Colonel Sans Souci, the Haitian Revolution, 

and the celebration ofɤÊÏÈÓÓÌÕÎÌÚɯÛÖɯ"ÖÓÜÔÉÜÚɀÚɯÓÌÎÈÊàɯÈÚɯÛÏÙÌÌɯÔÈÐÕɯÌßÈÔ×ÓÌÚȭɯ.ÕÌɀÚɯ

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 

that the ultimate challenge is ÛÖɯȿÌß×ÖÚÌɯÐÛÚɯÙÖÖÛÚȭɀɯ(ÕɯÈÊÒÕÖÞÓÌËÎÐÕÎɯÛÏÐÚȮɯÞÌɯÔÜÚÛɯÈÊÊÌ×Ûɯ

the distinction between the past as a socio-historical 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 

2ÛÈÛÌÚɯÏÈÚɯÛÏÌɯɁÙÌÈÊÛÐÖÕÈÙàɯÜÚÌɯÖÍɯÔÌÔÖÙàɯÉÌÌÕɯÔÖÙÌɯÍÜÓÓàɯÊÏÈÙÛÌËȭɂɯ!ÜÛɯÈÚɯÏÌɯ×ÖÐÕÛÚɯ

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

                                                      

107 Williamson, Rage, 26. 
108 Michel -Rolph Trouillot, Silencing the Past: Power and the Production of History (Boston: Beacon Press, 1995).  
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Southern Spirit, a 2011 volume of essays edited by historian Charles Reagan Wilson, 

Brundage refers ÛÖɯÛÏÌɯ×ÈÛÌÕÛÓàɯÓÐÉÌÙÈÓɯÔàÛÏɯÖÍɯÛÏÌɯɁÈÉÙÜ×ÛɯÔÖÙÈÓɯÛÙÈÕÚÍÖÙÔÈÛÐÖÕɂɯÉÓÈÊÒɯ

and white southerners believed the region had undergone during the 1970s. This 

ÛÙÈÕÚÍÖÙÔÈÛÐÖÕɯÞÈÚɯÛÏÖÜÎÏÛɯÛÖɯÏÈÝÌɯÔÈËÌɯɁ×ÖÚÚÐÉÓÌɯÈɯÉÐÙÈÊÐÈÓɯÍÜÛÜÙÌɯÜÕÐØÜÌɯÐÕɯÛÏÌɯ

ÕÈÛÐÖÕȭɂɯ ÊÊÖÙËÐÕÎɯÛÖɯ6ilson, this myth was wishful thinking, but it had traction 

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 

ÕÖÕÌÛÏÌÓÌÚÚɯÌÕÊÖÜÙÈÎÌËɯÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯÈÙÛÐÚÛÚɯÛÖɯɁÜÕËÌÙÛÈÒÌɯÐÕÐÛÐÈÛÐÝÌÚɯÛÏÈÛɯÏÈËɯ

×ÙÌÝÐÖÜÚÓàɯÉÌÌÕɯÜÕÛÏÐÕÒÈÉÓÌɯÐÕɯÛÏÌɯ2ÖÜÛÏȮɂɯÈÚɯ!ÙÜÕËÈÎÌɯÚÜÎÎÌÚÛÚȮɯ×ÙÖÝÐËÐÕÎɯɁÈɯÔàÛÏÐÊɯ

present for unprecedented experimÌÕÛÚɯÐÕɯÉÐÙÈÊÐÈÓÐÚÔȭɂ109 As previously mentioned, 

$ÎÎÓÌÚÛÖÕɀÚɯÌßÏÐÉÐÛÐÖÕɯÊÖÐÕÊÐËÌËɯÞÐÛÏɯÛÏÌɯƕƝƛƚɯÊÈÔ×ÈÐÎÕɯÈÕËɯÚÜÉÚÌØÜÌÕÛɯÌÓÌÊÛÐÖÕɯÖÍɯ

Jimmy Carter, which, according to Wilson, signaled a major change in the nationwide 

×ÌÙÊÌ×ÛÐÖÕɯÖÍɯÛÏÌɯ2ÖÜÛÏȭɯɁ3ÏÌɯÕÌÎÈÛÐÝÌɯƕƝ60s image of the South as the place of civil 

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

ÌÊÊÌÕÛÙÐÊÐÛÐÌÚȮɂɯÞÙÐÛÌÚɯ!ÙÜÕËÈÎÌȮɯɁÈɯ×ÓÌÈÚÈÕÛɯÓÐÍÌÚÛàÓÌȮɯÛÙÈËÐÛÐÖÕÈÓɯÚÔÈÓÓ-town American 

                                                      

109 6ȭɯ%ÐÛáÏÜÎÏɯ!ÙÜÕËÈÎÌȮɯɁ%ÓÈÚÏÌÚɯÖÍɯÈɯ2ÖÜÛÏÌÙÕɯ2×ÐÙÐÛȯɯ,ÌÈÕÐÕÎÚɯÖÍɯÛÏÌɯ2×ÐÙÐÛɯÐÕɯÛÏÌɯ4ȭ2ȭɯ2ÖÜÛÏȮɂɯÙÌÝÐÌÞɯÐÕɯ

Church History, vol. 81, no. 3 (September 2012): 730-732. 
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ÝÈÓÜÌÚȮɯÈÕËɯÈɯÉÖÖÔÐÕÎɯ2ÜÕÉÌÓÛɯÌÊÖÕÖÔàȭɂ110 Mythma kers themselves, the 

photographers I 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 I have already suggested, depictions of the South by 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 

6ÐÓÓÐÈÔɯ%ÌÙÙÐÚɯÕÖÛÐÊÌËɯÏÖÞɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯÐÔÈÎÌÙàɯÚÌÌÔÌËɯto disturb them. 

$ÎÎÓÌÚÛÖÕɀÚɯÍÐÓÔÚɯËÌ×ÐÊÛÌËɯ×ÌÖ×ÓÌɯÞÏÖɯÞÌÙÌȮɯÐÕɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯÖÞÕ words, in 

ɁÝÈÙÐÖÜÚɯÚÛÈÛÌÚȱËÜÙÐÕÎɯÛÏÌɯ×Ö×ÜÓÈÙÐÛàɯÖÍɯ0ÜÈÈÓÜËÌs ÈÕËɯÈÓÊÖÏÖÓȭɂɯ3ÏÌɯÊÖÓÖÙɯ

photographs from 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ and the MoMA exhibition depict 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)ȭɯ%ÌÙÙÐÚɯÞÙÐÛÌÚȯɯɁ,àɯÚÛÜËÌÕÛÚɯÞÌÙÌɯÊÓÌÈÙÓàɯ

distÜÙÉÌËɯÉàɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÕËɯÍÐÓÔÚȭɯ3ÏÌàɯÊÈ×ÛÜÙÌɯÞÖÙÓËÚɯÛÏÈÛɯÈÙÌɯÍÈÙɯ

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

                                                      

110 "ÏÈÙÓÌÚɯ1ÌÈÎÈÕɯ6ÐÓÚÖÕȮɯɁ"ÈÙÛÌÙɯ$ÙÈȮɂɯÐÕɯ"ÏÈÙÓÌÚɯ1ÌÈÎÈÕɯ6ÐÓÚÖÕɯÈÕËɯ6ÐÓÓÐÈÔɯ%ÌÙÙÐÚȮɯÌËÚȭ Encyclopedia of 

Southern Culture (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 

ÌÕÌÔÐÌÚɯÈÕËɯɁÉÙÌÈÒɯÛÏÙÖÜÎÏɯÛÏÌɯÍÖÎɯÖÍɯÛÏÌɯ"ÖÓËɯ6ÈÙɯÊÈÔÌɯÓÈÙÎÌÓàɯÍÙÖÔɯÛÏÌɯ×ÙÖ×ÏÌÛÐÊɯÛÙÈËÐÛÐÖÕɯÞÐÛÏÐÕɯÛÏÌɯ

ÉÓÈÊÒɯÊÏÜÙÊÏȭɂɯ2ÖÜÛÏÌÙÕɯÊÐÝÐÓɯÙÐÎÏÛÚɯÈÊÛÐÝÐÚÛÚɯËÙÌÞɯÜ×ÖÕɯÛÏÌɯÛÏÌÔÌÚɯÖÍɯɁÑÜÚÛÐÊÌɯÈÕËɯËÌÓÐÝÌÙÈÕÊÌɯÍÙÖÔɯÈÕɯ

ɁÖÛÏÌÙÞÖÙÓËÓàɯÙÌÓÐÎÐÖÕȭɂɯ3ÏÌɯ×ÙÖ×ÏÌÛÐÊɯÝÐsion of the movement gave believers the courage to engage history 

ÈÚɯÈÕɯÖÕÎÖÐÕÎɯ×ÙÖÊÌÚÚɯÖÍɯÙÌÊÖÕÚÛÙÜÊÛÐÖÕȮɯÛÖɯÙÐÚÒɯÌÝÌÙàÛÏÐÕÎɯÍÖÙɯÐËÌÈÓÚɯÛÏÌàɯÔÐÎÏÛɯÕÌÝÌÙɯÚÌÌɯÍÜÓÍÐÓÓÌËȭɂ Hall, 

1251. 
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6ÐÓÓÐÈÔɯ"ÏÙÐÚÛÌÕÉÌÙÙàȭɂ112 .ÍɯÛÏÌɯ×ÌÖ×ÓÌɯÐÕɯÛÏÌɯÍÐÓÔÚȮɯ$ÎÎÓÌÚÛÖÕɯÛÖÓËɯ%ÌÙÙÐÚɀÚɯÚÛÜËÌÕÛÚȯɯ

Ɂ3ÏÌɯÔÈÕɯÞÏÖɯÚÈÕÎɯȿ'ÖÖÊÏÐÌɯ"ÖÖÊÏÐÌɯ,ÈÕɀɯÐÚɯÐÕɯÑÈÐÓɯÍÖÙɯÉÈÕÒɯÙÖÉÉÌÙàɯÙÐÎÏÛɯÕÖÞȭɯ.ÕÌɯ

was murdered. Three committed suicide. They were kind of headed that way, I 

ÎÜÌÚÚȭɂ113 %ÌÙÙÐÚɯÖÉÚÌÙÝÌËɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÛÈÒÌɯÝÐÌÞÌÙÚɯÐÕÛÖɯɁÚÜÙÙÌÈÓȮɯ

frightening worlds that a ÙÌɯÉÖÛÏɯÙÜÙÈÓɯÈÕËɯÜÙÉÈÕȭɂ114 

  The nude man in the red room photograph (discussed in chapter one) was T.C. 

!ÖÙÐÕÎȮɯÈɯËÌÕÛÐÚÛɯÍÙÖÔɯ&ÙÌÌÕÞÖÖËȮɯ,ÐÚÚÐÚÚÐ××Ðȭɯ3ÏÌɯÙÌËɯÊÌÐÓÐÕÎȮɯÖÕÌɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÔÖÚÛɯ

ÐÊÖÕÐÊɯÐÔÈÎÌÚȮɯÞÈÚɯÓÖÊÈÛÌËɯÜÕËÌÙɯ3ȭ"ȭɀÚɯÙÖÖÍȭ115 Horrifyingly, Bo ring was murdered in 

his house ɬ according to Eggleston, someone hit him in the head with an ax and set the 

ÏÖÜÚÌɯÖÕɯÍÐÙÌȭɯɁ'ÌɯÞÈÚɯÈɯËÌÕÛÐÚÛȭɯ'ÌɯÓÖÝÌËɯËÙÜÎÚȮɂɯÚÈÐËɯ$ÎÎÓÌÚÛÖÕɯÐÕɯÈɯƖƔƔƝɯ!!"ɯ

ËÖÊÜÔÌÕÛÈÙàȭɯɁ3ÏÈÛɯÊÖÜÓËɯÏÈÝÌɯÉÌÌÕɯÞÏÈÛɯÛÏÌɯÔÜÙËÌÙɯÞÈÚɯÈÉÖÜÛȭɂɯ ÚɯÚÖme critics have 

ÖÉÚÌÙÝÌËȮɯÐÛɀÚɯÓÐÒÌɯÛÏÌɯÞÈÓÓÚɯÈÙÌɯÉÓÌÌËÐÕÎɯÐÕɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏȭɯɁ(ɯÛÏÐÕÒɯÙÌËɯÐÚɯÈɯÝÌÙàɯ

ËÐÍÍÐÊÜÓÛɯÊÖÓÖÙɯÛÖɯÞÖÙÒɯÞÐÛÏȭɯ(ÛɀÚɯÈÚɯÐÍɯÙÌËɯÐÚɯÈÛɯÞÈÙɯÞÐÛÏɯÈÓÓɯÛÏÌɯÖÛÏÌÙɯÊÖÓÖÙÚȭɂ116  Historian 

GrÈÊÌɯ'ÈÓÌɯÌÍÍÌÊÛÐÝÌÓàɯÚÜÔÚɯÜ×ɯÛÏÐÚɯÚÐËÌɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ2ÖÜÛhȯɯɁ3ÏÙÌÈÛɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯ

2ÖÜÛÏɯɁÓÜÙÒÚɯÕÖÛɯÜÕËÌÙɯÈɯ*ÓÈÕɯÏÖÖËɯÉÜÛɯÐÕÚÐËÌɯÈɯÙÌËɯÙÖÖÔɯÞÏÌÙÌɯÈɯËÙÜÎ-addicted 

dentist lives his last days. A tricycle is monumental but also ominous, and a Confederate 

                                                      

112 William Ferris, The Storied South, 192. 
113 William Ferris, The Storied South, 196. 
114 William Ferris, The Storied South, 176. 
115 ,ÐÊÏÈÌÓɯ ÓÔÌÙÌàËÈȮɯɁ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕȯɯ%ÖÙɯ-ÖÞȮɂɯThe Paris Review (November 16, 2010): 

http://www.theparisreview.org/blog/2010/11/16/william -eggleston-for -now/  
116 The Colourful Mr Eggleston, documentary,  British Broadcasting Corporation, 2009. 
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ÍÓÈÎɯÊÈÕɯÞÖÙÒɯÈÚɯÈɯÊÖÔ×ÖÚÐÛÐÖÕÈÓɯËÌÝÐÊÌȭɂ117 .ÙɯÈÚɯ%ÌÙÙÐÚɯ×ÜÛÚɯÐÛȮɯɁ$ÎÎÓÌÚÛÖÕɀÚɯ

photography and film capture the edgy underbelly of the contemporary American 

2ÖÜÛÏȭɯ'Ìɯ×ÜÚÏÌÚɯÜÚɯÛÖɯÚÌÌɯÊÖÓÖÙȮɯÓÈÕËÚÊÈ×ÌȮɯÈÕËɯ×ÌÖ×ÓÌɯÐÕɯÕÌÞɯÈÕËɯÌßÊÐÛÐÕÎɯÞÈàÚȭɂ118 

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 southern past by the 

inclusion of crime -scene-like detaiÓÚɯȹÍÐÎÜÙÌɯƛȺȭɯ Úɯ&ÙÈÊÌɯ'ÈÓÌɯÚÈÐËɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒȮɯ

threat in the world of these three photographers  is not so overt as photographs of Ku 

Klux Klan members and lynchings.  

  I argue that the work of all t hree Ìß×ÓÖÐÛÌËɯÊÖÓÖÙɀÚɯÈÉÐÓÐÛàɯÛÖɯɁ×ÜÚÏɯÌÔÖÛÐÖÕÈÓɯ

ÉÜÛÛÖÕÚȭɂ119 Greiner 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. Eggleston used the expensive and richly toned dye transfer 

process.120  ÚɯÖÕÌɯÙÌÝÐÌÞÌÙɯÕÖÛÌËȮɯÌß×ÌÕÚÐÝÌɯËàÌɯÛÙÈÕÚÍÌÙɯ×ÙÐÕÛÚȮɯɁ×ÙÖÝÐËÌɯÛÏÌɯËÌÌ×ÌÚÛɯ

                                                      

117 Grace Elizabeth Hale, Ɂ$ÎÎÓÌÚÛÖÕɀÚɯ2ÖÜÛÏȮɂ http://southernspaces.org/2013/egglestons-south-always-

color. 
118 Ferris, 192. 

119 Mitch Epstein, Work (Gottingen: Steidl, 2008): 14. 
120 Ɂ(ɯÏÈÝÌɯÈɯÓÈÉɯÛÖɯËÖɯËàÌɯÛÙÈÕÚÍÌÙÚȮɂɯ$ÎÎÓÌÚÛÖÕɯÛÖÓËɯÏÐÚÛÖÙÐÈÕɯÈÕËɯÍÖÓÒÓÖÙÐÚÛɯ6ÐÓÓÐÈÔɯ%ÌÙÙÐÚȭɯɁ(ÛɯÛÈÒÌÚɯÓÖÛɯÖÍɯ

time. Otherwise, it would take all my time just to print. I would have no free time to take pictures. When I 

am not working with photography, I play the piano. I take it easy. And I wor Ùàȭɂɯ6ÐÓÓÐÈÔɯ%ÌÙÙÐÚȮɯThe Storied 

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 

ÛÙÜÊÒɯÐÕɯÈÕɯÌÔ×ÛàɯÓÖÛɯÚÌÌÔɯÛÖɯÑÜÛɯÖÜÛɯÛÏÌɯ×È×ÌÙɯÐÛɯÐÚɯÙÌ×ÙÖËÜÊÌËɯÖÕȭɂ121 These 

photographers have created compositions of blood and bloodlessness that evince a 

canny form of color consciousness. They use color to achieve an emotional, sometimes 

even spiritual register.  

   $ÎÎÓÌÚÛÖÕɯÈÕËɯ&ÙÌÐÕÌÙɯÏÈÝÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÛÏÈÛɯÚÌÌÔɯÛÖɯÉÌɯÌß×ÓÐÊÐÛÓàɯɁÈÉÖÜÛɂɯ

whiteness or the absence of color, an aesthetic but also social and cultural issue in the 

U.S. (figure 9). How is t he meaning of such a photograph affected by its titular 

connection to Memphis , Sumner, MS, or New Orleans? Thirties progressives, according 

ÛÖɯ2ÈÓÓàɯ2ÛÌÐÕȮɯÚÖÔÌÛÐÔÌÚɯÜÚÌËɯÛÏÌɯÛÌÙÔɯɁÊÖÓÖÙÍÜÓɂɯÛÖɯ×ÙÖÔÖÛÌɯÈɯɁÊÖÏÌÚÐÝÌɯÝÐÚÐÖÕɯÖÍɯ

ÊÜÓÛÜÙÈÓɯËÐÝÌÙÚÐÛàȭɂɯ%ÙÖÔ time to time they used the word colorful to discredit Ɂthe fetish 

of racial purity ɂ ÈÚɯÈɯɁÔÖÙÉÐËȮɯÈÕËɯ×ÜÙ×ÖÙÛÌËÓàɯÜÕ- ÔÌÙÐÊÈÕȮɯÖÉÚÌÚÚÐÖÕȭɂɯ/ÙÖÎÙÌÚÚÐÝÌÚɯ

ÐÕɯÛÏÐÚɯ×ÌÙÐÖËɯÈÓÚÖɯÖÊÊÈÚÐÖÕÈÓÓàɯÔÈËÌɯÜÚÌɯÖÍɯÛÏÌɯÞÖÙËɯȿÊÖÓÖÙÓÌÚÚɀɯÛÖɯɁ×ÖÙÛÙÈàɯÛÏÌɯ

deadening effect of segregatÐÖÕɯÖÕɯÉÖÛÏɯÞÏÐÛÌÚɯÈÕËɯÉÓÈÊÒÚȭɂ122 As I will discuss later, it  

ÊÖÜÓËɯÉÌɯÈÙÎÜÌËɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɯÈÕËɯ&ÙÌÐÕÌÙɀÚɯËÖÔÐÕÈÕÛÓàɯÞÏÐÛÌɯÈÕËɯÎÙÈàȮɯ×ÈÙÈËÖßÐÊÈÓÓàɯ

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

                                                      

121 Ɂ3ÏÌɯ"ÖÔÔÖÕ×ÓÈÊÌɯÐÕɯ+ÐÝÐÕÎɯ"ÖÓÖÙȮɂÐÕɯPhotography Year 1976 Edition (New York: Time -Life Books, 1976), 

56. 
122 2ÈÓÓàɯ2ÛÌÐÕȮɯɁ3ÏÌɯ1ÏÌÛÖÙÐÊɯÖÍɯÛÏÌɯ"ÖÓÖÙÍÜÓɯÈÕËɯÛÏÌɯ"ÖÓÖÙÓÌÚÚȯɯ ÔÌÙÐÊÈÕɯ/ÏÖÛÖÎÙÈ×ÏàɯÈÕËɯ,ÈÛÌÙÐÈÓɯ"ÜÓÛÜre 

!ÌÛÞÌÌÕɯÛÏÌɯ6ÈÙÚȮɯ5ÖÓÜÔÌɯ(ɯÈÕËɯ((ɂɯȹ/Ï#ɯËÐÚÚȭȮɯ8ÈÓÌɯ4ÕÐÝÌÙÚÐÛàȮɯƕƝƝƕȺȮɯƖƝƛȭ 
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South.  

  In an interview following a 2008  Eggleston retrospective at the Whitney Museum 

ÖÍɯ ÔÌÙÐÊÈÕɯ ÙÛȮɯÊÜÙÈÛÖÙɯ$ÓÐÚÈÉÌÛÏɯ2ÜÚÚÔÈÕɯÚÈÐËɯÛÏÈÛɯÚÏÌɀËɯÏÌÈÙËɯÛÏÈÛɯÊÐÝÐÓɯÙÐÎÏÛÚɯÓÌÈËÌÙɯ

Julian Bond had visited the Eggleston ÌßÏÐÉÐÛÐÖÕȭɯɁ(ɯÞÐÚÏɯ(ɯÎÖÛɯÔÖÙÌɯÚÛÖÙÐÌÚȮɯÉÜÛɯ(ɯÏÌÈÙËɯ

one that really touched me. Over the weekend somebody I know called me and said she 

had been following Julian Bond around the exhibition. And that really said something to 

ÔÌȭɂ123 (ÕɯÈÕɯÌÔÈÐÓɯÛÖɯÔÌȮɯÍÖÓÒÓÖÙÐÚÛɯ!ÐÓÓɯ%ÌÙÙÐÚȮɯÈɯ,ÐÚÚÐÚÚÐ××ÐɯÕÈÛÐÝÌȮɯÚÈÐËɯÛÏÈÛɯÏÌɯÏÈÚɯɁÕÖ 

ËÖÜÉÛɯÛÏÈÛɯ!ÐÓÓɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÙÌÚÖÕÈÛÌËɯÞÐÛÏɯ)ÜÓÐÈÕɯÐÕɯÈɯ×ÖÞÌÙÍÜÓȮɯ×ÌÙÚÖÕÈÓɯ

way. I think Julian probably responded to the intense color and sense of place that Bill 

ÊÈ×ÛÜÙÌÚɯÐÕɯÏÐÚɯÞÖÙÒȮɯÙÈÛÏÌÙɯÛÏÈÕɯÛÖɯÚÖÊÐÈÓɯÊÏÈÕÎÌɯÈÕËɯ×ÖÓÐÛÐÊÚȭɂ124 Nonetheless, !ÖÕËɀÚɯ

presence at the Eggleston exhibition furnishes a convenient metaphor for the connection 

between the aesthetic and social ramifications of color. The power of all three artists ɬ 

Eggleston, Imes, and Greiner ɬ 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 

ÕÖÕÌÛÏÌÓÌÚÚɯÊÖÕÊÌËÌËɯÛÏÈÛɯÛÏÌɯɁÌÔÖÛÐÖÕÈÓɯÒÌàɂɯÛÖɯ$ÎÎÓÌÚÛÖÕɀÚɯÎÌÕÐÜÚɯÔÈàɯÉÌɯɁÈɯÚÛÖÐÊÈÓɯ

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

                                                      

123 The Village VoiceȮɯɁ2ÖÜÕËɯÖÍɯÛÏÌɯ"ÐÛàɯ!ÓÖÎȮɂɯ#ÌÊÌÔÉÌÙɯƕƜȮɯƖƔƔƜȭ 
124 Email from William Ferris to the author, June 27, 2013. 
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ÈÕÖÛÏÌÙȭɂ125 2ÊÏÑÌÓËÈÏÓɯÞÈÚɯÙÌÍÌÙÙÐÕÎɯÛÖɯ$ÎÎÓÌÚÛÖÕɀÚɯÈÓÓÌÎÌËɯÊÖÕÛÌÔ×ÛɯÍÖÙɯÛÏÌɯÜÎÓÐÕÌÚÚɯÖÍɯ

the postwar suburban landscape ɬ the shopping centers, strip malls, and tract houses. It 

ÐÚɯÕÖÛɯÚÖɯÐÔ×ÓÈÜÚÐÉÓÌɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÖÕÛÌÔ×ÛɯÌßÛÌÕËÌËɯÛÖɯÛÏÌɯÙÈÊÐÈÓɯÐÚÚÜÌÚɯÏÐÚɯÏÖÔÌɯ

state of Mississippi was notorious for.   

 

New Topographics  

  Each of the three chapters in this dissertation ɬ although attempting to grapple 

with the  ÛÐÔÌɯ×ÌÙÐÖËÚɯÖÍɯÛÏÌɯƕƝƛƔÚȮɯƕƝƜƔÚȮɯÈÕËɯƕƝƝƔÚɤƔƔɀÚɯÙÌÚ×ÌÊÛÐÝÌÓàɯɬ pivot around 

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 York/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 

                                                      

125 2ÊÏÑÌÓËÈÏÓȮɯɁ+ÖÊÈÓɯ"ÖÓÖÙȮɂɯ

http://www.newyorker.com/arts/critics/artworld/2008/11/17/081117craw_artworld_schjeldahl  
126 %ÖÙɯÌßÈÔ×ÓÌȮɯ(ÔÌÚɯÞÙÖÛÌɯÛÏÌɯÍÖÓÓÖÞÐÕÎɯÕÖÛÌɯÛÖɯ)ÖÏÕɯ2áÈÙÒÖÞÚÒÐȯɯɁ ÎÈÐÕɯɬ thanks for your 

ÐÕÛÌÙÌÚÛɯÈÕËɯÚÜ××ÖÙÛɯÖÍɯÔàɯ×ÏÖÛÖÎÙÈ×ÏàȰɯ%ȭɀÚɯ.ßÍÖÙË-Jefferson; Stop by for chÐÛÓÐÕÚɯÐÍɯàÖÜɀÙÌɯÌÝÌÙɯËÖÞÕɯÛÏÐÚɯ

way; Best wishes, Birney Imes.ɂ 2áÈÙÒÖÞÚÒÐɯ×ÜÙÊÏÈÚÌËɯÚÌÝÌÙÈÓɯÖÍɯ(ÔÌÚɯÈÕËɯ&ÙÌÐÕÌÙɀÚɯÐÔÈÎÌÚɯÍÖÙɯÏÐÚɯ

permanent collection.  
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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, I read an environmentalist critique more aggressively into the work of 

Greiner, who relocated to Baton Rouge from his New Orleans home after Hurricane 

*ÈÛÙÐÕÈɯÍÖÙɯÏÐÚɯÍÈÔÐÓàɀÚɯÚÈÍÌÛàȭ 

  As Charles Reagan Wilson has pointed out, in the context of the South, the term 

ɁÚÌÕÚÌɯÖÍɯ×ÓÈÊÌɂɯÐÔ×ÓÐÌÚɯÈÕɯÖÙÎÈÕÐÊɯÚÖÊÐÌÛàȭɯɯ3ÏÌɯÌß×ÙÌÚÚÐÖÕɯÏÈÚɯÈɯÕegative connection to 

ÛÏÌɯÕÖÛÐÖÕɯÖÍɯÒÌÌ×ÐÕÎɯ ÍÙÐÊÈÕɯ ÔÌÙÐÊÈÕÚɯɁÐÕɯÛÏÌÐÙɯ×ÓÈÊÌȮɂɯ6ÐÓÚÖÕɯÕÖÛÌÚȮɯÉÜÛɯÐÛɯÐÚɯÈÓÚÖɯ

used to describe the relationship between southerners and their local communities, 

ÈÔÖÕÎɯÛÏÌÐÙɯÍÈÔÐÓÐÌÚȮɯÈÕËɯÐÕɯÏÐÚÛÖÙàȭɯɁ2ÖÜÛÏÌÙÕÌÙÚɯËÌÝÌÓÖ×ÌËɯÈÕɯacute sense of place as a 

result of their dramatic and traumatic history and their rural isolation on the land for 

ÎÌÕÌÙÈÛÐÖÕÚȭɂ127 The interest in place evident in the work of Eggleston, Imes, and Greiner 

is also present in the work of the New Topographics photographers, whose work 

ÌÔÌÙÎÌËɯÈÚɯÈÕɯɁÌÚ×ÌÊÐÈÓÓàɯÊÖÏÌÚÐÝÌɯȹÈÕËɯÙÌÔÈÙÒÈÉÓàɯÎÌÕÌÙÈÛÐÝÌȺɯÚàÕÛÏÌÚÐÚɯÖÍɯÒÌàɯÈÙÛÐÚÛÐÊɯ

ÈÕËɯÚÖÊÐÈÓɯÊÖÕÊÌÙÕÚȮɂɯÐÕɯÈɯÓÈÕËÔÈÙÒɯƕƝƛƙɯÌßÏÐÉÐÛÐÖÕɯÈÛɯÛÏÌɯ&ÌÖÙÎÌɯ$ÈÚÛÔÈÕɯ'ÖÜÚÌȭɯ3ÏÌɯ

ÞÖÙÒÚɯÖÍÍÌÙÌËȮɯÈÊÊÖÙËÐÕÎɯÛÖɯÊÜÙÈÛÖÙɯ!ÙÐÛÛɯ2ÈÓÝÌÚÌÕȮɯɁÊÖÖÓɯÙÌÚÐÚÛÈÕÊÌȮɂɯÚÐÔÐÓÈÙɯÛÖɯÛÏÌɯ

                                                      

127 "ÏÈÙÓÌÚɯ1ÌÈÎÈÕɯ6ÐÓÚÖÕȮɯɁ/ÓÈÊÌȮɯ2ÌÕÚÌɯÖÍȮɂɯÐÕɯ"ÏÈÙÓÌÚɯ1ÌÈÎÈÕɯ6ÐÓÚÖÕɯÈÕËɯ6ÐÓÓÐÈÔɯ%ÌÙÙÐÚȮɯÌËÚȭɯThe 

Encyclopedia of Southern Culture (Chapel Hill: University of North Carolina Press, 1989), 1137-1138. 
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È×ÈÛÏÌÛÐÊɯÎÈáÌɯÊÜÙÈÛÖÙɯ*ÌÝÐÕɯ,ÖÖÙÌɯÈÛÛÙÐÉÜÛÌËɯÛÖɯ$ÎÎÓÌÚÛÖÕɀÚɯƕƝƛƚɯ,Ö, ɯÚÏÖÞȭ128 The 

ÝÐÌÞÌÙɯÖÍɯɁ-ÌÞɯ3Ö×ÖÎÙÈ×ÏÐÊÚȮɂɯÞÙÐÛÌÚɯ2ÈÓÝÌÚÌÕȮɯɁÚÌÈÙÊÏÌÚɯÐÕɯÝÈÐÕɯÍÖÙɯÊÖÕÝÌÕÛÐÖÕÈÓɯ

ÈÌÚÛÏÌÛÐÊɯÏÖÖÒÚɯÖÍɯÌß×ÙÌÚÚÐÖÕȮɯÚÛÖÙàȮɯÈÕËɯÉÌÈÜÛàȭɂ129  The turn away from the 

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 Geographic had to some extent fallen out of 

fashion in contemporary art photography. New Yorker critic Janet Malcolm sneered in 

ƕƝƛƘɯÈÛɯ$ËÞÈÙËɯ6ÌÚÛÖÕɀÚɯÓÈÛÌɯ×ÌÙÐÖËɯ×ÏÖÛÖÎÙÈ×ÏÚɯÖÍɯÍÈÙÔÓÈÕËɯÈÕËɯÐÊÐÊÓÌÚɯÈÚɯÈɯɁÒÐÕËɯÖÍɯ

Sierra "ÓÜÉɯ1ÌÈÓÐÚÔȭɂɯ3ÏÐÚɯÔÈÕÕÌÙɯÖÍɯ×ÏÖÛÖÎÙÈ×ÏÐÕÎȮɯÚÏÌɯÞÙÖÛÌȮɯɁÞÈÚɯ×ÜÚÏÌËɯÛÖɯÌÝÌÕɯ

ÎÙÌÈÛÌÙɯÏÌÐÎÏÛÚɯÖÍɯÈÙÛÓÌÚÚÕÌÚÚȮɯÉàɯ6ÌÚÛɯ"ÖÈÚÛɯÍÖÓÓÖÞÌÙÚɯÚÜÊÏɯÈÚɯ ÕÚÌÓɯ ËÈÔÚȮɂɯÈÕËɯÐÛɯ

ɁÙÌ×ÙÌÚÌÕÛÚɯÈɯÙÌÝÌÙÚÐÖÕɯÛÖɯÌÈÙÓàɯ×ÏÖÛÖÎÙÈ×ÏàɯÙÈÛÏÌÙɯÛÏÈÕɯÈɯËÌÝÌÓÖ×ÔÌÕÛɯÖÍɯÛÏÌɯ

ÔÌËÐÜÔȭɂ130 New York Times photography critic Gene Thornton distinguished between 

ÛÏÌɯɁÕÌÞɂɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÕËɯÛÏÌɯɁÖÓËȮɂɯÐÕɯƕƝƛƛȮɯÞÙÐÛÐÕÎɯÛÏÈÛɯÛÏÌɯÖÓËɯÞÈàɯ

ɁÊÌÓÌÉÙÈÛÌËɯÛÏÌɯ6ÖÕËÌÙÚɯÖÍɯÛÏÌɯ6ÐÓËÌÙÕÌÚÚɯ4ÕÚ×ÖÐÓÌËɯÉàɯ,ÈÕȭɯ(ÛɯÐÚɯÞÏÈÛɯÜÚÌËɯÛÖɯÈ××ÌÈÙɯ

                                                      

128 Kevin Moore, Starburst: Color Photography in America 1970-1980 (Hatje Cantz, Cincinnati Museum of Art, 

2010). Moore has insightfully observed that it was not ÑÜÚÛɯÛÏÌɯÊÖÓÖÙɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÉÜÛɯÛÏÌɯ

È××ÈÙÌÕÛɯÈÔÉÐÎÜÖÜÚÕÌÚÚɯÈÕËɯÐÕËÐÍÍÌÙÌÕÊÌɯÖÍɯÏÐÚɯ×ÖÚÛÜÙÌɯÛÏÈÛɯÈÕÕÖàÌËɯÔÈÕàɯÖÉÚÌÙÝÌÙÚȭɯ$ÎÎÓÌÚÛÖÕɀÚɯɁÙÌÍÜÚÈÓɯ

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 shownȭɂ 
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, Henry Wessel, Jr. (Tuscon, Az: Center for 

Creative Photography, University of Arizona, 2010).  
130 )ÈÕÌÛɯ,ÈÓÊÖÓÔȮɯɁ!ÖÖÒÚȯɯ3ÞÖɯ/ÏÖÛÖÎÙÈ×ÏÌÙÚȮɂɯNew Yorker (November 18, 1974): 229. 
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in the pages of Life and still  does appear in Sierra Club publications. It is Ansel Adams 

ÐÕɯÊÖÓÖÙȱȭ3ÏÌɯÕÌÞɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàȮɯÖÕɯÛÏÌɯÖÛÏÌÙɯÏÈÕËȮɯÐÚɯÞÏÈÛɯÐÚɯÚÏÖÞÕɯÈÛɯÛÏÌɯ

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 

6ÈÓÒÌÙɯ$ÝÈÕÚɯÈÕËɯ ÛÎÌÛɯÈÕËɯÛÜÙÕÌËɯÐÕÛÖɯ ÙÛȭɂ131 

  In her assessment of the 1975 New Topographics exhibition, 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 Landscape in 1951, expanding the definition of Ɂlandscapeɂ to include what 

had previously been ignored. Jackson suggested that readers try to recognize 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 Eggleston and Greiner in 

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

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

cities and suburbs of their own day. Photographers similarly went to ÛÏÌÚÌɯɁËÌÊÐËÌËÓàɯ

                                                      

131 Gene Thornton, Ɂ/ÏÖÛÖÎÙÈ×Ïàɯ5ÐÌÞȯɯ3ÏÌɯ6ÖÕËÌÙÚɯÖÍɯ4ÙÉÈÕɯ2×ÙÈÞÓȮɂɯ-ÌÞɯ8ÖÙÒɯ3ÐÔÌÚȮɯ-Övember 20, 

ƕƝƛƛȭɯ0ÜÖÛÌËɯÐÕɯ*ÈÛÏÌÙÐÕÌɯ ȭɯ!ÜÚÚÈÙËȮɯɁ%ÜÓÓɯ2×ÌÊÛÙÜÔȯɯ$ß×ÈÕËÐÕÎɯÛÏÌɯ'ÐÚÛÖÙàɯÖÍɯ ÔÌÙÐÊÈÕɯ"ÖÓÖÙɯ

/ÏÖÛÖÎÙÈ×ÏàȮɂɯÐÕɯColor Rush: American Color Photography from Stieglitz to Sherman (Milwaukee: Milwaukee 

Museum of Art, 2013), 1. 
132 Salvesen, 20.  
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ÜÕ×ÐÊÛÜÙÌÚØÜÌɯ×ÓÈÊÌÚɯÍÖÙɯÕÌÞɯÒÐÕËÚɯÖÍɯÚÜÙÝÌàÚȭɂ133 

  )ÖÏÕɯ2áÈÙÒÖÞÚÒÐȮɯÞÐÛÏɯÏÐÚɯÐÕÛÌÙÌÚÛɯÐÕɯÚÛÙÌÌÛɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÕËɯÛÏÌɯÞÖÙÒɯÖÍɯɁ-ÌÞɯ

#ÖÊÜÔÌÕÛÈÙÐÈÕÚɂɯ#ÐÈÕÌɯ ÙÉÜÚȮɯ&ÈÙÙàɯ6ÐÕÖÎÙÈÕËȮɯÈÕËɯ+ÌÌɯ%ÙÐÌËÓÈÕËÌÙȮɯÏÈËɯÈɯ×ÈÙÛɯÛÖɯ

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 I discuss 

in this dissertation. 134 His curatorial 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 

$ÝÈÕÚɀÚɯÌßÈÔ×ÓÌȭɯɯ$ÝÈÕÚɀs aestÏÌÛÐÊɯÞÈÚɯɁÊÙÐÚ×ɂɯÈÕËɯɁÍÓÈÛȮɂɯÈÊÊÖÙËÐÕÎɯÛÖɯÏÐÚÛÖÙÐÈÕɯ&ÙÈÊÌɯ

$ÓÐáÈÉÌÛÏɯ'ÈÓÌȮɯÈÕËɯÏÌɯÞÈÚɯɁËÐÙÌÊÛɯÈÕËɯÍÙÈÕÒɯÈÕËɯÊÓÌÈÙȭɂɯ$ÝÈÕÚɯ×ÙÖËÜÊÌËɯ×ÏÖÛÖÎÙÈ×ÏÚɯ

ÛÏÈÛɯɁÞÖÙÒÌËɯÈÚɯÈÕɯÐËÌÖÓÖÎàɂɯÈÕËɯɁÚÛÙÐ××ÌËɯÏÐÔÚÌÓÍɯÈÕËɯÏÐÚɯÌÔÖÛÐÖÕÚɯÍÙÖÔɯÏÐÚɯÐÔÈÎÌÚȮɂɯ

Hale writes. This style dov etailed with a mid -ÛÞÌÕÛÐÌÛÏɯÊÌÕÛÜÙàɯÈÙÛɯÞÖÙÓËȮɯɁÙÌÈËàɯÛÖɯ

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

of Ansel Adams and othersɂ (figure 11).135  

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

                                                      

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. 
135 Hale, Ɂ$ÎÎÓÌÚÛÖÕȿÚɯ2ÖÜÛÏȮɂ http://southernspaces.org/2013/egglestons-south-always-color. 
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aesthetic that owed much to the examples of Walker Evans and Henri Cartier-Bresson.  

Ɂ$ÝÈÕÚȮɯÖÍɯÊÖÜÙÚÌȮɯÐÚɯÈÕɯÐÕÍÓÜÌÕÊÌȮɂɯ$ÎÎÓÌÚÛÖÕɯÛÖÓËɯ!ÐÓÓɯ%ÌÙÙÐÚȭɯɁ8ÖÜɯÊÈÕÕÖÛɯÍÖÙÎÌÛɯÐÔÈÎÌÚɯ

ÓÐÒÌɯÏÐÚȭɯ(ÛɯÐÚɯÐÔ×ÖÚÚÐÉÓÌɯÕÖÛɯÛÖɯÉÌɯÐÕÍÓÜÌÕÊÌËȭɂɯ3ÏÐÚɯÐÕÍÓÜÌÕÊÌɯÐÚɯÌÝÐËÌÕÛɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯ

ÙÌÍÓÌÊÛÐÖÕɯÛÖɯ%ÌÙÙÐÚɯÛÏÈÛȮɯɁÚÖÔÌɯÖÍɯÔàɯÞÖÙÒȱËÌÈÓÚɯÞÐÛÏɯÛÏÌɯÞÈàɯÈɯÚÐÎÕɯÐÚɯÏÌÓËɯÜ×ɯÞÐÛÏɯ

wires, or the way unplanned architecture comes about, like a grocery store nobody 

ÙÌÈÓÓàɯËÌÚÐÎÕÌËȭɂ136 

  $ÎÎÓÌÚÛÖÕȮɯ(ÔÌÚȮɯÈÕËɯ&ÙÌÐÕÌÙɯÌßÛÌÕËɯÛÖɯÛÏÌɯɁÕÌÞɂ 2ÖÜÛÏɯÛÏÌɯɁ-ÌÞɯ

3Ö×ÖÎÙÈ×ÏÐÊÚɂɯÈ××ÙÖÈÊÏɯÛÖɯ×ÏÖÛÖÎÙÈ×ÏÐÕÎɯÜÕ-romanticized, alternative, stark, or 

ɁÜÎÓàɂɯÓÈÕËÚÊÈ×ÌÚȭɯɁ,àɯÞÖÙÒɯÐÚɯÈÉÖÜÛɯÛÏÌɯ-ÌÞɯ2ÖÜÛÏȮɂɯ$ÎÎÓÌÚÛÖÕɯÛÖÓËɯ!ÐÓÓɯ%ÌÙÙÐÚȭɯɁ3ÏÌÙÌɯ

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 I can see today. There 

are a few big cities down there that have industrial complexes around them, but there is 

ÕÖÛɯÙÌÈÓÓàɯÔÜÊÏɯÖÜÛɯÛÏÌÙÌȭɂ137 Imes photographed mostly interior  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, 192-193. 
137 Ferris, The Storied South, 194. 
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parents of the suburban South to acknowledge the public policies that created and 

reinforced profound patterns of residential segregation. I will argue that, despite the 

appearance at times of ambiguity and apathy in some of this work, race and history 

ÌÙÜ×Ûȭɯ3ÖɯÔÈÒÌɯÛÏÐÚɯÊÓÈÐÔȮɯ(ɯÞÐÓÓɯÙÌÓàɯÜ×ÖÕɯÓÐÛÌÙÈÙàɯÚÊÏÖÓÈÙɯ3ÌÙÌÚÈɯ&ÖËËÜɀÚɯÊÖÕÛÌÕÛÐÖÕɯ

that the gothic is not an escapist form but is intensely engaged with historical 

concerns.138 I will demonstra te how these photographs, like the American gothi c, are 

haunted by race, even when empty of people and depicting so -called mundane subject 

matter. The photographs often burst with color ɬ 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 

È×ÛÓàɯ×ÜÛÚɯÐÛȮɯɁÐÕɯÛhe post-civil -ÙÐÎÏÛÚɯÔÖÝÌÔÌÕÛɯ2ÖÜÛÏȱeven the contradictions lacked 

                                                      

138 Teresa Goddu, Gothic America: Narrative, History, and Nation (New York: Columbia University Press, 1997) 

2. 
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ÊÓÈÙÐÛàȭɂɯ$ÎÎÓÌÚÛÖÕȮɯ(ÔÌÚɯÈÕËɯ&ÙÌÐÕÌÙȮɯɁÖÍÍÌÙÌËɯÉÓÌÌËÐÕÎɯÊÖÓÖÙÚȭɂ139  

   

                                                      

139 'ÈÓÌȮɯɁ$ÎÎÓÌÚÛÖÕɀÚɯ2ÖÜÛÏɂɯhttp://southernspaces.org/2013/egglestons-south-always-color . Hale writes of 

$ÎÎÓÌÚÛÖÕȮɯɁ ÎÈÐÕÚÛɯÊÙÐÚ×ɯÓÐÕÌÚɯÈÕËɯÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯÊÓÈÙÐÛàȮɯÏÌɯÖÍÍÌÙÌËɯÉÓÌÌËÐÕÎɯÊÖÓÖÙÚȭɂ 

http://southernspaces.org/2013/egglestons-south-always-color
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2. William Eggleston 

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

circumstances surrounding the Memphis, TN -ÉÈÚÌËɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ

ȹÉȭƕƝƗƝȺɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÌßÏÐÉÐÛÐÖÕȮɯɁ/ÏÖÛÖÎÙÈ×ÏÚɯÉàɯ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕȮɂɯÈÛɯÛÏÌɯ

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 

ÉÌÌÕɯÈ××ÌÈÙÐÕÎɯÈÛɯ,Ö, ɯÍÖÙɯÚÌÝÌÙÈÓɯËÌÊÈËÌÚȭɯ3ÏÌÚÌɯÐÕÊÓÜËÌËɯ$ÓÐÖÛɯ/ÖÙÛÌÙɀÚɯÊÖÓÖÙɯ

ÍÓÈÚÏÓÐÎÏÛÚɯÖÍɯÉÐÙËÚɯÐÕɯƕƝƘƗɯÈÕËɯ$ËÞÈÙËɯ2ÛÌÐÊÏÌÕɀÚɯÈÓÓ-color group show in 1950.1 MoMA 

had exhibited color and black -and-ÞÏÐÛÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÐÕɯɁ1ÌÊÌÕÛɯ ÊØÜÐÚÐÛÐÖÕÚɂɯȹƕƝƚƔȺɯ

ÈÕËɯÐÕɯÈɯÚÏÖÞɯÖÍɯɁƙƔɯ×ÏÖÛÖÎÙÈ×ÏÚɯÉàɯƙƔɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚɂɯÐÕɯƕƝƚƖȭ2 That same year, the 

ÔÜÚÌÜÔɯÖ×ÌÕÌËɯÈÕɯ$ÙÕÚÛɯ'ÈÈÚɯÚÏÖÞɯÛÐÛÓÌËɯɁ"ÖÓÖÙɯ/ÏÖÛÖÎÙÈ×Ïàȭɂ3 As the critic A.D. 

                                                      

1 ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯ/ÙÌÚÚɯ1ÌÓÌÈÚÌȮɯɁ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯ.×ÌÕÚɯ3ÞÖɯ$ßÏÐÉÐÛÐÖÕÚɯÖÍɯ/ÏÖÛÖÎÙÈ×ÏàȮɂɯ

March 4, 1943. The press release described PortÌÙɀÚɯÞÖÙÒÚɯÈÚɯÈɯɁÙÌÔÈÙÒÈÉÓÌɯÚÌÙÐÌÚɯÖÍɯÊÖÓÖÙɯÍÓÈÚÏÓÐÎÏÛÚɯÖÍɯ

birds. By remote control he has been able to catch the movement and activity of birds in and around their 

ÕÌÚÛÚȱÛÏÌɯ,ÜÚÌÜÔɯÞÐÓÓɯÚÏÖÞɯÛÞÌÕÛà-seven of the color flashlights and eleven in black and whÐÛÌȱɂ×ȭɯƖȭɯ

,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯ×ÙÌÚÚɯÙÌÓÌÈÚÌȮɯɁ,ÜÚÌÜÔɀÚɯ%ÐÙÚÛɯ$ßÏÐÉÐÛÐÖÕɯÖÍɯ ÓÓɯ"ÖÓÖÙɯ/ÏÖÛÖÎÙÈ×ÏàɯÛÖɯÉÌɯÖÕɯ5ÐÌÞɯ

,ÈàɯƕƔɯÛÏÙÖÜÎÏɯ)ÜÕÌɯƖƙȮɂɯ,ÈàɯƘȮɯƕƝƙƔȮɯ×ȭƕȭɯ/ÏÖÛÖÎÙÈ×ÏÚɯÉàɯ ÕÚÌÓɯ ËÈÔÚȮɯ1ÐÊÏÈÙËɯ ÝÌËÖÕȮɯ(ÙÝÐÕÎɯ/ÌÕÕȮɯ

Robert Capa, Henri Cartier-Bresson, Louise Dahl-Wolfe, Walker Evans, Elliott Erwitt, Paul Outerbridge, 

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

,ÖÖÙÌȮɯƕƜȭɯɁ#ÌÚ×ÐÛÌɯ2ÛÌÐÊÏÌÕɀÚɯ×ÙÖÎÙÌÚÚÐÝÌɯÈÕËɯɃÐÕÛÌÎÙÈÛÐÖÕÐÚÛɀɯÐÕÛÌÕÛÐÖÕÚȮɯÛÏÌɯÚÏÖÞɯÖÕÓàɯÌÔ×ÏÈÚÐáed what 

ÞÈÚɯÊÖÔÔÖÕÓàɯÉÌÓÐÌÝÌËȯɯÊÖÓÖÙɯÞÈÚɯÈɯÊÖÔÔÌÙÊÐÈÓɯÈÕËɯÈÔÈÛÌÜÙɯÔÌËÐÜÔɯÕÖÛɯÚÜÐÛÈÉÓÌɯÍÖÙɯÈÙÛȭɂ 
2 Museum of Modern Art press release, December 21, 1960; Museum of Modern Art Press release, April 1, 

ƕƝƚƖȭɯ3ÏÌɯƕƝƚƖɯ×ÙÌÚÚɯÙÌÓÌÈÚÌɯÚÛÈÛÌÚɯÛÏÈÛɯɁÝÈÙÐÖÜÚɯ×ÏÈÚÌÚɯÖf photography in black and white and color are 

considered ɬ ×ÖÙÛÙÈÐÛÚȮɯÓÈÕËÚÊÈ×ÌÚȮɯÙÌ×ÖÙÛÈÎÌȮɯÈÉÚÛÙÈÊÛÐÖÕÚɯÈÕËɯ×ÏÖÛÖÔÖÕÛÈÎÌȭɂ 
3 ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯ×ÙÌÚÚɯÙÌÓÌÈÚÌȮɯɁ2ÊÏÌËÜÓÌɯÖÍɯ$ßÏÐÉÐÛÐÖÕÚɯÈÕËɯÌÝÌÕÛÚȮɂɯ)ÜÓàɯƕȮɯƕƝƚƖȭɯ3ÏÐÚɯÞÈÚɯÛÏÌɯËÈàɯ

ÖÍɯ2áÈÙÒÖÞÚÒÐɀÚɯÈÚÚÜÔ×Ûion of the directorial post. The Haas exhibition was billed to include the 

×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯ(ÔÈÎÌÚɯÖÍɯ-ÌÞɯ8ÖÙÒȮɯ!ÜÓÓ-fight essay, studies of motion (water skiing, the rodeo, car racing 

ÈÕËɯÍÖÖÛÉÈÓÓȺɯÈÕËɯÈɯÚÌÙÐÌÚɯÖÕɯ ÔÌÙÐÊÈÕɯÓÈÕËÚÊÈ×ÌɯÈÕËɯɁÈÉÚÛÙÈÊÛÐÖÕɯÐÕɯÕÈÛÜÙÌȭɂ 
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"ÖÓÌÔÈÕɯÏÈÚɯÖÉÚÌÙÝÌËȮɯÉàɯÛÏÌɯÛÐÔÌɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ,Ö, ɯÚÏÖÞɯÐÕɯƕƝƛƚȮɂɯÊÖÓÖÙɯÞÈÚɯ

ÌÕÛÌÙÐÕÎɯÊÙÌÈÛÐÝÌɯ×ÏÖÛÖÎÙÈ×ÏàɯÐÕɯÈɯÉÐÎɯÞÈàȭɂ4 

  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 -ÏÈáÈÙËÖÜÚɯÛÖɯÔÈÒÌɯÖÕÌɀÚɯÖÞÕɯÊÖÓÖÙɯ×ÙÐÕÛÚȭɯɁ(ɯÒÕÌÞɯÑÜÚÛɯÈÉÖÜÛɯ

ÈÓÓɯÖÍɯÛÏÌɯ×ÌÖ×ÓÌɯÐÕɯ-8"ɯÔÈÒÐÕÎɯÛÏÌÐÙɯÖÞÕɯÊÖÓÖÙɯ×ÙÐÕÛÚɯÈÛɯÛÏÈÛɯÛÐÔÌȮɂɯÚÈÐËɯ"ÖÓÌÔÈÕȮɯ

whose weekly column on phoÛÖÎÙÈ×ÏàȮɯɁ+ÈÛÌÕÛɯ(ÔÈÎÌȮɂɯÞÈÚɯ×ÜÉÓÐÚÏÌËɯÐÕɯÛÏÌɯVillage 

Voice ËÜÙÐÕÎɯÛÏÌɯƕƝƛƔÚȭɯɁ3ÏÌÙÌɯÞÌÙÌɯÛÏÙÌÌɯÖÍɯÛÏÌÔȮ as I recallɂ Coleman recalled. 

Ɂ,ÜÙÙÈàɯ ÓÊÖÚÚÌÙȮɯ#ÖÙÖÛÏÌÈɯ*ÌÏÈàÈȮɯÈÕËɯ"ÏÈÙÓÌÚɯ/ÙÈÛÛȭɂ5  Many photographers chose 

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 

ÞÐËÌɯÝÈÙÐÌÛàɯÖÍɯ×È×ÌÙÚɯÈÝÈÐÓÈÉÓÌȮɯɁÌÕÈÉÓÐÕÎɯÛÏÌɯ×ÙÖËÜÊÛÐÖÕɯÖÍɯÔÖÙÌɯÚÌÕÚÜÈÓÓàɯÈ××ÌÈÓÐÕÎɯ

ÖÉÑÌÊÛÚȭɂ6  

  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 

                                                      

4 A.D. Coleman, email to author, April 2012.  
5 Ibid.  
6 Ibid.  
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method of choice for exhibition printing .7 $ÎÎÓÌÚÛÖÕɯËÐËÕɀÛɯÔÈÒÌɯÛÏÌɯ×ÙÐÕÛÚɯÏÐÔÚÌÓÍȭɯɁ(Ûɯ

ÛÈÒÌÚɯÈɯÓÖÛɯÖÍɯÛÐÔÌȭɯ(ÛɯÞÖÜÓËɯÛÈÒÌɯÈÓÓɯàÖÜÙɯÛÐÔÌɯÑÜÚÛɯÛÖɯ×ÙÐÕÛȮɂɯÏÌɯÛÖÓËɯÈɯÎÙÖÜ×ɯÖÍɯÝÐÌÞÌÙÚɯÈÛɯ

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. 9  

  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 m ovement, post-Vietnam 1970s.  An example of such horrific color is one of 

$ÎÎÓÌÚÛÖÕɀÚɯÉÌÚÛ-known images, an untitled  photograph that appeared in the 1976 

exhibition. It was allegedly made in a room ÉÌÓÖÕÎÐÕÎɯÛÖɯÖÕÌɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÍÙÐÌÕËÚȮɯÈɯ

                                                      

7 In 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 -

ƕƝƛƔÚɯÚÛÈÙÛÌËɯÛÖɯÉÌɯÖÍɯÏÐÎÏɯØÜÈÓÐÛàȮɯÉÜÛɯ×ÙÐÖÙɯÛÖɯÛÏÈÛɯÛÏÌàɯÞÌÙÌÕɀÛȭɯ"ÐÉÈÊÏÙÖÔÌɯÉÌÊÈÔÌɯÔÖÙÌɯ×Ö×ÜÓÈÙɯÞÏÌÕɯ

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 saidȭɯɁ(ɯÛÏÐÕÒɯÌÝÌÙàÖÕÌɯÞÏÖɯÏÈÚɯÚÌÌÕɯÈɯ#3ɯ×ÙÐÕÛɯÈÓÖÕÎɯÞÐÛÏɯÌÐÛÏÌÙɯÈɯÛà×Ìɯ"ɯÖÙɯÈɯ"ÐÉÈÊÏÙÖÔÌɯ

ÞÖÜÓËɯÍÐÕËɯÛÏÌɯ#3ɯÛÖɯÉÌɯÔÜÊÏɯÉÌÛÛÌÙɯÓÖÖÒÐÕÎɯȹÈÚÚÜÔÐÕÎɯÐÛɯÞÈÚɯÈɯÞÌÓÓɯÔÈËÌɯ×ÙÐÕÛȺȮɂɯÏÌɯÚÈÐËȭɯɯ 
8 Southern Folklife Collection, FT ɬ 10204 LC, Southern Folklife Collection, William R. Ferris Collection  

11-10-1976 
9  ɯÚÌÙÐÌÚɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÓÈÙÎÌ-scale, digital pigment prints auctioned for $5.9 mill ion in March 2012:  

Memphis Commercial Appeal, Ɂ ÜÊÛÐÖÕɯÖÍɯ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɯ6ÖÙÒÚɯ-ÌÛÚɯȜƙȭƝɯ,ÐÓÓÐÖÕȮɂɯ,ÈÙÊÏɯƕƗȮɯƖƔƕƖȭɯɁ ÛɯÈɯ

ChriÚÛÐÌɀÚɯÈÜÊÛÐÖÕɯàÌÚÛÌÙËÈàɯÛÏÈÛɯÞÈÚɯÐÕÛÌÕËÌËɯÛÖɯÌß×ÈÕËɯÛÏÌɯÈ××ÌÈÓɯÖÍɯ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÛÖɯÈɯÔÜÊÏɯ

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 created 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 

ÊÏÈÙÈÊÛÌÙÐÚÛÐÊɯÖÍɯÏÐÚɯÞÖÙÒȭɯ3ÏÌɯÛÙÐÊàÊÓÌɯ×ÏÖÛÖÎÙÈ×ÏȮɯɁ4ÕÛÐÛÓÌËȮɯƕƝƛƔɂɯÉÙÖÜÎÏÛɯÐÕɯȜƙƛƜȮƙ00, more than 

ËÖÜÉÓÐÕÎɯÛÏÌɯ×ÙÌÝÐÖÜÚɯÈÜÊÛÐÖÕɯÙÌÊÖÙËɯÍÖÙɯÛÏÌɯÈÙÛÐÚÛɯÖÍɯȜƖƛƙȮƔƔƔȭɂɯ"ÖÕÖÙɯ1ÐÚÊÏȮɯɁ$ÎÎÓÌÚÛÖÕɀÚɯ%ÐÙÚÛ-Ever Large 

/ÐÎÔÌÕÛɯ/ÙÐÕÛÚɯ$ÈÙÕɯȜƙȭƝɯ,ÐÓÓÐÖÕɯÈÛɯ ÜÊÛÐÖÕȮɂɯPhoto District News (March 13, 2012). 
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dentist with large sexual appetites or at least a sense of humor.10 (Õɯ$ÎÎÓÌÚÛÖÕɀÚɯ

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 

ÖÍɯÉÓÖÖËɯÛÏÈÛɯÚ×ÓÈÚÏÌËɯÛÏÙÖÜÎÏɯÛÏÌɯÏÈÓÓÚɯÖÍɯ.ÝÌÙÓÖÖÒɯ'ÖÛÌÓɯÐÕɯ2ÛÈÕÓÌàɯ*ÜÉÙÐÊÒɀÚɯThe 

Shining ȹƕƝƜƔȺȭɯ8ÌÛɯÜÕÓÐÒÌɯÛÏÈÛɯÜÕÊÖÕÛÙÖÓÓÈÉÓÌɯÎÌàÚÌÙȮɯÛÏÌɯÊÖÔ×ÖÚÐÛÐÖÕɯÖÍɯÛÏÌɯɁ1ÌËɯ

"ÌÐÓÐÕÎɂɯÐÚɯÛÐÎÏÛÓàɯËÐÚÊÐ×ÓÐÕÌËȭɯ(ÛÚɯÍocal point is near dead center, with three white lines 

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. 11 Given this 

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

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

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

ÛÖɯÛÏÌɯÝÐÌÞÌÙɀÚɯÐÔÈÎÐÕÈÛÐÖÕȮɯÚÐÕÊÌɯÛÏÌɯÈÊÛÐÖÕɯÚÌÌÔÚɯÛÖɯÉÌɯÛÈÒÐÕÎɯ×ÓÈÊÌɯÖÜÛɯÖÍɯÚÐÎÏÛȭ 

  $ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÕËɯÛÏÖÚÌɯÖÍɯÛÏÌɯÖÛÏÌÙɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚɯ(ɯÌßÈÔÐÕÌɯÐÕɯÛÏÐÚɯ

study demonstrate color consciousness ɬ 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, 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ (Cambridge, MA.: MIT Press, 1976). 
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color in the 1976 exhibitiÖÕȭɯ2áÈÙÒÖÞÚÒÐɯÒÕÌÞɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯȹƛƙɯ×ÙÐÕÛÚɯÖÍɯ

negatives made between the late 1960s and 1974) would garner critical attention. The 

MoMA photo  department director fanned the flames by boldly declaring that 

$ÎÎÓÌÚÛÖÕɀÚɯÜÚÌɯÖÍɯÊÖÓÖr was the most successful in the history  of art photography , the 

efforts of photographers Haas, Porter, and Helen Levitt nonwithstanding. 12 It was 

ÜÕËÌÙÚÛÈÕËÈÉÓÌɯÛÏÌÙÌÍÖÙÌɯÛÏÈÛɯÚÖÔÌɯÊÙÐÛÐÊÚɯÌÙÙÖÕÌÖÜÚÓàɯÙÌ×ÖÙÛÌËɯÛÏÈÛɯÛÏÐÚɯÞÈÚɯ,Ö, ɀÚɯ

first major exhibit of photographs in color .13 The 112-page exhibition catalogue, titled 

6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ, was, after all, the first monograph 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 Times, Popular Photography, The Village Voice, The New Yorker, The New York Post, 

Newsday, Art in America, Studio International, Modern Photography, Afterimage, Camera 35, 

                                                      

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

exhibition had been proposed ɬ ÌÐÛÏÌÙɯÉàɯ&ÙÈÊÌɯ,ÈàÌÙɯÖÙɯÉàɯ2áÈÙÒÖÞÚÒÐɀÚɯ×ÙÌËÌÊÌÚÚÖÙɯ$ËÞÈÙËɯ2ÛÌÐÊÏÌÕȮɯÉÜÛɯ

2áÈÙÒÖÞÚÒÐɯÈ××ÙÖÝÌËɯÐÛȮɯÈÕËɯÐÛɯÞÈÚɯÔÖÜÕÛÌËɯÚÏÖÙÛÓàɯÈÍÛÌÙɯÏÌɯÈÙÙÐÝÌËɯÈÛɯÛÏÌɯ,ÜÚÌÜÔȭɯɁ'ÈÈÚɀÚɯÞÖÙÒɯÞÈÚɯ

ÏÈÕËÚÖÔÌȮɯÌÝÌÕɯÐÕÝÌÕÛÐÝÌȮɂɯÚÈÐËɯ2áÈÙÒÖÞÚÒÐȮɯɁÉÜÛɯÞÈÚɯËÌËÐÊÈÛÌËɯÛÖɯÈɯÉÈÚÐÊÈÓÓàɯÍÈÔÐÓÐÈÙɯÐËÌÈɯÖÍɯÉÌÈÜÛàȮɯÖÕÌɯ

very indebted to painterly traditions. Levitt and Shore, and Sternfeld ɬ he a little later, I think ɬ did superb 

original work in color, ÈÕËɯ(ɯÛÏÐÕÒɯÛÏÌɯ,ÜÚÌÜÔɯ×ÈÐËɯÚÜÉÚÛÈÕÛÐÈÓɯÈÛÛÌÕÛÐÖÕɯÛÖɯÈÓÓɯÖÍɯÛÏÌÔȭɂɯ+ÌÛÛÌÙɯÍÙÖÔɯ)ÖÏÕɯ

Szarkowski to the author, February 22, 2007.  
13 'ÐÓÛÖÕɯ*ÙÈÔÌÙȮɯɁ ÙÛȯɯ%ÖÊÜÚɯÖÕɯ/ÏÖÛÖɯ2ÏÖÞÚȮɂɯNew York Times (May 28, 1976). In his review of the show, 

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

ÐÔ×ÖÙÛɯÖÍɯÛÏÌɯÚÏÖÞȭɯ(ÕɯÙÌÚ×ÖÕÚÌɯÛÖɯ2áÈÙÒÖÞÚÒÐɀÚɯËÌÚÊÙÐ×ÛÐÖÕɯÖÍɯÛÏÌɯÞÖÙÒɯÈÚɯɁ×ÌÙÍÌÊÛȮɂɯ*ÙÈÔÌÙɯØÜÐ××ÌËȯɯ

Ɂ/ÌÙÍÌÊÛȳɯ/ÌÙÍÌÊÛÓàɯÉÈÕÈÓȮɯ×ÌÙÏÈ×Úȭɯ/ÌÙÍÌÊÛÓàɯÉÖÙÐÕÎȮɯÊÌÙÛÈÐÕÓàȭɯ ɯ×Ìrfect example of what, for Mr. 

Szarkowski and many like -ÔÐÕËÌËɯÊÖÕÕÖÐÚÚÌÜÙÚɯÖÍɯÊÖÕÛÌÔ×ÖÙÈÙàɯ×ÏÖÛÖÎÙÈ×ÏàȮɯÐÚɯÕÖÞɯÈɯÓÈɯÔÖËÌȭɂɯ 
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Rolling Stone, Interview, Smithsonian, Esquire, Interview, The Atlantic Monthly, and 

Mademoiselle were notified of the May 25 ɬ 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 

ÉÌÌÕɯɁ×ÜÌÙÐÓÌɂɯÈÕËɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÞÌÙÌɯɁ×ÌÙÍÌÊÛȭɂɯ2ÜÊÏɯÜÕÐÓÈÛÌÙÈÓɯ

declarations, penned as they were by a careful and considered writer, seem designed to 

×ÙÖÝÖÒÌȭɯ ÕËɯ×ÙÖÝÖÒÌɯÛÏÌàɯËÐËɯÈÚɯÈÊÊÖÔ×ÈÕÐÔÌÕÛÚɯÛÖɯ$ÎÎÓÌÚÛÖÕɀÚɯÈ××ÈÙÌÕÛÓàɯÉÓÈÚõɯ

color depictions of Old South decadence and New South suburbitopia. As Eggleston 

ÛÖÓËɯÝÐÌÞÌÙÚɯÈÛɯ8ÈÓÌɯ4ÕÐÝÌÙÚÐÛàɯÐÕɯƕƝƛƚȮɯɁÛÏÐÚɯÐÚɯÛÏÌɯ-ÌÞɯ2ÖÜÛÏȵɯ3ÏÌÙÌɯÈÙÌɯÈɯÓÖÛɯÖÍɯÕÌÞ 

ÉÜÐÓËÐÕÎÚɯËÖÞÕɯÛÏÌÙÌȮɯÕÌÞɯÙÖÈËÚȮɯÕÖÛɯÔÈÕàɯÕÌÞɯ×ÌÖ×ÓÌɯËÖÞÕɯÛÏÌÙÌȱ ɯÓÖÛɯÖÍɯÛÏÌÔɯ

ÏÈÝÌɯÓÌÍÛȭɂ14 The show 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 Times critic Hilton Kramer admitted that it had to 

be seen to be believed.15  

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

ÌÔ×ÌÙÖÙɯÞÐÛÏɯÕÖɯÊÓÖÛÏÌÚȮɯÞÏÐÓÌɯÖÛÏÌÙÚɯÊÈÓÓÌËɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÖÓÖÙɯÙÌÔÈrkable and beautiful, 

                                                      

14 Southern Folklife Collection, FT ɬ 10204 LC, Southern Folklife Collection, William R. Ferris Collection , 11-

10-1976. 
15 *ÙÈÔÌÙȮɯɁ/ÏÖÛÖɯ2ÏÖÞÚȭɂ 
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the images poetic and elegiac. A July 1976 arts report in Mademoiselle described color 

×ÏÖÛÖÎÙÈ×ÏàɯÈÚɯɁÛÏÌɯÕÌÞɯÊÙÈáÌɯÈÔÖÕÎɯÚÌÙÐÖÜÚɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚɂɯÈÕËɯƗƚ-year-old William 

$ÎÎÓÌÚÛÖÕɯÈÚɯÛÏÌɯÔÈÕɯÛÖɯÞÈÛÊÏȭɯ'ÐÚɯɁËÌÊÌ×ÛÐÝÌÓàɯÚ×ÈÙÌȮɯÌÌÙÐÓàɯÏÌrmetic studies of family 

ÈÕËɯÍÙÐÌÕËÚȮɯÕÌÐÎÏÉÖÙÏÖÖËɯÚÛÙÌÌÛÚȮɯÚÐËÌɯÙÖÈËÚȮɯÈÕËɯÓÖÊÈÓɯÛÙÐÝÐÈɯÍÙÖÔɯ,ÐÚÚÐÚÚÐ××ÐɀÚɯ

3ÈÓÓÈÏÈÛÊÏÐÌɯ"ÖÜÕÛàɯÈÙÌÈȱÚ×ÐÕɯÈɯ×ÙÐÝÈÛÌɯÛÈÓÌɯÈÉÖÜÛɯ ÔÌÙÐÊÈÕɯÓÐÍÌȮɂɯÛÏÌɯÞÙÐÛÌÙɯÚÛÈÛÌËȭ16 

  Because 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌɯand the 1976 MoMA exhibit ion were 

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

ÞÐÓÓɯÊÖÕÚÐËÌÙɯ2áÈÙÒÖÞÚÒÐɀÚɯÙÖÓÌɯÈÚɯËÐÙÌÊÛÖÙɯÖÍɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÛɯ,Ö, ɯ×ÙÐÖÙɯÛÖɯƕƝƛƚɯÈÕËɯ

ÏÐÚɯÌÍÍÖÙÛÚɯÛÖɯÖÉÛÈÐÕɯÍÜÕËÐÕÎɯÍÖÙɯÛÏÌɯÚÏÖÞÊÈÚÐÕÎɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯËÜÙÐÕÎ a time of 

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

questions 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 conversation 

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

the editing process of the Guide.18 2áÈÙÒÖÞÚÒÐɀÚɯÊÖÔÔÌÕÛÚɯÐÕɯÈɯƕƝƚƛɯÈÙÛÐÊÓÌɯÍÖÙɯAperture 

ÙÌÝÌÈÓɯÏÐÚɯÉÌÓÐÌÍɯÛÏÈÛȮɯÞÐÛÏɯÛÏÌɯÖÕÚÌÛɯÖÍɯÛÏÌɯÔÐÕÐÈÛÜÙÌɯÊÈÔÌÙÈɯÈÕËɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯ

                                                      

16 Martine Latour, Show Biz, Arts, Etc. Mademoiselle (July 1976). 
17  ȭ#ȭɯ"ÖÓÌÔÈÕȮɯɁ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɯƕƝƛƚɯȫɯƕƝƝƖȮɂɯCreative Camera 315 (April ɬ May 1992). 
18 Southern Folklife Collection, FT ɬ 10204 LC, Southern Folklife Collection, William R. Ferris Collection  

11-10-1976. Ɂ3ÏÌɯÎÜÐËÌɯÐÚɯÈɯÎÙÌÈÛɯ×ÌÙÊÌÕÛɯÖÍɯÊÏÖÐÊÌÚɯÉàɯ)ÖÏÕȮɯÉÜÛɯÞÌɯÞÖÙÒÌËɯÛÖÎÌÛÏÌÙȭɯ6ÌɯÞÌÙÌɯÊÏÖÖÚÐÕÎɯÈÓÓɯ

ÖÍɯÛÏÌÚÌȮɯÈÓÚÖɯÍÖÙɯÌßÏÐÉÐÛÐÖÕȮɯ×ÙÖÑÌÊÛÐÕÎɯÚÓÐËÌÚɯÖÕɯÈɯÉÐÎɯÚÊÙÌÌÕȭɯ3ÏÈÛɀÚɯÏÖÞɯÞÌɯÞÖÙÒÌËȭɂɯ0ÜÖÛÌËɯÐÕɯ3ÏÖÔÈÚɯ

6ÌÚÒÐȮɯɁ(ɯ"ÈÕɀÛɯ%ÓàȮɯÉÜÛɯ(ɯÊÈÕɯ,ÈÒÌɯ$ß×ÌÙÐÔÌÕÛÚȮɂɯÐÕɯ$ÓÐÚÈÉÌÛÏɯ2ÜÚÚÔÈÕɯÈÕËɯ3ÏÖÔÈÚɯ6ÌÚÒÐȮɯWilliam 

Eggleston: Democratic Camera, Photographs and Video, 1961-2008 (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.19 Although he was not referring to a fine  arts 

ÔÜÚÌÜÔɯÊÜÙÈÛÖÙɀÚɯÙÖÓÌȮɯ2áÈÙÒÖÞÚÒÐɀÚɯÊÖÔÔÌÕÛÚɯÈÉÖÜÛɯÛÏÌɯÐÔ×ÖÙÛÈÕÊÌɯÖÍɯ×ÏÖÛÖ-editing 

in magazines and newspapers prompt some questions in my mind. To what degree 

ÞÌÙÌɯÛÏÌɯÔÌÈÕÐÕÎÚɯÛÏÈÛɯÈÜËÐÌÕÊÌÚɯËÌÙÐÝÌËɯÍÙÖÔɯ$ÎÎÓÌÚÛÖÕɀÚɯƕƝƛƚɯÚÏÖÞɯÈÛɯ,Ö, ɯÈÕËɯ

exhibition  catalogue 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ brought out in the process of editing and 

selecting?20 #ÐËɯÛÏÖÚÌɯÔÌÈÕÐÕÎÚɯÚÛÐÊÒɯÐÕɯÛÏÌɯÌÕÚÜÐÕÎɯÊÙÐÛÐÊÈÓɯÙÌÊÌ×ÛÐÖÕɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ

work or did audiences reject those meanings and ascribe new ones? How does 

$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒ itself seem to conform 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 

6ÈÓÛÌÙɯ'Ö××ÚɯÈÕËɯÈÊÛÖÙɯ#ÌÕÕÐÚɯ'Ö××ÌÙȭɯ'ÌɀËɯÛÙàÚÛÌËɯÞÐÛÏɯÛÏÌɯÈÊÛÙÌÚÚɯ5ÐÝÈɯÍÙÖÔ Andy 

                                                      

19 Ɂ3ÏÌɯ×Ïotographer 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 camera photoÎÙÈ×ÏÌÙȭɯ(ÛɯÏÈÚɯÈÓÚÖɯËÐÓÜÛÌËɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯ

ÙÖÓÌɯÐÕɯËÌÍÐÕÐÕÎɯÛÏÌɯÔÌÈÕÐÕÎɯÚÛÖÙàɀÚɯÔÌÈÕÐÕÎɯÈÕËɯÐÕÊÙÌÈÚÌËɯÛÏÌɯÈÜÛÏÖÙÐÛàɯÖÍɯÛÏÌɯÌËÐÛÖÙȮɯÞÏÖɯÏÈÚɯÈÚÚÜÔÌËɯ

ÔÜÊÏɯÖÍɯÛÏÌɯÊÙÐÛÐÊÈÓɯÉÜÙËÌÕɯÛÏÈÛɯÞÈÚɯÖÕÊÌɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚȭɂɯ)ÖÏÕɯ2áÈÙÒÖÞÚÒÐȮɯɁ/ÏÖÛÖÎÙÈ×ÏàɯÈÕË Mass 

MeËÐÈȮɂAperture 13 (1967). 
20 "ÖÓÌÔÈÕȮɯɁ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕȮɂɯƕƘ-15. 
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6ÈÙÏÖÓɀÚɯÍÈÊÛÖÙàȭ Ɂ/ÏÖÛÖÎÙÈ×ÏÌÙÚɯÚÜÊÏɯÈÚɯȻ+ÌÌȼɯ%ÙÐÌËÓÈÕËÌÙȮɯȻ&ÈÙÙàȼɯ6ÐÕÖÎÙÈÕËȮɯ3ÖËɯ

/È×ÈÎÌÖÙÎÌȮɯÈÕËɯ2ÛÌ×ÏÌÕɯ2ÏÖÙÌȱÝÐÚÐÛÌËɯ$ÎÎÓÌÚÛÖÕɯÐÕɯ,ÌÔ×ÏÐÚɯÖÕɯÛÏÌÐÙɯÊÙÖÚÚ-country 

ÛÙÐ×ÚȮɂɯÞÙÐÛÌÚɯÊÜÙÈÛÖÙɯ3ÏÖÔÈÚɯ6ÌÚÒÐȭɯɁ ÛɯÛÏÌɯÌÕËɯÖÍɯÛÏÌɯÚÐßÛÐÌÚɯÈÕËɯÛÏÌɯÚÛÈÙÛɯÖÍɯÛÏÌɯ

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 

ÜÚÐÕÎɯ*ÖËÈÊÏÙÖÔÌɯÍÐÓÔȮɂɯ6ÌÚÒÐɯ×ÖÐÕÛÚɯÖÜÛȭ21 Furthermore, Eggleston had made a 

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 other 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 ɬ 560 or more slides.22 

Ɂ+ÐÛÛÓÌɯÉàɯÓÐÛÛÓÌɯÞÌɯÞÖÜÓËɯÞÐÛÏɯÔÜÛÜÈÓɯÙÌÎÙÌÛɯÌÓÐÔÐÕÈÛÌɯÛÏÐÚɯÖÕÌȮɯÈÕËɯÛÏÌÕɯÛÏÈÛɯÖÕÌȮɯÜÕÛÐÓɯ

                                                      

21 6ÌÚÒÐȮɯɁ(ɯ"ÈÕɀÛɯ%ÓàȮɂɯƝȭ 
22 Letter to the author from John Szarkowski, February 22, 2007, p. 2-3. 
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after many sessions we got it down to one tray, which I showed many times to various 

ÔÜÚÌÜÔɯÊÖÔÔÐÛÛÌÌÚȭɂɯ2áÈÙÒÖÞÚÒÐɯÚÛÈÛÌËɯÍÜrther: 

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

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

   sequence to Eggleston, and he said fine. I 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 ɬ would have required hundreds  

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

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

   but I believe that he was.23 

 

  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 ɬ stereotypical depictions of wide -

eyed, grinning black men holding partly eaten watermelon  and several chickens. The 

×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯÖ×ÐÕÐÖÕɯÖÍɯÛÏÌÚÌɯËÌÊÖÙÈÛÐÖÕÚɯÐÚɯÕÖÛɯÈÓÛÖÎÌÛÏÌÙɯÊÓÌÈÙ (figure 14).  

  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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ÖÍɯÛÏÌɯÛÞÖɯÉÓÈÊÒɯÚÌÙÝÈÕÛÚɯÛÏÈÛɯÞÖÙÒÌËɯÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÏÐÓËÏÖÖËɯÏÖÔÌɯÐÕɯ2ÜÔÕÌÙȭɯ ɯ

blood-red shed entraps him on the right side of the composition, the fence at his back, 

$ÎÎÓÌÚÛÖÕɀÚɯÓÌÕÚɯÛÖɯÏÐÚɯÍÙÖÕÛȭɯ(ÕɯàÌÛɯÈÕÖÛÏÌÙɯÐÔÈÎÌɯÕÖÛɯÐÕɯÛÏÌɯÌßÏÐÉÐÛÐÖÕɯÉÓÈÊÒɯÞÖÔÈÕɯÈÕËɯ

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 their 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 

ƕƝƙƔÚɯÈÕËɯȿƚƔÚȭ 

  Sequencing of photo exhibitions was a hotly debated topic in the 1970s. For 

ÌßÈÔ×ÓÌȮɯÈɯƕƝƛƖɯÚÏÖÞɯÊÜÙÈÛÌËɯÉàɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯ,ÐÕÖÙɯ6ÏÐÛÌɯÈÛɯ,(3ɀÚɯ'ÈàËÌÕɯ

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 

ÞÙÖÛÌɯÛÏÈÛɯ6ÏÐÛÌɯÊÏÖÚÌɯÛÏÌɯÞÖÙÒɯÛÖɯÚÜ××ÖÙÛɯÏÐÚɯÖÞÕɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯÛÏÌɯÌßÏÐÉÐÛÐÖÕɀÚɯ

ÛÏÌÔÌȮɯÛÏÈÛɯÌÈÊÏɯÞÖÙÒɯÉÌÊÈÔÌɯÈɯÊÖÎɯÐÕɯ6ÏÐÛÌɀÚɯÛÖÛÈÓÐÛÈÙÐÈÕɯɁÐÕÛÌÓÓÌÊÛÜÈÓɯÔÈÊÏÐÕÌȭɂɯ

Photographers featured in the exhibit were not able to maintain th eir individual 

identity. 24 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 Readings, 1979: 141-142. Minor White, Octave of Prayer: An Exhibition on a Theme (New 

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 well-known 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 

×ÙÌÍÌÙÌÕÊÌȭɯɁ(ɯÞÖÜÓËÕɀÛɯÏÈÝÌɯÈÕàɯÐÕÛÌÙÌÚÛɯÐÕɯÛÏÐÚɯÑÖÉɯÐÍɯ(ɯÛÏÖÜÎÏÛɯÛÏÈÛɀÚɯÞÏÈÛɯÐt was 

ÈÉÖÜÛȮɂɯ2áÈÙÒÖÞÚÒÐɯÛÖÓËɯ+ÐÌÉÓÐÕÎȭɯɁ(Íɯ(ɯËÐËÕɀÛɯÞÈÕÛɯÛÖɯÉÌɯÈɯÍÖÓÓÖÞÌÙɯÈÕËɯÞÈÕÛÌËɯÛÖɯÉÌɯÈɯ

ÓÌÈËÌÙȮɯ(ɀËɯÎÖɯÉÈÊÒɯÛÖɯÉÌÐÕÎɯÈɯ×ÏÖÛÖÎÙÈ×ÏÌÙȭɂ25 Despite his avowed attempt to avoid a 

leadership role, the fact remained that Szarkowski was, by 1976, considered the most 

ÐÕÍÓÜÌÕÛÐÈÓɯÔÈÕɯÐÕɯÛÏÌɯÔÌËÐÜÔɯÖÍɯÊÙÌÈÛÐÝÌɯ×ÏÖÛÖÎÙÈ×ÏàȮɯÛÏÌɯɁÓÖÕÌɯÍÐÎÜÙÌɯÚÛÈÕËÐÕÎɯÛÏÌÙÌɯ

ÞÐÛÏɯÏÐÚɯÏÈÕËɯÖÕɯÛÏÌɯÚÞÐÛÊÏȮɂɯÈÊÊÖÙËÐÕÎɯÛÖɯÞÙÐÛÌÙɯ2ÌÈÕɯ"ÈÓÓÈÏÈÕȭ26 2áÈÙÒÖÞÚÒÐɀÚɯ

judgments seemed to determine either canonization or obscurity for countless aspir ing 

photographers. According to Callahan, photographer Richard Avedon once referred to 

ÛÏÌɯÊÜÙÈÛÖÙɯÈÚɯɁÛÏÌɯÍÐÙÚÛɯÝÐÊÌÙÖàɯÖÍɯ×ÏÖÛÖÎÙÈ×Ïàȭɂ27 

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

                                                      

25 )ÖÏÕɯ&ÙÜÌÕȮɯɁ3ÏÌɯ1ÌÈÚÖÕÈÉÓàɯ1ÐÚÒàɯ+ÐÍÌɯÖÍɯ)ÖÏÕɯ2áÈÙÒÖÞÚÒÐȮɂɯARTnews 77, no. 4 (April 1978): 68.  
26 Sean CallahÈÕȮɯɁ3ÏÌɯ%ÐÙÚÛɯ5ÐÊÌÙÖàɯÖÍɯ/ÏÖÛÖÎÙÈ×ÏàȮɂɯAmerican Photographer (1978): 24-31. 
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 

×ÙÌÚÚÜÙÌÚɯÖÍɯÛÏÌɯƕƝƛƔÚȭɯ%ÜÙÛÏÌÙÔÖÙÌȮɯÐÛɯÐÚɯÊÖÕÊÌÐÝÈÉÓÌɯÛÏÈÛɯ2áÈÙÒÖÞÚÒÐɀÚɯÊÜÙÈÛÖÙÐÈÓɯ

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 

ÊÏÈÕÎÐÕÎɯɁÛÏÌɯ×ÙÌÔÐÚÌɯÖÍɯÛÏÌɯÌßÏÐÉÐÛÐÖÕɯÐÕɯÖÙËÌÙɯÛÖɯÌßÊÓÜËÌɯÛÏÌɯÖÍÍÌÕÚÐÝÌɯÞÖÙÒÚɯÍÙÖÔɯÛÏÌɯ

ÛÏÌÔÈÛÐÊɯÊÖÕÛÌÕÛɯÖÍɯÛÏÌɯÚÏÖÞȭɂ28 This is precisely what Szarkowski did when he insisted 

Ü×ÖÕɯÛÏÌɯÚÛÙÐÊÛÓàɯÍÖÙÔÈÓɯÊÖÕÛÌÕÛɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯwork. In his essay and wall text for the 

ÌßÏÐÉÐÛÐÖÕȮɯ2áÈÙÒÖÞÚÒÐɯÐÕÚÐÚÛÌËɯÜ×ÖÕɯÛÏÌɯ×ÙÐÝÈÛÌɯÈÕËɯÐËÐÖÚàÕÊÙÈÛÐÊɯÕÈÛÜÙÌɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ

images, discouraging readers from viewing the photographs as social documents and 

statements about the southern U.S., race, and class. Furthermore, Szarkowski guided 

ÙÌÈËÌÙÚɯÛÖɯÝÐÌÞɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÖÓÖÙɯÐÕɯÈÕɯÈÉÚÛÙÈÊÛÌËɯÈÕËɯÍÖÙÔÈÓÐÚÛɯÞÈàȮɯÍÖÓÓÖÞÐÕÎȮɯ(ɯÞÖÜÓËɯ

ÈÙÎÜÌȮɯÛÏÌɯÌßÈÔ×ÓÌɯÖÍɯ"ÓÌÔÌÕÛɯ&ÙÌÌÕÉÌÙÎɀÚɯÈÕÈÓàÚÐÚɯÖÍɯÈÉÚÛÙÈÊÛɯÌß×ÙÌÚÚÐÖÕÐÚÛɯ×ÈÐÕÛÐÕÎȭ29 

                                                      

28 Pablo Helguera, The Pablo Helguera Manual of Contemporary Style (New York: Jorge Pinto Books, Inc., 2007): 

12. 
29  ÊÊÖÙËÐÕÎɯÛÖɯ ȭ#ȭɯ"ÖÓÌÔÈÕȮɯɁ2áÈÙÒÖÞÚÒÐɀÚɯÈÌÚÛÏÌÛic was a late-to-the-party version, for photography, of 

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

sculpture) ɬ ÛÏÈÛɯ×ÏÖÛÖÎÙÈ×ÏàɀÚɯÛÙÜÌɯÚÜÉÑÌÊÛɯÞÈÚɯÛÏÌɯÔÌËÐÜÔɯÐÛÚÌÓÍȭɯȹ ɯÙÌÍÐÕÌÔÌÕÛɯÖÍɯȿ3ÏÌɯ×ÖÞÌÙɯÖÍɯÈÕy 

ÔÌËÐÜÔɯÐÚɯËÌ×ÌÕËÌÕÛɯÖÕɯÛÏÌɯ×ÜÙÐÛàɯÖÍɯÐÛÚɯÜÚÌɀɯɬ Paul Strand). Because, unlike AbEx painting, most lens-

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

ÛÏÈÛɯÛÏÌɯÚÜ×ÌÙÐÖÙɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯ×ÙÖ×ÌÙɯÈÛÛÐÛude toward the stuff at which he or she pointed the lens is 
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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 

ÜÕËÌÙÎÖÕÌɯËÙÈÚÛÐÊɯÊÏÈÕÎÌÚɯÉÌÛÞÌÌÕɯƕƝƚƔɯÈÕËɯƕƝƛƚȭɯ6ÐÛÏÐÕɯÛÏÐÚɯÊÖÕÛÌßÛȮɯ2áÈÙÒÖÞÚÒÐɀÚɯ

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 ɬ even if this was an unintended result of his conservatism. As A.D. 

"ÖÓÌÔÈÕɯÏÈÚɯÖÉÚÌÙÝÌËȮɯɁ3ÏÌɯÌß×ÓÐÊÐÛɯÈÕËɯÙÌ×ÌÈÛÌËɯÈÚÚÌÙÛÐÖÕɯÛÏÈÛɯÔÖÚÛɯÖÍɯÞÏÈÛɯȻ,Ö, ȼɯ

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 into non -ÊÖÕÛÙÖÝÌÙÚÐÈÓɯ×ÙÖÑÌÊÛÚȭɂ30  And as Pablo Helguera explains, 

ÔÜÚÌÜÔɯËÐÙÌÊÛÖÙÚɯÔÜÚÛɯɁÔÈÒÌɯÚ×ÌÊÐÈÓɯÐÔ×ÓÐÊÐÛɯËÌÈÓs with sponsors in order to provide 

                                                      

 

neutral and detached ɬ ÕÖɯ×ÖÚÐÛÐÖÕȮɯÕÖɯÐÕÝÖÓÝÌÔÌÕÛȮɯÕÖɯÈËÝÖÊÈÊàȮɯÕÖɯȿÊÖÕÊÌÙÕȮɀɯÊÌÙÛÈÐÕÓàɯÕÖɯ×ÖÓÐÛÐÊÚȭɯ ÕËɯ

you have to hold to that thesis consistently, by choosing photographers whose work seems to fit that model. 

Arbus ɬ a woman, not insignificantly ɬ ÐÚɯ×ÌÙÏÈ×ÚɯÛÏÌɯÊÓÖÚÌÚÛɯÏÌɯÊÈÔÌɯÛÖɯÈÕɯÌßÊÌ×ÛÐÖÕɯÛÖɯÛÏÐÚɯÙÜÓÌȭɂɯ ×ÙÐÓɯ

2012 email from Coleman to author. 
30 A.D. Coleman, April 2012 email to author.  
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ÛÏÌɯÔÜÚÌÜÔɯÞÐÛÏɯÒÌàɯÍÐÕÈÕÊÐÈÓɯÈÕËɯÖ×ÌÙÈÛÐÖÕÈÓɯÚÜ××ÖÙÛȭɂ31 

  2áÈÙÒÖÞÚÒÐɀÚɯËÐÔÐÕÐÚÏÔÌÕÛɯÖÍɯÛÏÌɯÚÖÊÐÈÓɯÔÌÈÕÐÕÎɯÖÍɯÙÈÊÌɯÈÕËɯÊÖÓÖÙɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯ

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

1ÐÎÏÛÚɯ ÊÛɯÈÕËɯ5ÖÛÐÕÎɯ1ÐÎÏÛÚɯ ÊÛɯÏÈ××ÌÕÌËɯÛÖɯÊÖÐÕÊÐËÌɯÞÐÛÏɯÛÏÌɯɁÊÖÓÖÙɯÉÓÐÕËɯ

ÊÖÕÚÌÙÝÈÛÐÝÌɂɯÈ××ÙÖÈÊÏɯÛÖɯÙÈÊÌɯÙÌÓÈÛÐÖÕÚɯÛÏÈÛɯÈÊÊÖÔ×ÈÕÐÌËɯÛÏÌɯÙÐÚÌɯÖÍɯÛÏÌɯ-ÌÞɯ1ÐÎÏÛɯÐÕɯ

ÛÏÌɯÓÈÛÌɯƕƝƛƔÚɯÈÕËɯÌÈÙÓàɯƕƝƜƔÚȭɯɁ"ÖÓÖÙɯÉÓÐÕËɯÊÖÕÚÌÙÝÈÛÐÝÌɂɯÐÚɯÈɯÛÌÙÔɯ(ɯÉÖÙÙÖÞɯÍÙÖÔɯ

historian Matthew Lassiter, who  ÜÚÌÚɯÛÏÌɯÛÌÙÔɯɁÊÖÓÖÙɯÉÓÐÕËÕÌÚÚɂɯÛÖɯËÌÚÊÙÐÉÌɯÛÏÌɯÛÌÕÖÙɯÖÍɯ

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 the two -ÞÈàɯÉÜÚÐÕÎɯÖÕɯÛÏÌɯÎÙÖÜÕËÚɯÛÏÈÛɯÐÛɯÞÈÚɯÜÕËÌÔÖÊÙÈÛÐÊȯɯɁ6Ïàɯ

ÚÏÖÜÓËɯÈɯÊÏÐÓËɀÚɯÊÖÓÖÙɯËÌ×ÙÐÝÌɯÏÐÔɯÖÍɯÛÏÌɯÖ××ÖÙÛÜÕÐÛàɯÖÍɯÊÏÖÖÚÐÕÎɯÞÏÌÙÌɯÏÌɯÞÐÓÓɯÈÛÛÌÕËɯ

ÚÊÏÖÖÓȳȮɂɯa flyer distributed by the Concerned Parents Association (CPA) asked in 1970. 

3ÏÌɯÍÓàÌÙɀÚɯÓÈÕÎÜÈÎÌȮɯ+ÈÚÚÐÛÌÙɯÈÙÎÜÌÚȮɯ×ÙÖÝÐËÌÚɯÈɯɁÊÖÕÊÐÚÌɯ×ÖÙÛÙÈÐÛɯÖÍɯÛÏÌɯÊÖÓÖÙ-blind 

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

suburbÚȭɂɯ+ÈÚÚÐÛÌÙɯÞÙÐÛÌÚɯÛÏÈÛȮɯɁ(ÕɯÚÌÌÒÐÕÎɯÛÖɯ×ÙÌÚÌÙÝÌɯȿÍÙÌÌËÖÔɯÖÍɯÊÏÖÐÊÌɀɯÈÕËɯÌÝÈËÌɯ

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   

  2áÈÙÒÖÞÚÒÐɀÚɯËÐÔÐÕÐÚÏÔÌÕÛɯÖÍɯÙÈÊÌɯÈÕËɯÊÖÓÖÙɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÕÖɯËÖÜÉÛɯÔÈËÌɯ

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 schemes was to promote sales among amateurs to 

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

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

with daylight K odachrome film ɬ 8 x 10-inch color positive transparencies.33 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 

unpretentiousness.34 (ÛɯÈ××ÌÈÙÌËɯÛÖɯÉÌɯÈɯɁËÌÔÖÊÙÈÛÐÊɂɯÔÌËÐÜm, indistinguishable from 

ÈËÝÌÙÛÐÚÐÕÎȮɯÛÏÌɯÉÖÙÐÕÎɯÊÖÓÖÙɯÚÓÐËÌÚɯÖÍɯÛÏÌɯÕÌÐÎÏÉÖÙÚɀɯÝÈÊÈÛÐÖÕɯÈÕËɯÛÏÌɯ/ÖÓÈÙÖÐËÚɯÐÕɯÈɯ

family photo album. 35 Ɂ(ÕÕÖÊÌÕÊÌɂɯÞÈÚɯÈÓÚÖɯÈɯ×ÖÚÛÜÙÌɯÈËÖ×ÛÌËɯÉàɯÉÜÚÐÕÌÚÚɯÓÌÈËÌÙÚɯÈÕËɯ

                                                      

32 Lassiter, 149. 
33 Moore, 13. 
34 Jonathan Green, The Snap-Shot (Millerton, N.Y.: Aperture, 1974); Sarah Greenough,The Art of the American 

Snapshot, 1888-1978: from the collection of Robert E. Jackson (Washington D.C.: National Gallery of Art; 

Princeton, N.J.: Princeton University Press, 2007); 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 the Present (San 

Francisco, Calif.: San Francisco Museum of Modern Art, c1998). 
35 (ÕɯÏÐÚɯÌÚÚÈàȮɯɁ,ÈÔÈɯ#ÖÕɀÛɯ3ÈÒÌɯ.ÜÙɯ*ÖËÈÊÏÙÖÔÌɯ ÞÈàȮɂɯ ȭ#ȭɯ"ÖÓÌÔÈÕɯÈÙÎÜÌÚɯÛÏÈÛɯÖÜÙɯÜÕËÌÙÚÛÈÕËÐÕÎɯ

ÖÍɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯËÖÌÚɯÕÖÛɯËÌÙÐÝÌɯÍÙÖÔɯɁ×ÏÖÛÖ-ÉÈÚÌËɯÈÙÛɂɯÉÜÛɯÍÙÖÔɯÛÏÌɯÐÕÛÌÕÚÌÓàɯÚÈÛÜÙÈÛÌËɯÙÌËÚɯÐÕɯÛÏÌɯ

,ÈÐɯ+ÈÐɯÔÈÚÚÈÊÙÌɯ×ÏÖÛÖÎÙÈ×ÏÚȮɯÖÙɯÛÏÌɯɁÉÙÌÈÛÏÛÈÒÐÕÎɯÚ×Ùeads in magazines such as Life, Look, and Vogue. 

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 metropolises of Charlotte, 

North Carolina and Atlanta, Georgia in the late 1960s, according to Matthew Lassiter. 36   

  2ÌÌÔÐÕÎÓàɯÊÖÔ×ÓÐÊÐÛɯÞÐÛÏɯ2áÈÙÒÖÞÚÒÐɀÚɯÍÖÙÔÈÓÐÚÛɯ×ÈÊÒÈÎÐÕÎɯÖÍɯÏÐÚɯÞÖÙÒȮɯ

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.37  Ɂ(ɯÎÙÌÞɯÜ×ɯÐÕɯÛÏÌɯÕÖÙÛÏÌÙÕȱÞÏÈÛɀÚɯÊÈÓÓÌËɯÛÏÌɯ#ÌÓÛÈɯÙÌÎÐÖÕȭɯ ɯ

ÓÖÕÎɯÞÈàɯÈÞÈàȮɂɯ$ÎÎÓÌÚÛÖÕɯÛÖÓËɯÛÏÌ group of  Yale visitors in 1976. The photographs in 

the exhibition, he said, ranged from Memphis to New Orleans, and included a little of 

Alabama, Tennessee, Mississippi and Louisiana.38 $ÎÎÓÌÚÛÖÕɀÚɯÔÈÛÌÙÕÈÓɯÎÙÈÕËÍÈÛÏÌÙȮɯ

Judge Joseph Albert May (1883-1949), was a judge in one the Tallahatchie 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 

×ÏÖÛÖÎÙÈ×ÏàɯÏÈËɯÉÌÌÕɯÈÊÏÐÌÝÌËɯÌÈÙÓàɯÖÕȮɯɁÛÏÌɯÔÌËÐÜÔɯÔÐÎÏÛɯÕÌÝÌÙɯÏÈÝÌɯ×ÈÚÚÌËɯÛÏÙÖÜÎÏɯÛÏÌɯÔÖÕÖÊÏÙÖÔÌɯ

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

ÖÍÍÚÏÖÖÛȭɂɯ,ÖÕÖÊÏÙÖÔÌɯ×ÏÖÛÖÎÙÈ×ÏàɯÉÌÊÈÔÌ ÈÝÈÐÓÈÉÓÌɯÛÖɯÛÏÌɯÎÌÕÌÙÈÓɯ×ÜÉÓÐÊɯÐÕɯƕƜƜƜɯÞÐÛÏɯ&ÌÖÙÎÌɯ$ÈÚÛÔÈÕɀÚɯ

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 l 
36 Matthew Lassiter, The Silent Majority: Suburban Politics in the Sunbelt South (Princeton: Princeton University 

Press, 2006). 
37 1ÐÊÏÈÙËɯ!ȭɯ6ÖÖËÞÈÙËȮɯɁ,ÌÔ×ÏÐÚɯ!ÌÈÜɂɯVanity Fair (October 1991): 240. Seeing no problem with taking an 

assignment in South  ÍÙÐÊÈȮɯ6ÖÖËÞÈÙËɯÚÈÐËɯ$ÎÎÓÌÚÛÖÕɯÊÖÜÓËɯÐËÌÕÛÐÍàɯɁÛÖɯÈɯËÐÚÛÜÙÉÐÕÎɯËÌÎÙÌÌɯÞÐÛÏɯÛÏÌɯ

 ÍÙÐÒÈÕÌÙÚȭɂɯ3ÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯÖÉÚÌÙÝÌËɯÛÏÈÛɯÛÏÌɯÊÖÜÕÛÙàɯÞÈÚɯÕÖɯÔÖÙÌɯÚÌÎÙÌÎÈÛÌËɯÛÏÈÕɯÛÏÌɯÞÖÙÓËɯÏÌɯÎÙÌÞɯ

up in, and that most of the violence was black-against-ÉÓÈÊÒɯÈÕàÞÈàȭɂ37 
38 Southern Folklife Collection, FT ɬ 10204 LC, Southern Folklife Collection, William R. Ferris Collection  

11-10-1976 



 

 

74 

whose family first came to Tallahatchie County in 1839.39 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 

ÕÌÐÎÏÉÖÙÚɯ/ÈÙÊÏÔÈÕɯ%ÈÙÔȮɯÕÖÞɯÛÏÌɯ,ÐÚÚÐÚÚÐ××Ðɯ2ÛÈÛÌɯ/ÌÕÌÛÌÕÛÐÈÙàȭɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÈÛÌÙÕÈÓɯ

grandfather was a doctor who lived at Wannalaw Plantation, the place name for at least 

one photograph in 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ ȹÍÐÎÜÙÌɯƕƗȺȭɯɯ$ÎÎÓÌÚÛÖÕɀÚɯÍÈÛÏÌÙȮɯ6ÐÓÓÐÈÔɯ

Joseph Eggleston (1909-1966) and his mother, Catherine Ann May (1911-1995), had 

EgglestÖÕȮɯÛÏÌɯÌÓËÌÚÛɯÖÍɯÛÏÙÌÌɯÊÏÐÓËÙÌÕȮɯÐÕɯ,ÌÔ×ÏÐÚȮɯÐÕɯƕƝƗƝȭɯ3ÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯÍÈÛÏÌÙɯ

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

ËÌÚÛÙÖàÌÙɯÐÕɯÛÏÌɯ/ÈÊÐÍÐÊɯËÜÙÐÕÎɯ6ÖÙÓËɯ6ÈÙɯ((ȭɯ$ÎÎÓÌÚÛÖÕɀÚɯÔÖÛÏÌÙɯÓÐÝÌËɯÐÕɯ%ÓÖÙÐËÈɯËÜÙÐÕÎɯ

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. 40 

  $ÎÎÓÌÚÛÖÕɀÚɯÍÈÛÏÌÙɯÙÌÛÜÙÕÌËɯÛÖɯ2ÜÔÕÌÙɯÈÕËɯÛÏÌɯÍÈÔÐÓàɯÔÖÝÌËɯÐÕÛÖɯÈɯÏÖÜÚÌɯÖÕɯÛÏÌɯ

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, 

                                                      

39  ËÈÔɯ6ÌÓÊÏȮɯɁ"ÏÙÖÕÖÓÖÎàɂɯÐÕɯ$ÓÐÚÈÉÌÛÏɯ2ÜÚÚÔÈÕȮɯWilliam Eggleston: Democratic Camera, Photographs and 

Video, 1961-2008 (New York: Whitney Mu seum of American Art; Munich: Haus der Kunst; New Haven: 

Distributed by Yale University Press, c2008) 269. 
40 6ÌÓÊÏȮɯɁ"ÏÙÖÕÖÓÖÎàȮɂɯƖƚƝȭ  



 

 

75 

and the Eggleston family of ten spent winters there. As a result, Eggleston took classes at 

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

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

$ÎÎÓÌÚÛÖÕɀÚɯÚÛÈàÌËɯÐÕɯÛÏÌÐÙɯÏÖÜÚÌɯÛhere, but the Eggleston children spent most of their 

ÚÜÔÔÌÙÚɯÐÕɯÛÏÌɯ,ÈàɀÚɯÍÈÔÐÓàɯÏÖÔÌɯÐÕɯ2ÜÔÕÌÙȮɯÖÕɯ"ÈÚÚÐËàɯ!ÈàÖÜȭ41 When Eggleston 

was a teenager, his father had a stroke, and he started going to a private boarding school 

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

ÍÙÖÔɯÈÕɯɁÈÍÍÓÜÌÕÛȮɯ×ÓÈÕÛÈÛÐÖÕ-ÖÞÕÐÕÎɯÍÈÔÐÓàɯÕÌÈÙɯ!ÌÜÓÈÏȮɯ,ÐÚÚÐÚÚÐ××Ðȱɂ42 

   Journalist Richard B. Woodward wrote in a 1991article on Eggleston for Vanity 

Fair ÛÏÈÛɯɁÛÏÌɯÚÖÊÐÈÓɯÔÖÝÌÔÌÕÛÚɯÛÏÈÛɯÏÈÝÌɯÛÙÈÕÚÍÖÙÔed the country since the sixties, such 

ÈÚɯÊÐÝÐÓɯÙÐÎÏÛÚɯÈÕËɯÍÌÔÐÕÐÚÔȮɯÚÌÌÔɯÛÖɯÏÈÝÌɯÉÈÙÌÓàɯÎÙÈáÌËɯȻ$ÎÎÓÌÚÛÖÕɀÚȼɯÊÖÕÚÊÐÖÜÚÕÌÚÚȭɂ43 

3ÏÌÙÌɯÞÈÚɯÈɯ×ÌÙÊÌ×ÛÐÖÕɯÈÔÖÕÎɯ$ÎÎÓÌÚÛÖÕɀÚɯÖÉÚÌÙÝÌÙÚɯÛÏÈÛɯÏÌɯÏÈËɯÈɯÚÌÕÚÌɯÖÍɯËÐÚÛÈÕÊÌɯ

from his environs from early on. 44  

  !ÜÛɯÓÌÛɀÚ look at Eggleston 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 

                                                      

41 6ÌÓÊÏȮɯɁ"ÏÙÖÕÖÓÖÎàȮɂɯƖƛƔȭ  
42 Ibid .  
43 1ÐÊÏÈÙËɯ!ȭɯ6ÖÖËÞÈÙËȮɯɁ,ÌÔ×ÏÐÚɯ!ÌÈÜȮɂɯVanity Fair (October 1991): 240.  
44 WoodwarËȮɯɁ,ÌÔ×ÏÐÚɯ!ÌÈÜȮɂɯƖƘƔȭ 
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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 

cultu ral 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 Guide remixed familiar 

southern tropes ɬ poverty, agriculture, raceɬ into a modernist idiom that, when 

compared with the radical engagement of black-and-white civil rights photography, or 

1ÖÉÌÙÛɯ%ÙÈÕÒɀÚɯƕƝƙƝɯ×ÏÖÛÖ-essay, The Americans, seemed to be disengaged, or to have 

shifted the political and social focus. While politics and social context are not 

ËÐÚÙÌÎÈÙËÌËɯÉàɯÊÙÐÛÐÊÚɯËÐÚÊÜÚÚÐÕÎɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒȮɯÛÏÌÙÌɯÐÚɯÓÐÛÛÓÌɯÊÖÕÚÌÕÚÜÚɯÖÕɯÞÏÌÙÌɯÛÏÌɯ

photographer or his work stand on these matters. Moore observed that it was not just 

ÛÏÌɯÊÖÓÖÙɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÉÜÛɯÛÏÌɯÈ××ÈÙÌÕÛɯÈÔÉÐÎÜÖÜÚÕÌÚÚɯÈÕËɯÐÕËÐÍÍÌÙÌÕÊÌɯ

ÖÍɯÏÐÚɯ×ÖÚÛÜÙÌɯÛÏÈÛɯÚÜÙ×ÙÐÚÌËɯÚÖÔÌɯÖÉÚÌÙÝÌÙÚȭɯ'ÐÚɯɁÙÌÍÜÚÈÓɯÛÖɯËÌÊÓÈÙÌɯÈɯÊÓÌÈÙɯÈÛÛÐÛÜËÌɯ

toward Southern contemporary life or his own revealed a palp able apathy, a sense of 
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ËÌÊÈËÌÕÊÌɯÛÏÈÛɯÚÏÖÊÒÌËɯÔÈÕàɯÕÖÙÛÏÌÙÕÌÙÚɯÞÏÌÕɯÛÏÌɯÞÖÙÒɯÞÈÚɯÚÏÖÞÕȭɂ45 Writing for 

New York ÔÈÎÈáÐÕÌɯÐÕɯƕƝƛƚȮɯ2ÌÈÕɯ"ÈÓÓÈÏÈÕɯÖÉÚÌÙÝÌËɯÛÏÈÛȮɯɁ4ÕÓÐÒÌɯÚÖÔÌɯÖÍɯÏÐÚɯ×ÌÌÙÚȮɯ

$ÎÎÓÌÚÛÖÕɯËÖÌÚÕɀÛɯËÐÚ×ÓÈàɯÈɯÚÛÙÖÕÎɯÚÖÊÐÈÓɯÊÖÕÚÊÐÌÕÊÌȭɂ46 According to C orcoran Gallery 

ÖÍɯ ÙÛɯËÐÙÌÊÛÖÙɯ)ÈÕÌɯ+ÐÝÐÕÎÚÛÖÕȮɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯËÐÚ×ÓÈàɯÈɯɁ×ÈÙÈËÖßÐÊɯ

combination of brutal directness, their willingness to present the reality of things not 

ÖÕÓàɯÜÕÍÓÐÕÊÏÐÕÎÓàɯÉÜÛɯ×ÌÙÏÈ×ÚɯÈɯÓÐÛÛÓÌɯ×ÌÙÝÌÙÚÌÓàȱɂ47  And Leo Rubinfein opined that, 

Ɂ!ÐÓÓɯ$ÎÎÓÌÚÛÖÕɯ×ÈÚÚÌËɯÜ×ɯÛÏÌɯ×ÜÉÓÐÊɯÚÊÌÕÌȮɯÈÚɯÈɯÚÜÉÑÌÊÛȮɯÍÖÙɯÛÏÌɯ×ÙÐÝÈÛÌȭɯ3ÏÌɯÊÖÕÍÓÐÊÛÚɯÛÏÈÛɯ

ÏÈËɯÓÈÛÌÓàɯÛÖÙÕɯ ÔÌÙÐÊÈɯÚÌÌÔÌËɯÛÖɯÔÌÈÕɯÕÖÛÏÐÕÎɯÛÖɯÏÐÔȭɂ48 

  %ÌËÌÙÈÓɯÈÕËɯÊÖÙ×ÖÙÈÛÌɯÚÜ××ÖÙÛɯÍÖÙɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÐÕËÐÊÈÛÌÚɯÛÏÈÛɯÞÏÈÛÌÝÌÙɯ

ÚÌÌÔÌËɯÛÖɯÉÌɯɁÈ×ÈÛÏÌÛÐÊȮɂɯɁËÌÊÈËÌÕÛȮɂɯÈÕËɯɁ×ÌÙÝÌÙÚÌɂɯÈÉÖÜÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒ in the 

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 pÖÓÐÛÐÊÚȭɯ3ÏÈÛɯÛÏÌɯÈÛÛÐÛÜËÌÚɯÌß×ÙÌÚÚÌËɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÉàɯƕƝƛƚɯÏÈËɯ

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

ÞÈÕÛÌËɯÛÖɯÌßÏÐÉÐÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÐÕɯƕƝƚƛɯÉÜÛɯÞÈÚɯËÌÓÈàÌËɯÜÕÛÐÓɯƕƝƛƚȭɯɁ3ÏÌɯËÌÓÈàɯ

suggests thÈÛɯÊÖÓÖÙɀÚɯÔÈÛÜÙÈÛÐÖÕɯÞÈÚɯÔÖÙÌɯÈɯÔÈÛÛÌÙɯÖÍɯÊÜÓÛÜÙÌɯÛÏÈÕɯÛÌÊÏÕÖÓÖÎàȮɂɯ,ÖÖÙÌɯ

                                                      

45 Moore, 26-28. 
46 2ÌÈÕɯ"ÈÓÓÈÏÈÕȮɯɁ,Ö, ɯ+ÖÞÌÙÚɯÛÏÌɯ"ÖÓÖÙɯ!ÈÙȮɂɯNew York (June 28, 1976). 
47 )ÈÕÌɯ+ÐÝÐÕÎÚÛÖÕȮɯÐÕÛÙÖËÜÊÛÐÖÕȮɯɁ$ÓÌÊÛÐÖÕɯ$ÝÌȮɂɯ3ÏÌɯ"ÖÙÊÖÙÈÕɯ&ÈÓÓÌÙàɯÖÍɯ ÙÛȮɯ"ÈÓËÌÊÖÛÛɯ"ÏÜÉÉȮɯƕƝƛƛȭ 
48 Leo Rubinfein, introduction to Moore, Kevin D. Starburst: Color Photography in America, 1970-1980 

(Ostfildern: Hatje Cantze, 2010), 38. 
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ÞÙÐÛÌÚȭɯɯɁ(ÛɯÐÚɯÐÔ×ÖÚÚÐÉÓÌɯÛÖɯÒÕÖÞɯÞÏÈÛɯ2áÈÙÒÖÞÚÒÐɯÚÈÞɯÐÕɯÛÏÌɯ×ÐÊÛÜÙÌÚɯÐÕɯƕƝƚƛȮɂɯÉÜÛɯÐÕɯ

ƕƝƛƚȮɯɁÛÏÌɯÈÛÛÐÛÜËÌÚɯÌß×ÙÌÚÚÌËɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÏÈËɯÈÓÐÎÕÌËɯÞÐÛÏɯÛÏÌɯÛÐÔÌÚȭɯ

Nixon h ad resigned in 1974, the stock market crashed in 1975, and inflation was at 12 

×ÌÙÊÌÕÛȭɯ(Õɯ2áÈÙÒÖÞÚÒÐɀÚɯÌàÌÚȮɯ$ÎÎÓÌÚÛÖÕɯÞÈÚɯÕÖÞɯÙÌÈËàɯÍÖÙɯÈɯÚÏÖÞȭɂ49 

  3ÏÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÐÕɯÛÏÌɯ,Ö, ɯÌßÏÐÉÐÛÐÖÕɯËÌ×ÐÊÛÌËɯ$ÎÎÓÌÚÛÖÕɀÚɯÍÈÔÐÓàȮɯÍÙÐÌÕËÚȮɯ

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

album or Michelin Road Guideȭɯ(ÕɯÚÖÔÌɯÞÈàÚȮɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÞÌÙÌɯÐÕɯÒÌÌ×ÐÕÎɯ

ÞÐÛÏɯ×ÏÖÛÖÙÌÈÓÐÚÛɯ×ÈÐÕÛÐÕÎɀÚɯÈÌÚÛÏÌÛÐÊÐáÈÛÐÖÕɯÖÍɯ,ÐËËÓÌɯ ÔÌÙÐÊÈȮɯÈÕËɯÛÏÌɯÉÖÖÒɯËÌÚÐÎÕɯ

acknowledged a connection ÉÌÛÞÌÌÕɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯ×ÙÈÊÛÐÊÌɯÈÕËɯÛÏÌɯ

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 cameras produced by Kodak and Polaroid on the 

pages of Newsweek and Time in 1976 indicate. The GuideɀÚɯÕÖËɯÛÖɯÈÔÈÛÌÜÙɯ×ÙÈÊÛÐÊÌɯ

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 longer-lasting color dyes and it finally seemed that color 

photographs were a worthwhile investment. 50 

                                                      

49 Moore, 26. 
50 Ɂ3ÏÌàɯ2ÈÐËȯɯ!ÖÖÒɯ1ÌÝÐÌÞÚȭɂɯArt Direction (August 1976):  60. While 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 ɬ aesthetically, ethically, and socially ɬ had a 

cÏÈÙÎÌɯÐÕɯ×ÖÓÐÛÐÊÈÓɯÈÕËɯ×Ö×ÜÓÈÙɯÊÜÓÛÜÙÌɯÈÛɯÛÏÌɯÛÐÔÌɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯËÌÉÜÛȭɯ3ÏÌɯàÌÈÙɯƕƝƛƚɯ

ȹÛÏÌɯÊÖÜÕÛÙàɀÚɯ!ÐÊÌÕÛÌÕÕÐÈÓɯàÌÈÙȺɯÐÕɯÛÏÌɯ4ȭ2ȭɯÞÈÚ a color-conscious context ɬ Ɂ×ÌÖ×ÓÌɯ

ÓÌÈÙÕɯÌÈÙÓàɯÖÕɯÛÏÈÛɯÊÖÓÖÙɯÐÚɯÚÐÎÕÐÍÐÊÈÕÛȮɂɯÞÙÐÛÌÚɯÓÌÎÈÓɯÚÊÏÖÓÈÙɯ3ÙÐÕÈɯ)ÖÕÌÚȭ51 The practice of 

color-based discrimination was of sufficient magnitude and consistency that the word 

ɁÊÖÓÖÙɂɯÞÈÚɯÌß×ÓÐÊÐÛÓàɯÐÕÊÓÜËÌËȮɯÚÌ×ÈÙÈÛÌÓàɯÍÙÖÔɯÛÏÌɯÞÖÙËɯɁÙÈÊÌȮɂɯÉÖÛÏɯÐÕɯÛÏÌɯ%ÐÍÛÌÌÕÛÏɯ

Amendment to the Constitution and in Title VII of the Civil Rights Act o f 1964. Color 

was in the 1970s U.S. (and the 21st century U.S.) heavily value-laden ɬ Ɂ6ÏÐÛÌÚɯÏÈÝÌɯ

ÎÌÕÌÙÈÓÓàɯÏÌÓËɯÛÏÌɯ×ÖÚÐÛÐÖÕɯÖÍɯ×ÙÐÝÐÓÌÎÌɂɯÞÙÐÛÌÚɯ)ÖÕÌÚȮɯÞÏÐÓÌɯɁÉÓÈÊÒÚɯÏÈÝÌɯÎÌÕÌÙÈÓÓàɯÉÌÌÕɯ

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 Jeffersons, Sanford & Son, and Good Times, openly addressed issues of identity and 

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

                                                      

 

ÕÖÛɯÌÓÐÛÐÚÛɯÈÕËɯÙÌÔÖÝÌËɯÉÜÛɯÙÌÚ×ÖÕÚÐÝÌɯÛÖɯÛÏÌɯÚÌÕÛÐÔÌÕÛÚɯÖÍɯÛÏÌɯɁÌËÜÊÈÛÌËɂɯ×Ö×ÜÓÈÊÌɯÐÚɯÚÜÎÎÌÚÛÌËɯÉàɯ

American Studies scholar Maren Stange. Stange arÎÜÌÚɯÛÏÈÛȮɯɁ6ÏÈÛÌÝÌÙɯÌÓÚÌɯÐÛɯÏÈÚɯËÖÕÌȮɯȻ,Ö, ȼɯÏÈÚɯÕÖÛɯ

ÚÌÊÌËÌËɯÍÙÖÔɯÛÏÌɯ×ÜÉÓÐÊȮɯɁÌßÛÌÙÕÈÓɂɯÞÖÙÓËȭɯ(ÕɯÍÈÊÛȮɯÐÛɯÔÐÎÏÛɯÉÌɯÚÈÐËɯÛÏÈÛɯÛÏÌɯÚÌÕÚÐÉÐÓÐÛàɯÌßÏÐÉÐÛÌËɯÉàɯÛÏÌɯ

ÔÜÚÌÜÔɯÊÈÕɯÊÓÈÐÔɯÏÌÎÌÔÖÕàɯÖÝÌÙɯÈËÝÈÕÊÌËɯ ÔÌÙÐÊÈÕɯÛÈÚÛÌɯÈÕËɯÛÏÈÛɯÛÏÌɯÔÜÚÌÜÔɀÚɯËÐÚÊÖÜÙÚÌɯÙÌ×ÙÌÚÌÕts 

ØÜÐÛÌɯÊÖÔ×ÓÌÛÌÓàɯÖÜÙɯÌËÜÊÈÛÌËɯÝÌÙÕÈÊÜÓÈÙɯÐÕɯÛÏÌɯÈÙÛÚȭɂɯ,ÈÙÌÕɯ2ÛÈÕÎÌȮɂ Photography and the Institution: 

2áÈÙÒÖÞÚÒÐɯÈÛɯÛÏÌɯ,ÖËÌÙÕȮɂɯThe Massachusetts Review, vol. 19, no. 4 (Winter 1978): 706. 
51 3ÙÐÕÈɯ)ÖÕÌÚȮɯɁ2ÏÈËÌÚɯÖÍɯ!ÙÖÞÕȯɯ3ÏÌɯ+ÈÞɯÖÍɯ2ÒÐÕɯ"ÖÓÖÙȮɂɯDuke Law Journal 49, 6 (April 2000): 1487-1557. 
52 Jones, 155. 



 

 

80 

ABC series Roots, which aimed to tell the history of black America, debuted in 1977 and 

was predicted by Newsweek ÛÖɯÉÌɯ35ɀÚɯɁÔÖÚÛɯÎÓÐÛÛÌÙÐÕÎɯ!ÐÊÌÕÛÌÕÕÐÈÓɯÌÝÌÕÛȭɂɯ!ÈÚÌËɯÖÕɯÈÕɯ

885-page book by Alex Haley ɬ Roots was the culmination of 10 years of research into his 

ÍÈÔÐÓàɀÚɯÏÐÚÛÖÙàɯÛÏÙÖÜÎÏɯÚÌÝÌÕɯÎÌÕÌÙÈÛÐÖÕÚȭ53 According to historian Alex Haley, Roots, 

which was published in 1976 and released as a twelve-hour television adaptation in 

ƕƝƛƛȮɯÏÈËɯÈɯɁÊÈÛÈÓàÛÐÊɯÌÍÍÌÊÛ on popular attitudes about slavery, especially among 

 ÍÙÐÊÈÕɯ ÔÌÙÐÊÈÕÚȮɂɯÈÊÊÖÙËÐÕÎɯÛÖɯÏÐÚÛÖÙÐÈÕɯ6ȭɯ%ÐÛáÏÜÎÏɯ!ÙÜÕËÈÎÌȭɯ'ÈÓÌàɀÚɯɁËÌ×ÐÊÛÐÖÕɯÖÍɯ

ÏÐÚɯÚÓÈÝÌɯÈÕÊÌÚÛÖÙɀÚɯÚÛÙÜÎÎÓÌɯÛÖɯÙÌÛÈÐÕɯÛÏÌÐÙɯËÐÎÕÐÛàɯÈÕËɯÛÖɯÈÛÛÈÐÕɯÍÙÌÌËÖÔɯÙÌÔÖÝÌËɯÛÏÌɯ

stigma from slavery for man y African Americans, transforming their past into a saga of 

×ÌÙÚÌÝÌÙÈÕÊÌɯÈÕËɯØÜÐÌÛɯÏÌÙÖÐÚÔȭɯ(ÕÍÖÙÔÌËɯÖÍɯÛÏÌÐÙɯÚÓÈÝÌɯÈÕÊÌÚÛÖÙÚɀɯÊÖÜÙÈÎÌɯÈÕËɯ

ÙÌÚÐÓÐÌÕÊÌȮɂɯ!ÙÜÕËÈÎÌɯÖÉÚÌÙÝÌÚȮɯɁÉÓÈÊÒÚɯËÐÚ×ÓÈàÌËɯÜÕ×ÙÌÊÌËÌÕÛÌËɯÐÕÛÌÙÌÚÛɯÐÕɯÎÌÕÌÈÓÖÎàȭɂɯ

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 

ÏÐÚÛÖÙàɯÞÈÚɯɁÌÚÚÌÕÛÐÈÓɯÛÖɯÌß×ÈÕËÐÕÎɯÛÏÌÐÙɯÊÓÐÌÕÛÌÓÌȭɂ54 

    The CBS sitcom All in the Family featured the archetypal white patriarch Archie 

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

                                                      

53 'ÈÙÙàɯ%ȭɯ6ÈÛÌÙÚɯÞÐÛÏɯ5ÌÙÕÌɯ$ȭɯ2ÔÐÛÏȭɯɁ3ÌÓÌÝÐÚÐÖÕȯɯ.ÕÌɯ,ÈÕɀÚɯ%ÈÔÐÓàȭɂɯNewsweek, June 21, 1976.  The 

ÈÙÛÐÊÓÌɯÚÛÈÛÌÚɯÛÏÈÛɯ !"ɯÈÕËɯ#ÖÜÉÓÌËÈàɯÈÙÌɯÚàÕÊÏÙÖÕÐáÐÕÎɯÛÏÌÐÙɯɁ)ÈÞÚɂ-size publicity campaigns to i ntroduce 

Ɂ1ÖÖÛÚȭɂɯ3ÏÌɯ×ÜÉÓÐÚÏÐÕÎɯÏÖÜÚÌɯÐÚɯÖÙËÌÙÐÕÎɯÜ×ɯÈɯÙÌÊÖÙËɯƖƔƔȮƔƔƔɯÍÐÙÚÛɯ×ÙÐÕÛÐÕÎɯÈÕËɯÛÏÌɯÕÌÛÞÖÙÒɯ×ÓÈÕÚɯÛÖɯÜÕÝÌÐÓɯ

the three-ÏÖÜÙɯ×ÙÌÔÐÌÙÌɯÌ×ÐÚÖËÌɯÉÌÍÖÙÌɯÈɯ5(/ɯÈÜËÐÌÕÊÌȮɯ×ÖÚÚÐÉÓàɯÈÛɯ6ÈÚÏÐÕÎÛÖÕɀÚɯ*ÌÕÕÌËàɯ"ÌÕÛÌÙȭɯ 
54 W. Fitzhugh Brundage, The Southern Past: A Clash of Race and Memory (Cambridge: Harvard Belknap Press, 

2005), 297. 
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Jefferson (stars of The Jeffersons) and Polish-American liberal son -in-law, Michael in a 

working class Queens neighborhood. Some viewers bemoaned while others glorified in 

ÞÏÈÛɯÚÌÌÔÌËɯÛÖɯÉÌɯÛÏÌɯËÐÔÐÕÐÚÏÐÕÎɯÚÛÈÛÜÚɯÖÍɯÛÏÌɯÞÏÐÛÌȮɯÚÛÙÈÐÎÏÛȮɯÞÖÙÒÐÕÎɯÊÓÈÚÚɯÔÈÓÌɀÚɯ

dominion within his home and community. All in the Family was the most watched show 

in 1975, according to the AC Nielson report.55  

  All i n the Family cut 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 of Time, for example, 

opined that, in the South, the civil rights -related confrontations of the 1950s and 1960s ɬ 

bombings, *ÓÈÕɯÙÌÝÐÝÈÓÚȮɯÈÕËɯÚÊÏÖÖÓɯÙÐÖÛÚɯɁÚÌÌÔɯÈÚɯÙÌÔÖÛÌɯÈÚɯÛÏÌɯ#ÙÌËɯ2ÊÖÛÛɯËÌÊÐÚÐÖÕȭɂɯ

1ÈÊÌÚɯÞÌÙÌɯÊÓÈÚÏÐÕÎɯɁÜ×ɯ-ÖÙÛÏȮɯÐÕɯÚÛÈÐËɯ!ÖÚÛÖÕȮɂɯÞÏÐÓÌɯ+ÐÛÛÓÌɯ1ÖÊÒȮɯ ÙÒȭȮɯɁÚÊÌÕÌɯÖÍɯ

&ÖÝÌÙÕÖÙɯ.ÙÝÈÓɯ%ÈÜÉÜÚɀÚɯÚÛÙÐËÌÕÛɯÚÌÎÙÌÎÈÛÐÖÕÐÚÛɯÏÈÙÈÕÎÜÌÚȮɂɯÏÈËɯÛÏÖÙÖÜÎÏÓàɯÐÕÛÌÎÙÈÛÌËɯ

its schools.56  Time further reported that although Mississippi had long been considered 

ÛÏÌɯÔÖÚÛɯÙÈÊÐÈÓÓàɯÙÌÈÊÛÐÖÕÈÙàɯÚÛÈÛÌȮɯÐÛɯÏÈËȮɯÈÍÛÌÙɯÈɯɁÉÙÐÌÍɂɯÍÓÈÙÌɯÖÍɯÝÐÖÓÌÕÊÌȮɯɁÐÕÛÌÎÙÈÛÌËɯ

                                                      

55 Commercial Dispatch, Columbus, Mississippi, January 9, 1975. All in the Family as followed in the rankings 

Éàɯ-!"ɀÚɯSanford and Son. CBS broadcasted a warning before the first episode in January, 1971, stating that 

ÛÏÌɯÚÏÖÞȯɯɁÚÌÌÒÚɯÛÖɯÛÏÙÖÞɯÈɯÏÜÔÖÙÖÜÚɯÚ×ÖÛÓÐÎÏÛɯÖÕɯÖÜÙɯÍÙÈÐÓÛÐÌÚȮɯ×ÙÌÑÜËÐÊÌÚȮɯÈÕËɯÊÖÕÊÌÙÕÚȭɯ!àɯÔÈÒÐÕÎɯÛÏÌÔɯÈɯ

ÚÖÜÙÊÌɯÖÍɯÓÈÜÎÏÛÌÙȮɯÞÌɯÏÖ×ÌɯÛÖɯÚÏÖÞȮɯÐÕɯÈɯÔÈÛÜÙÌɯÍÈÚÏÐÖÕȮɯÑÜÚÛɯÏÖÞɯÈÉÚÜÙËɯÛÏÌàɯÈÙÌȭɂɯ#ÖÔÐÕÐÊÒɯ2ÈÕËÉÙÖÖÒȮɯ

Mad As Hell (New York: Alfred A. Knopf, 2011), 48/  
56 Ɂ3ÏÌɯ2ÖÜÛÏɯ3ÖËÈàȮɂɯTime (September 27, 1976). 
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ÞÐÛÏɯÈɯÚ×ÌÌËɯÛÏÈÛɯÈÚÛÖÕÐÚÏÌËɯÌÝÌÕɯÐÛÚɯÕÌÐÎÏÉÖÙÚȭɂ57 Ɂ3ÏÙÖÜÎÏÖÜÛɯÛÏÌɯ2ÖÜÛÏȮɂɯÈÕÖÛÏÌÙɯ

1976 Time ÈÙÛÐÊÓÌɯÚÛÈÛÌËȮɯɁÕÌÞÚɯÖÍɯ-ÖÙÛÏÌÙÕɯÈÕËɯ!ÖÙËÌÙ-state unrest over busing has 

been greeted with understanding and something more than a little regional hubrisȭɂɯ3ÏÌɯ

article suggested that the South could now teach other regions a few civil rights 

lessons.58  

  Throughout the 1974-5 school year, the Associated Press brought 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 DispatchȯɯɁÛÏÌɯÚÊÏÖÖÓÚɯÏÈÝÌɯ

been plagued by sporadic outbreaks of violence since they opened for the fall term 

under a partial desÌÎÙÌÎÈÛÐÖÕɯÖÙËÌÙɯÛÏÈÛɯÙÌØÜÐÙÌÚɯÛÏÌɯÉÜÚÐÕÎɯÖÍɯÈÉÖÜÛɯƕƜȮƔƔƔɯÖÍɯÛÏÌɯÊÐÛàɀÚɯ

ƜƛȮƔƔƔɯÚÛÜËÌÕÛÚȭɂ59  President Ford put the 82nd ÈÐÙÉÖÙÕÌɯÖÕɯÈÓÌÙÛȮɯÞÏÐÓÌɯ!ÖÚÛÖÕɯɁÛÌÌÛÌÙÌËɯ

ÖÕɯÛÏÌɯÉÙÐÕÒɯÖÍɯÈÕÈÙÊÏàɂɯÈÊÊÖÙËÐÕÎɯÛÖɯ×ÖÓÐÛÐÊÈÓɯÚÊÏÖÓÈÙɯ)ÌÙÌÔàɯ#ȭɯ,ÈàÌÙȭɯɁ3ÏÌɯ

                                                      

57 Ɂ3ÏÌɯ2×ÐÙÐÛɯÖÍɯÛÏÌɯ2ÖÜÛÏȮɂɯTime (September 27, 1976). 
58 Ɂ3ÏÌɯ2ÖÜÛÏɤ$ËÜÊÈÛÐÖÕȯɯ Õɯ4ÕÍÐÕÐÚÏÌËɯ3ÈÚÒɂɯTime (September 27, 1976): 57. 
59 Columbus Commercial Dispatch from Associated Press ÞÐÙÌɯÚÌÙÝÐÊÌȮɯɁ'ÜÕËÙÌËÚɯÖÍɯ/ÖÓÐÊÌÔÌÕɯÖÕɯ#ÜÛàɯÈÛɯ

2ÊÏÖÖÓȮɂɯ)ÈÕÜÈÙàɯƜȮɯƕƝƛƙȭɯ 
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opposition to buÚÐÕÎɯÐÕɯ!ÖÚÛÖÕɯÞÈÚɯÉÐÛÛÌÙɯÈÕËɯÌß×ÓÐÊÐÛÓàɯÙÈÊÐÚÛȮɂɯÞÙÐÛÌÚɯ,ÈàÌÙȭɯ

Ɂ#ÌÔÖÕÚÛÙÈÛÖÙÚɯÞÈÝÌËɯÉÈÕÈÕÈÚɯÈÕËɯÚÊÙÌÈÔÌËɯÈÛɯÛÏÌɯÉÓÈÊÒɯÊÏÐÓËÙÌÕɯÛÖɯÎÖɯÉÈÊÒɯÛÖɯ

 ÍÙÐÊÈȭɂ60 

  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 

ÚÛÜËÌÕÛɯÊÓÈÐÔÌËɯÛÏÈÛɯɁÔÖÚÛɯÉÓÈÊÒɯÉÖàÚɯÞÌÙÌɯÖÜÛɯÛÖɯÔÖÓÌÚÛɯÈÕËɯÙÈ×ÌɯÞÏÐÛÌɯÎÐÙÓÚȮɯÛÏÈÛɯ

black girls would attack white girls in the ladies room, and that blacks of both sexes 

ÊÈÙÙÐÌËɯÒÕÐÝÌÚȮɯÙÈáÖÙÚȮɯÚÊÐÚÚÖÙÚȮɯÚÛÐÊÒɯ×ÐÕÚȮɯÈÕËɯÖÛÏÌÙɯÞÌÈ×ÖÕÚȭɂ61 A brief report on cities 

in the June 28, 1976 issue of Newsweek described fearful predictions of violent resis tance 

among Boston community leaders after the Supreme Court ruled that it would not to 

ÔÖËÐÍàɯÛÏÌɯÊÖÜÙÛɯÖÙËÌÙɯÍÖÙɯÚÊÏÖÖÓɯÉÜÚÐÕÎȭɯɁ3ÏÌɯÔÖÚÛɯÚÌÙÐÖÜÚɯÛÙÖÜÉÓÌÚɯÞÌÙÌɯÐÕɯ"ÏÐÊÈÎÖȮɂɯ

ÛÏÌɯÙÌ×ÖÙÛɯÚÛÈÛÌËȮɯɁÞÏÌÙÌɯÈɯÙÌÊÌÕÛɯÙÖÜÕËɯÖÍɯÉÓÈÊÒɯ×ÙÖÛÌÚÛÚɯÈÕËɯÞÏÐÛÌɯÉÈÊÒÓÈÚÏɯÏÈÚ 

ÈÓÙÌÈËàɯÚÌÛɯÖÍÍɯÈɯÚ×ÈÚÔɯÖÍɯÉÌÈÛÐÕÎÚȮɯÚÛÖÕÐÕÎÚȮɯÈÕËɯÚÛÈÉÉÐÕÎÚȭɂɯ!ÓÈÊÒÚɯÍÙÖÔɯÛÏÌɯ$ÕÎÓÌÞÖÖËɯ

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, 

ÚÞÈÚÛÐÒÈɯÚÛÐÊÒÌÙÚɯÈÕËɯɁÕÐÎÎÌÙÚɯÉÌÞÈÙÌɂɯÚÓÖÎÈÕÚȭɯ ÕËȮɯɁÞÏÌÕɯÈɯ2ÜÕËÈàɯÕÐÎÏÛɯÛÖÙÕÈËÖɯ

                                                      

60 Jeremy D. Mayer, Running on Race: Racial Politics in Presidential Campaigns, 1960-2000 (New York: Random 

House, 2002) 123-125. 
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 ɬ and nineteen injured ɬ in six separate attacks by 

ÉÓÈÊÒÚɯÞÐÌÓËÐÕÎɯÎÜÕÚȮɯÉÙÐÊÒÚȮɯÈÕËɯÊÓÜÉÚȭɂɯ1ÌÝÌÙÌÕËɯ)ÌÚÚÌɯ)ÈÊÒÚÖÕɯËÌÊÓÈÙÌËɯÛÏÈÛɯ"ÏÐÊÈÎÖɯ

was on the verge of a race war.62  

  As they had during the Civil Rights era, photograph ers continued to document 

race-ÙÌÓÈÛÌËɯÐÕÑÜÚÛÐÊÌÚɯÈÕËɯÈÉÜÚÌÚȭɯ(Õɯ ×ÙÐÓȮɯƕƝƛƚȮɯÑÜÚÛɯÖÕÌɯÔÖÕÛÏɯÉÌÍÖÙÌɯ$ÎÎÓÌÚÛÖÕɀÚɯ

MoMA debut, the world laid eyes on The Soiling of Old Glory a 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-ÉÈÚÌËɯÙÈÊÐÈÓɯËÐÚÊÙÐÔÐÕÈÛÐÖÕɀs obvious role in sparking violence 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 

                                                      

62 Ɂ"ÐÛÐÌÚȯɯ2ÜÔÔÌÙɯÖÍɯɀƛƚȭɂɯNewsweek, June 28, 1976. All of this was taking place in the midst of the U.S. 

!ÐÊÌÕÛÌÕÕÐÈÓɯÊÌÓÌÉÙÈÛÐÖÕÚȮɯÐÕÊÓÜËÐÕÎɯÛÏÖÚÌɯÐÕɯ/ÏÐÓÈËÌÓ×ÏÐÈȮɯÞÏÌÙÌɯɁÓÌÍÛ-ÞÐÕÎɯÈÊÛÐÝÐÚÛÚɂɯÛÏÙÌÈÛÌÕÌËɯÛÖɯÚÛÌÈÓɯÛÏÌɯ

show. Mayor Frank Rizzo, warning againsÛɯÛÏÌɯÛÏÖÜÚÈÕËÚɯÖÍɯɁÙÈËÐÊÈÓÚɂɯÛÏÙÌÈÛÌÕÐÕÎɯÛÖɯÊÖÕÝÌÙÎÌɯÖÕɯÛÏÌɯÊÐÛàɯ

ÐÕɯÛÏÌɯÛÏÖÜÚÈÕËÚȮɯÈÚÒÌËɯÍÖÙɯƕƙȮƔƔƔɯÈÙÔÌËɯ%ÌËÌÙÈÓɯÛÙÖÖ×ÚɯÛÖɯÒÌÌ×ɯÛÏÌɯ×ÌÈÊÌȭɯ.ÕÌɯÎÙÖÜ×ɯ×ÓÈÕÕÌËɯÈɯɁ/ÌÖ×ÓÌɀÚɯ

/ÈÙÈËÌɂɯÛÏÙÖÜÎÏɯÛÏÌɯɁÉÓÈÊÒɯÎÏÌÛÛÖɂɯÐÕɯ-ÖÙÛÏɯ/ÏÐÓÈËÌÓ×ÏÐÈɯÛÖɯËÌÔÈÕËɯÑÖÉÚɯÈÕËɯÌØÜÈÓÐÛà 
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achieve greater racial equality.63  As law professor Ian Haney Lopez has written, the 

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

calling for a refusal to recognize race ÐÕɯ×ÜÉÓÐÊɯÓÐÍÌȭɯɯ"ÖÓÖÙɯÉÓÐÕËÕÌÚÚɯɁÈËÝÈÕÊÌÚɯÈÕɯ

ÈÉÚÛÙÈÊÛÌËɯÊÖÕÊÌ×ÛÐÖÕɯÖÍɯÙÈÊÌɂɯÈÕËɯɁÈÓÓÖÞÚɯÛÏÌɯ"ÖÜÙÛɯÛÖɯÉÌɯÈÎÎÙÌÚÚÐÝÌɯÐÕɯ×ÙÌÚÌÙÝÐÕÎɯÛÏÌɯ

ÙÈÊÐÈÓɯÚÛÈÛÜÚɯØÜÖȭɂ64 3ÏÌɯÊÖÓÖÙɯÉÓÐÕËɯ4ȭ2ȭɯ2Ü×ÙÌÔÌɯ"ÖÜÙÛȮɯ+Ö×ÌáɯÊÖÕÛÐÕÜÌÚȮɯɁÙÌÍÜÚÌÚɯÛÖɯ

stop discrimination against racial m inorities, while it relentlessly condemns efforts to 

ËÐÙÌÊÛÓàɯÙÌÔÌËàɯÙÈÊÐÈÓɯÐÕÌØÜÈÓÐÛàȭɂ65 As an ideology that protects racial inequality, color 

ÉÓÐÕËÕÌÚÚɯÏÈÚɯÈÛɯÐÛÚɯÏÌÈÙÛɯɁÕÖÛɯÈɯÛÏÌÖÙàɯÖÍɯÙÈÊÐÈÓɯÐÕÍÌÙÐÖÙÐÛàɂɯÉÜÛɯÖÍɯɁÙÈÊÌɯÈÚɯÈÕɯÈÉÚÛÙÈÊÛȮɯ

meaningless categoràȭɂ66 Under colorblindness, Lopez explains, there is no difference 

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

and group conflict. 67 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 

                                                      

63 (ÈÕɯ'ÈÕÌàɯ+Ö×ÌáȮɯɁ1ÈÊÌɯÈÕËɯ"ÖÓÖÙÉÓÐÕËÕÌÚÚɯÈÍÛÌÙɯ'ÌÙÕÈÕËÌáɯÈÕËɯ!ÙÖÞÕɂɯ ÔÌÙÐÊÈÕɯ ÕÛÏÙÖ×ÖÓÖÎÐÊÈÓɯ

Association (2004), 9.  
64 Lopez, 9-10. 
65 Ibid . 
66 Ibid .  
67 Ibid, 11-12. 
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+ÜÛÏÌÙɯ*ÐÕÎɀÚɯ×ÏÐÓÖÚÖ×ÏàɯÈÚɯÓÈÐËɯÖÜÛɯÐÕɯÏÐÚɯɁ(ɯÏÈÝÌɯÈɯ#ÙÌÈÔɯÚ×ÌÌÊÏȭɂɯ'ÈÓÓɯÏÈÚɯÈÙÎÜÌËɯ

ÛÏÈÛɯÛÏÌɯÕÌÞɯɁÊÖÓÖÙ-ÉÓÐÕËɯÊÖÕÚÌÙÝÈÛÐÝÌÚɂɯÐÕÚÐÚÛÌËɯÛÏÈÛɯÊÖÓÖÙɯÉÓÐÕËÕÌÚÚȮɯËÌÍÐÕÌËɯÈÚɯÛÏÌɯ

elimination of racial classifications and the establishment of formal equality before the 

ÓÈÞȮɯÞÈÚɯÛÏÌɯÔÖÝÌÔÌÕÛɀÚɯÚÐÕÎÜÓÈÙɯÖÉÑÌÊÛÐÝÌȭɂ68  In 1976, the U.S. Supreme Court ruled 

that busing to achieve desegregation in Pasadena, CA, need not produce racially 

balaÕÊÌËɯÚÊÏÖÖÓÚɯÐÕɯ×ÌÙ×ÌÛÜÐÛàȮɯÚÛÈÛÐÕÎɯÛÏÈÛɯÐÍɯɁÛÏÌɯØÜÐÛÌɯÕÖÙÔÈÓɯ×ÈÛÛÌÙÕɯÖÍɯÏÜÔÈÕɯ

migration resulted re -ÚÌÎÙÌÎÈÛÐÖÕȮɯÚÖɯÉÌɯÐÛȭɂɯ(ÕɯƕƝƛƛɯÛÏÌɯ"ÖÜÙÛɯÈ××ÌÈÙÌËɯÛÖɯÛÜÙÕɯÈÕɯÌÈÙÓÐÌÙɯ

ËÌÊÐÚÐÖÕɯÙÌØÜÐÙÐÕÎɯÉÜÚÐÕÎɯÐÕɯ#ÌÕÝÌÙɯɁÖÕɯÐÛÚɯÏÌÈËɂɯÞÏÌÕɯÐÛɯÏÐÕÛÌËɯÛÏÈÛɯÌÝÌÕɯÐÍɯÛÏÌɯ

Dayton, Ohio, School Board had engaged in isolated instances of illegal segregation or 

ɁÔÐÕÖÙɯÐÕËÐÚÊÙÌÛÐÖÕÚȮɀɯÐÛɯÕÌÌËɯÕÖÛɯÍÌÈÙɯÊÐÛà-wide busing.  Furthermore, whites, not 

minorities, sought redress for having been discriminated against on the basis of race and 

color in affirmative action cases.69  

  3ÏÌɯ×ÏÙÈÚÌɯɁÈÍÍÐÙÔÈÛÐÝÌɯÈÊÛÐÖÕɂɯÍÐÙÚÛɯÈ××ÌÈÙÌËɯÞÏÌÕɯ*ÌÕÕÌËàɯÐÚÚÜÌËɯÈÕɯ

ÌßÌÊÜÛÐÝÌɯÖÙËÌÙɯÐÕɯƕƝƚƕɯÈÕËɯËÐÙÌÊÛÌËɯÛÏÈÛɯÍÌËÌÙÈÓɯÊÖÕÛÙÈÊÛÖÙÚɯɁÛÈÒÌɯÈÍÍÐÙÔÈÛÐÝÌɯÈÊÛÐÖÕɯÛÖɯ

ensure that applicants are employed, and that employees are treated, during their 

ÌÔ×ÓÖàÔÌÕÛȮɯÞÐÛÏÖÜÛɯÙÌÎÈÙËɯÛÖɯÛÏÌÐÙɯÙÈÊÌȮɯÊÙÌÌËȮɯÊÖÓÖÙȮɯÖÙɯÕÈÛÐÖÕÈÓɯÖÙÐÎÐÕȭɂ70 Title VI of 

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

                                                      

68 )ÈÊØÜÌÓàÕɯ#ÖÞËɯ'ÈÓÓȮɯɁ3ÏÌɯ+ÖÕÎɯ"ÐÝÐÓɯ1ÐÎÏÛÚɯ,ÖÝÌÔÌÕÛɯÈÕËɯÛÏÌɯ/ÖÓÐÛÐÊÈÓɯ4ÚÌÚɯÖÍɯÛÏÌɯ/ÈÚÛȭɂɯJournal of 

American History (March 2005): 1327.  
69 Kalman, Nancy.  Right Star Rising:  A New Politics, 1974-1980 (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.71  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 following 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.72 

  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, 

                                                      

71 Ibid . 
72 Kalman, 183.  
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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 

ÊÖÜÓËɯɁ×ÈÙÚÌɯÛÏÌɯ×ÖÓÐÛÐÊÚɯÖÍɯÙÈÊÌȭɂ74  Racial politics, according to Mayer, were crucial in 

"ÈÙÛÌÙɀÚɯÙÈÊÌɯÛÖɯÛÏÌɯËÌÔÖÊÙÈÛÐÊɯÕÖÔÐÕÈÛÐÖÕȮɯÌÝen though he deemphasized the issue.75  

Furthermore, as Kalman writes, it was harder to tell what liberals thought about racial 

equality in the 1970s than it had been in the 1960s.76 

  In a similar way, Szarkowski deemphasized the social import of color film  and 

ÛÏÌɯÊÙÌÌ×ÐÕÎɯÜÕËÌÙÛÖÕÌÚɯÖÍɯÙÈÊÐÈÓɯÝÐÖÓÌÕÊÌɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯÐÔÈÎÌÙàȮɯÞÏÐÊÏɯËÌ×ÐÊÛÌËɯ×ÓÈÊÌÚɯ

like Memphis, the Mississippi Delta, and Louisiana. Szarkowski reinforced, even 

ÌÕÊÖÜÙÈÎÌËɯÊÙÐÛÐÊÚɯÛÖɯ×ÌÙÊÌÐÝÌɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÌÙÚ×ÌÊÛÐÝÌɯÖÕɯÛÏÌɯ2ÖÜÛÏɯÈÚɯÉÓÈÕËȮɯÖÍÍÏand, 

and apathetic, since the curator explicitly downplayed the social context of the imagery.  

(ÕɯÏÐÚɯÌÚÚÈàɯÍÖÙɯÛÏÌɯ&ÜÐËÌȮɯ2áÈÙÒÖÞÚÒÐɯÙÌÍÌÙÙÌËɯÛÖɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÓÈÐÔɯÛÏÈÛɯÏÐÚɯÐÔÈÎÌÚɯÞÌÙÌɯ

ɁÉÈÚÌËɯÊÖÔ×ÖÚÐÛÐÖÕÈÓÓàɯÖÕɯÛÏÌɯ"ÖÕÍÌËÌÙÈÛÌɯÍÓÈÎȭɂɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏɯɁ,ÌÔ×ÏÐÚȮɯ

3ÌÕÕÌÚÚÌȮɯƕƝƛƙɂɯÚÜÎÎÌÚÛÚɯÛÏÈÛɯÛÏÐÚɯ×ÙÌ×ÖÚÛÌÙÖÜÚɯÚÛÈÛÌÔÌÕÛɯÔÐÎÏÛɯÏÖÓËɯÚÖÔÌɯÛÙÜÛÏȭɯ(ÕɯÛÏÐÚɯ

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 edges of the frame, 

                                                      

73 Kalman, Right Star Rising, 172. 
74 Mayer, Running on Race, 123-125. 
75 Mayer, Running on Race, 127-8. 
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. 

3ÏÌɯÔÖËÌÙÕɯÐÔÐÛÈÛÐÖÕɯÊÈÓÓÌËɯÛÏÌɯɁÙÌÉÌÓɯÍÓÈÎɂɯÙÌÈÊÏÌËɯÐÛÚɯÎÙÌÈÛÌÚÛɯ×Ö×ÜÓÈÙÐÛàɯÐÕɯÛÏÌɯƕƝƙƔÚȮɯ

Ɂ×ÖÚÚÐÉÓàɯÖÞÐÕÎɯÛÖɯɯÞÐËÌÚpread southern white dissatisfaction with the federal 

ÎÖÝÌÙÕÔÌÕÛɯËÜÙÐÕÎɯÛÏÈÛɯ×ÌÙÐÖËȭɂɯ&ÙÖÜ×ÚɯÚÜÊÏɯÈÚɯÛÏÌɯ*Üɯ*ÓÜßɯ*ÓÈÕɯÏÈÝÌɯÔÈËÌɯÜÚÌɯÖÍɯÛÏÌɯɯ

ÔÖËÐÍÐÌËɯÍÓÈÎȭɯɁ(ÛɯÏÈÚɯÔÖÙÌɯÖÙɯÓÌÚÚɯÉÌÌÕɯÊÖÕÍÐÕÌËɯÐÕɯÊÖÕÝÌÕÛÐÖÕÈÓɯÜÚÌɯÛÖɯÚ×ÖÙÛÐÕÎɯÌÝÌÕÛÚɯ

in the South, especially foÖÛÉÈÓÓɯÎÈÔÌÚȱȭÌÔÖÛÐÖÕÚɯÈÚÚÖÊÐÈÛÌËɯÞÐÛÏɯÛÏÌɯÍÓÈÎɯÙÜÕɯËÌÌ×ɯ

ÈÔÖÕÎɯÉÖÛÏɯÞÏÐÛÌɯÈÕËɯÉÓÈÊÒɯÚÖÜÛÏÌÙÕÌÙÚȭɂ77 

  SáÈÙÒÖÞÚÒÐɯÌß×ÓÈÐÕÌËɯÈÞÈàɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÈÝÈÓÐÌÙɯÚÛÈÛÌÔÌÕÛɯÈÉÖÜÛɯÛÏÌ 

Confederate or Rebel ÍÓÈÎȮɯÊÓÈÐÔÐÕÎɯÐÛɯÛÖɯÉÌɯÐÓÓÜÚÛÙÈÛÐÝÌɯɁÖÕÓàɯÖÍɯÛÏÌɯÓÌÕÎÛÏÚɯÛÖɯÞÏÐÊÏɯ

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

might p rove an antidote to their magicɂ (figure 19).78  

  !àɯÔÌÕÛÐÖÕÐÕÎɯ$ÎÎÓÌÚÛÖÕɀÚɯ"ÖÕÍÌËÌÙÈÛÌɯÍÓÈÎɯÚÛÈÛÌÔÌÕÛɯÐÕɯÏÐÚɯÌÚÚÈàɯàÌÛɯ

downplaying its significance, Szarkowsk i models a method for navigating the more 

                                                      

77  ÓÓÌÕɯ"ÈÉÈÕÐÚÚȮɯɁ%ÓÈÎȮɯ1ÌÉÌÓȭɂ6ÐÓÚÖÕȮɯ"ÏÈÙÓÌÚɯ1ÌÈÎÈÕɯÈÕËɯ%ÌÙÙÐÚȮɯ6ÐÓÓÐÈÔɯ1ȭȮɯɯThe Encyclopedia of Southern 

Culture (Chapel Hill: The University of North Carolina Press, 1989).  
78 John Szarkowski, William EggÓÌÚÛÖÕɀÚɯ&ÜÐËÌ, 11. 
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ËÐÚÊÖÔÍÐÛÐÕÎɯÈÚ×ÌÊÛÚɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒȭɯ3ÏÌɯÝÐÌÞÌÙɯÚÏÖÜÓËɯÈÊÒÕÖÞÓÌËÎÌɯÛÏÌɯÖÉÝÐÖÜÚɯ

ÈÚÚÖÊÐÈÛÐÖÕÚɯÈÕËɯÉÌÛÞÌÌÕɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÈÕËɯÛÏÌɯ2ÖÜÛÏȮɯÉÜÛɯËÐÚÙÌÎÈÙËɯÛÏÌɯÙÌÓÌÝÈÕÊÌɯÖÍɯ

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 mythical 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.79 

 

3ÏÌɯÎÖÛÏÐÊɀÚɯÉÈÚÐÊɯÐÔ×ÜÓÚÌÚɯÊÖÕÛÙÈËÐÊÛɯ ÔÌÙÐÊÈɀÚɯÚÌÓÍ-mythologization as a nation of 

ÏÖ×ÌɯÈÕËɯÏÈÙÔÖÕàȮɯ&ÖËËÜɯÊÖÕÛÐÕÜÌÚȭɯ(Õɯ+ÌÚÓÐÌɯ%ÐÌËÓÌÙɀÚɯÞÖÙËÚȮɯÛÏÌɯ ÔÌÙÐÊÈÕɯ&ÖÛÏÐÊɯÐÚɯ

ɁÈɯÓÐÛÌÙÈÛÜÙÌɯÖÍɯËÈÙÒÕÌÚÚɯÈÕËɯÛÏÌɯÎÙÖÛÌÚØÜÌɯÐÕɯÈɯÓÈÕËɯÖÍɯÓÐÎÏÛɯÈÕËɯÈÍÍÐÙÔÈÛÐÖÕȭɂ80 

   But while popular culture Gothicized the South, journalists reported on the 

ÙÌÎÐÖÕɀÚɯÉÜÙÎÌÖÕÐÕÎɯÌÊÖÕÖÔÐÊɯÎÙÖÞÛÏȮɯÊÖÕÕÌÊÛÐÕÎɯÛÏÐÚɯÎÙÖÞÛÏɯÛÖɯÐÕÊÙÌÈÚÌËɯÙÌÚ×ÌÊÛɯÍÖÙɯ

artistic production in the Southern periphery. A 1976 New York Times story referred to 

ÛÏÌɯ2ÖÜÛÏɯÖÍɯÛÏÌɯƕƝƛƔÚɯÈÚɯɁÐÕÊÙÌÈÚÐÕÎÓàɯÜÙÉÈÕÐáÌËɯÈÕËɯÚÖ×ÏÐÚÛÐÊÈÛÌËȭɂɯ ÙÛÚɯÈÊÛÐÝÐÛàɯÏÈËɯ

                                                      

79 Teresa Goddu, Gothic America (New York: Columbia University Press, 1997) 4. 
80 Ibid, 4.  
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ɁÐÕÊÙÌÈÚÌËɯÔÈÙÒÌËÓàɂɯÈÚɯÛÏÌɯÙÌÎÐÖÕɯɁÉÌÊÈÔÌɯÔÖÙÌɯÈÕËɯÔÖÙÌɯÈÕɯÌÊÖÕÖÔÐÊɯÈÕËɯ×ÖÓÐÛÐÊÈÓɯ

×ÖÞÌÙȭɂɯ(ÕËÌÌËȮɯÛÏÌɯÙÌ×ÖÙter noted that the Sunbelt in the mid -1970s was accruing 

economic, political, and cultural power faster than any other region. 81  

  A special September 1976 report described great social, economic, and cultural 

changes in the eleven states of the old ConfedÌÙÈÊàȭɯɁ(ÕɯÞÏÈÛɯÏÈÚɯÓÖÕÎɯÉÌÌÕɯÛÏÌɯÕÈÛÐÖÕɀÚɯ

poorest, most backward-ÓÖÖÒÐÕÎɯÙÌÎÐÖÕȮɂɯÛÏÌɯÙÌ×ÖÙÛɯÚÛÈÛÌËȮɯɁÉÜÚÐÕÌÚÚɯÉÖÖÔÚɯÈÕËɯ

ÌÊÖÕÖÔÐÊȮɯÚÖÊÐÈÓɯÈÕËɯ×ÖÓÐÛÐÊÈÓɯÖ××ÖÙÛÜÕÐÛÐÌÚɯÈÉÖÜÕËȭɂɯ1ÈÊÐÈÓɯÐÕÛÌÎÙÈÛÐÖÕɯ×ÙÖÊÌÌËÌËɯÞÐÛÏɯ

smoothness and the Georgia-born Jimmy Carter had won the Democratic presidential 

nomination ɬ the first major -party candidate for the presidency from the Deep South in 

128 years.82 The South is a mix, the report stated, of modern and ancient, traditional and 

futuristic ɬ multiethnic, multicolored, and ÔÜÓÛÐÊÜÓÛÜÙÈÓȭɯɁ3ÞÌÕÛàɯ×ÌÙÊÌÕÛɯÖÍɯÐÛÚɯ

×Ö×ÜÓÈÛÐÖÕɯÈÙÌɯÉÓÈÊÒȭɂɯɁ3ÏÌɯÖÛÏÌÙɯƜƔǔɯÈÙÌɯÈÕɯÈÔÈÓÎÈÔɯÖÍɯÔÐÕÛ-julep aristocrats out of 

%ÈÜÓÒÕÌÙɀÚɯ2ÈÙÛÖÙÐÚɯÊÓÈÕȮɯ,ÌßÐÊÈÕɯ ÔÌÙÐÊÈÕÚɯÍÙÖÔɯ3ÌßÈÚȮɯ1ÖÔÈÕɯ"ÈÛÏÖÓÐÊɯ"ÈÑÜÕÚɯÐÕɯ

Louisiana, Cubans and Jews in Miami, Vietnamese recently settled on the Gulf Coast 

and Anglo -2ÈßÖÕɯ!È×ÛÐÚÛÚɯÌÝÌÙàÞÏÌÙÌȭɂ83  While cities above the Mason-Dixon Line 

struggled with decay and impoverishment, Time opined, Houston, Dallas, and Atlanta 

ÞÌÙÌɯɁÓÈÙÎÌ-ÚÊÈÓÌɯÚÜÊÊÌÚÚɯÚÛÖÙÐÌÚȭɂɯ 

                                                      

81 !ȭɯ#ÙÜÔÔÖÕËɯ àÙÌÚȮɯɁ"ÜÓÛÜÙÈÓɯ ÊÛÐÝÐÛÐÌÚɯÐÕɯÛÏÌɯ2ÖÜÛÏɯ&ÙÖÞɯ6ÐÛÏɯ(ÛÚɯ$ÊÖÕÖÔàȮɂɯThe New York Times Nov. 

1, 1976. 
82 Ɂ3ÏÌɯ2ÖÜÛÏɯ3ÖËÈàȮɂɯ2×ÌÊÐÈÓɯ2ÌÊÛÐÖÕȮɯTime (September 27, 1976). 
83 Ibid.  
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  People were no longer fleeing the South for Northern industrial cities, according 

to Timeȭɯ(ÕÚÛÌÈËȮɯɁÞÏÐÛÌ-collar workers, middle management, and an intellectual elite 

ÍÙÖÔɯÛÏÌɯ-ÖÙÛÏɂɯÞÌÙÌɯÍÓÖÊÒÐÕÎɯÛÖɯÛÏÌɯ2ÜÕÉÌÓÛɯÍÖÙɯÑÖÉÚɯÐÕɯÛÏÌɯËÌÍÌÕÚÌɯÐÕËÜÚÛÙàɯÈÕËɯÛÏÌɯ

dozens of Fortune 500 corporations that had relocated there.  Southern states made an 

ÌÍÍÖÙÛɯÛÖɯÓÜÙÌɯÉÜÚÐÕÌÚÚÔÌÕɯɁÍÌËɯÜ×ɯÞÐÛÏɯÏÐÎÏɯÛÈßÌÚȮɯ×ÏàÚÐÊÈÓɯËÌÊÈàɯÈÕËɯËÌÔÈÕËÐÕÎɯ

ÜÕÐÖÕÚɯÐÕɯÛÏÌɯÖÓËɯÜÙÉÈÕɯÊÌÕÛÌÙÚɯÖÍɯÛÏÌɯ-ÖÙÛÏȭɂ84 Yet despite all this praise for progress, 

another article from th e same issue of Time described the South as a culturally exotic 

place being invaded and diluted by the influence of technology ɬ namely the television 

set and the air conditioner. Indeed, bizarre forms of flora and fauna ɬ kudzu, walking 

catfish, fire ants, water hyacinths, manatees, and alligators ɬ were thought to be in 

abundance there.85  

  Thus the lingering strangeness, blood, and death of the South mingled with 

ÛÏÌɯÐÕÍÐÓÛÙÈÛÐÖÕɯÖÍɯɁ-ÖÙÛÏÌÙÕɂɯÖÙɯÖÜÛÚÐËÌɯÐÕÍÓÜÌÕÊÌÚɯÔÈàɯÏÈÝÌɯÉÌÌÕɯ×ÈÙÛɯÖÍɯÞÏÈÛɯÏÌÓËɯ

                                                      

84 Ɂ3ÏÌɯ2ÖÜÛÏɤ$ÊÖÕÖÔàɯȫɯ!ÜÚÐÕÌÚÚȮɂɯTime (September 27, 1976): 72-73. A University of Georgia economist 

said that between 1950 and 1975, the rate of economic expansion in the South averaged 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 federal taßɯÈÕËɯÚ×ÌÕËÐÕÎɯ×ÖÓÐÊÐÌÚɯÛÏÈÛɯÏÈËɯɁËÙÈÐÕÌËɯÞÌÈÓÛÏɯÍÙÖÔɯÛÏÌɯ

-ÖÙÛÏÌÈÚÛɯÈÕËɯ,ÐËÞÌÚÛɯÈÕËɯËÐÝÌÙÛÌËɯÐÛɯÛÖɯÛÏÌɯ2ÖÜÛÏÌÙÕɯÚÛÈÛÌÚȭɂɯ(ÕɯÍÐÚÊÈÓɯƕƝƛƙȮɯÍÖÙɯÌßÈÔ×ÓÌȮɯ-ÌÞɯ8ÖÙÒȮɯ-ÌÞɯ

Jersey, and Pennsylvania received $10 billion less from government spending programs than they paid in 

taxes. The eleven states of the old Confederacy received $8.7 more than they paid out.  
85 Ɂ$ÊÖÓÖÎÐÊÈÓɯ$ßÖÛÐÊÈȮɂɯTime (September 27, 1976): 71.  



 

 

93 

such grÌÈÛɯÍÈÚÊÐÕÈÛÐÖÕɯÍÖÙɯÝÐÌÞÌÙÚɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒȭ86 As many critics pointed out, 

Eggleston stood out in New York as the only Southern member of a predominantly 

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

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

ÏÌɯÊÖÜÓËȮɯɁÌß×ÓÖÐÛÐÕÎɯÐÛɯÛÖɯÍÐÛɯÛÏÌɯÚÛÌÙÌÖÛà×ÌȮɂɯÐÕɯÛÏÌɯÒÕÖÞÓÌËÎÌɯÛÏÈÛɯɁÏÐÚɯ×ÏÖÛÖÎÙÈ×Ïàɯ

ÏÈÚɯÐÛÚɯÉÌÐÕÎɯÕÖÛɯÐÕɯ2ÖÜÛÏÌÙÕɯÊÜÓÛÜÙÌɯÉÜÛɯÐÕɯËÐÙÌÊÛȮɯÔÌÛÈ×ÏàÚÐÊÈÓɯÌß×ÌÙÐÌÕÊÌȮɂɯÈÊÊÖÙËÐÕÎɯ

to art historians Mike Weaver and Anne Hammond. Living in the South for the last 

ÛÏÐÙÛàɯàÌÈÙÚȮɂɯÛÏÌàɯÞÙÖÛÌȮɯɁÊÈÕÕÖÛɯÏÈÝÌɯÉÌÌÕɯÌÈÚàȮɯÐÕɯÈÕàɯÚÌÕÚÌȮɯÍÖÙɯÈɯÔÌÔÉÌÙɯÖÍɯÛÏÌɯ

ËÌÊÈàÌËɯÊÖÛÛÖÕɯÍÈÙÔÐÕÎɯÊÓÈÚÚȭɂ87 Yet even as Weaver and Hammond attempt to separate 

the meaning of EggÓÌÚÖÕɀÚɯÞÖÙÒɯÍÙÖÔɯÏÐÚɯÚÖÜÛÏÌÙÕɯÖÙÐÎÐÕÚȮɯÛÏÌàɯËÌÚÊÙÐÉÌɯ$ÎÎÓÌÚÛÖÕɯÓÐÒÌɯ

a character in a Faulkner novel.   

   For one year, in 1957, Eggleston attended Vanderbilt Universit y in Nashville, TN, 

where he bought a camera and developer.  For the summer semester of 1958, 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-!ÙÌÚÚÖÕɀÚɯ

The Decisive Moment ȹƕƝƙƖȺɯÈÕËɯ6ÈÓÒÌÙɯ$ÝÈÕÚɀÚɯAmerican Photographs (1938).  He also met 

                                                      

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

ÞÏÐÓÌɯɁÌÓÚÌÞÏÌÙÌɯÐÕɯÛÏÌɯÕÈÛÐÖÕɯ×ÌÖ×ÓÌɯÈÙÌɯÞÙÐÛÐÕÎɯÉÖÖÒÚɯÈÕËɯÛÌÈÊÏÐÕÎɯÜÕÐÝÌÙÚÐÛàɯÊÖÜÙÚÌÚɯÈÉÖÜÛɯÏÖÞɯÛÖɯÍÈÊÌɯ

ËÌÈÛÏɯÞÐÛÏɯËÐÎÕÐÛàȭɂ 
87 ,ÐÒÌɯ6ÌÈÝÌÙɯÈÕËɯ ÕÕÌɯ'ÈÔÔÖÕËȮɯɁ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕȯɯ3ÙÌÈÛÐÕÎɯ3ÏÐÕÎÚɯ$ßÐÚÛÌÕÛÐÈÓÓàȮɂɯHistory of 

Photography (Spring 1993). 
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Tom Young, a visiting professor and painter from New York, who introduced Eggleston 

to Abstract Expressionism.88 Young encouraged Eggleston to photograph what was 

ÈÙÖÜÕËɯÏÐÔȮɯÌÝÌÕɯÐÍɯÏÌɯËÐËÕɀÛɯÓÐÒÌɯÐÛȭɯEggleston finished his studies at the University of 

,ÐÚÚÐÚÚÐ××ÐɯÐÕɯƕƝƚƔȮɯÉÜÛɯÏÌɯËÐËɯÕÖÛɯÎÙÈËÜÈÛÌȭɯɁ(ɯÕÌÝÌÙɯÎÖÛɯÈɯËÌÎÙÌÌɯÉÌÊÈÜÚÌɯ(ɯÊÖÜÓËÕɀÛɯÚÌÌɯ

ÈÕàɯÚÌÕÚÌɯÐÕɯÛÈÒÐÕÎɯÛÌÚÛÚȱ!ÌÊÈÜÚÌɯ(ɯÙÌÍÜÚÌËɯÛÖɯÛÈÒÌɯÛÌÚÛÚɯ(ɯÏÈËɯÛÖɯÛÈÓÒɯÛÏÌɯËÌÈÕɯÐÕÛÖɯ

letting me back into school every year, and that was hard becÈÜÚÌɯÛÏÌàɯËÐËÕɀÛɯÛÏÐÕÒɯ(ɯ

ÞÈÚɯ×ÈÙÛÐÊÜÓÈÙÓàɯÛÈÓÌÕÛÌËȭɂ89  

  $ÎÎÓÌÚÛÖÕɀÚɯÞÐÍÌɯ1ÖÚÈ, whom he married in 1964, ÚÈÐËɯÐÛɯɁÙÌÈÓÓàɯÚÛÐÊÒÚɯÐÕɯÏÌÙɯÊÙÈÞɂɯ

ÞÏÌÕɯ×ÌÖ×ÓÌɯÊÈÓÓɯ$ÎÎÓÌÚÛÖÕɯÈɯɁ2ÖÜÛÏÌÙÕɯÈÙÛÐÚÛȭɂ90 Eggleston himself has written that 

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. 91  8ÌÛɯɁÚÖÜÛÏÌÙÕÐÚÔÚȮɂɯ

like the remark about the Confederate flag, have repeatedly cropped up in discussions 

about the photographer over ÛÏÌɯ×ÈÚÛɯÚÌÝÌÙÈÓɯËÌÊÈËÌÚȭɯ$ÎÎÓÌÚÛÖÕɀÚɯÎÖÖËɯÍÙÐÌÕËɯ6ÈÓÛÌÙɯ

'Ö××ÚɯÞÈÚɯÙÌ×ÖÙÛÌËɯÛÖɯÏÈÝÌɯÚÈÐËɯÛÏÈÛɯÈÓÛÏÖÜÎÏɯ$ÎÎÓÌÚÛÖÕɀÚɯÔÖÛÏÌÙɯÞÈÚɯÝÌÙàɯÔÜÊÏɯÈɯ

ÓÈËàȮɯɁÚÏÌɯÓÖÖÒÚɯÈÚɯÐÍɯÚÏÌɯÊÖÜÓËɯÏÈÝÌɯÓÌËɯÈɯÙÌÎÐÔÌÕÛɯÖÍɯÛÏÌɯ"ÖÕÍÌËÌÙÈÛÌɯÈÙÔàȭɂɯ92 The 

                                                      

88  ËÈÔɯ6ÌÓÊÏȮɯɁ"ÏÙÖÕÖÓÖÎàȮɂɯÐÕɯWilliam Eggleston: Democratic Camera, Photographs and Video, 1961-2008 

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

University Press, 2008). 
89 Ibid.  
90 Phone conversation with Rosa Eggleston. 
91 ,ÐÒÌɯ6ÌÈÝÌÙɯÈÕËɯ ÕÕÌɯ'ÈÔÔÖÕËȮɯɁ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕȯɯ3ÙÌÈÛÐÕÎɯ3ÏÐÕÎÚɯ$ßÐÚÛÌÕÛÐÈÓÓàɂɯHistory of 

Photography 17/1 (Spring 1993): 54-61. 
92 Ibid.  
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music journalist Stanley Booth let slip that for a couple of years he and Eggleston 

ɁÚÏÈÙÌËɯÈɯÊÏÈÜÍÍÌÜÙȮɯÈɯàÖÜÕÎɯÉÓÈÊÒɯÔÈÕɯÞÏÖÚÌɯÕÈÔÌɯÞÈÚɯ!ÖÉɯÖÙɯÚÖÔÌÛÏÐÕÎȮɯÉÜÛɯÞÏÖɯ

ÞÈÚɯÊÈÓÓÌËɯ,ÖÓÈÚÚÌÚȱ,ÖÓÈÚÚÌÚȮɯÞÏÖɯÞÈÚɯÐÕɯÖÕɯÛÏÌɯÑÖÒÌȮɯÛÖÖÒɯÚ×ÌÊÐÈÓɯ×ÓÌÈÚÜÙÌɯÐÕɯÛÌÓÓÐÕÎɯ

ÜÕÚÜÚ×ÌÊÛÐÕÎɯ×ÌÖ×ÓÌɯÖÍɯÈÓÓɯÙÈÊÌÚȮɯȿ(ɯÓÐÒÌɯÉÌÐÕɀɯ,Ùȭɯ!ÐÓÓɯÈÕËɯ,Ùȭɯ2ÛÈÕÓÌàɀÚɯÕÐÎÎÌÙȭɀɂ93 

Writing for the British publication The Observer ÐÕɯƖƔƔƘȮɯ2ÌÈÕɯ.ɀ'ÈÎÈÕɯËÌÚÊÙÐÉÌËɯ

$ÎÎÓÌÚÛÖÕɯÈÚɯɁÌÝÌÙàɯÐÕÊÏɯÈɯÚÖÜÛÏÌÙÕɯËÈÕËàȮɂɯÚÛÈÕËÐÕÎɯÖÜÛɯÐÕɯÈɯɁ×ÈÚÛÌÓ-blue summer 

ÑÈÊÒÌÛȮɯÉÖÓËÓàɯÚÛÙÐ×ÌËɯÛÐÌȮɯÞÏÐÛÌɯÛÙÖÜÚÌÙÚɯÈÕËɯÔÈÛÊÏÐÕÎɯÚÏÖÌÚȱȭ'ÌɯÓÖÖÒÚɯÖÜÛɯÖÍɯ×ÓÈÊÌɯÈÕËɯ

ÖÜÛɯÖÍɯÛÐÔÌȭɂ94 British journalist Charles Darwent chÈÙÈÊÛÌÙÐáÌËɯ$ÎÎÓÌÚÛÖÕɯÈÚɯɁ1ÏÌÛÛɯ

!ÜÛÓÌÙɯÞÐÛÏɯÈɯÊÈÔÌÙÈȮɂɯ×ÌÙÏÈ×ÚɯÏÈÝÐÕÎɯÓÌÈÙÕÌËɯÖÍɯÛÏÌɯÔÈÕɀÚɯÈÓÓÌÎÌËɯÍÖÕËÕÌÚÚɯÍÖÙɯËÙÐÝÐÕÎɯ

around Memphis listening to the Gone with the Wind soundtrack.95 Eggleston is very 

ÚÖÜÛÏÌÙÕȮɯÚÈÐËɯÕÖÝÌÓÐÚÛɯÈÕËɯÏÐÚÛÖÙÐÈÕɯ2ÏÌÓÉàɯ%ÖÖÛÌȮɯɁÍrom good people and conscious of 

ÈÓÓɯÛÏÌɯÈÔÌÕÐÛÐÌÚȭɯ!ÜÛɯÏÌɀÚɯÈÕɯÈÙÛÐÚÛɯÈÕËȮɯÐÕɯÛÏÌɯ2ÖÜÛÏȮɯÛÏÈÛɯÐÕÛÙÖËÜÊÌÚɯÊÖÔ×ÓÐÊÈÛÐÖÕÚȭɂ96 

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. 

Ɂ+ÐÒÌɯ%ÈÜÓÒÕÌÙȮɯÏÌɯÙÌÍÜÚÌÚɯÛÖɯÈ×ÖÓÖÎÐáÌɯÍÖÙɯÛÏÌɯÓÐÍÌɯÖÍɯÏÐÚɯÈÕÊÌÚÛÖÙÚȮɯÌÝÌÕɯÛÏÖÜÎÏɯÏÌɯ

                                                      

93 6ÌÈÝÌÙɯÈÕËɯ'ÈÔÔÖÕËȮɯɁ$ßÐÚÛÌÕÛÐÈÓÓàȭɂ 
94 2ÌÈÕɯ.ɀ'ÈÎÈÕȮɯɁ.ÜÛɯÖÍɯÛÏÌɯ.ÙËÐÕÈÙàȮɂɯThe Observer ȹ)ÜÓàɯƖƙȮɯƖƔƔƘȺȭɯɁ'ÌɀÚɯÈɯÚÖÍÛÓàɯÚ×ÖÒÌÕɯÎÌÕÛÓÌÔÈÕɯÍÙÖÔɯ

ÛÏÌɯ#ÌÌ×ɯ2ÖÜÛÏȮɯÞÐÛÏɯÈɯÛÈÚÛÌɯÍÖÙɯÉÖÜÙÉÖÕɯÈÕËɯÈÕÛÐØÜÌɯÎÜÕÚɯÈÕËɯÈɯÙÌ×ÜÛÈÛÐÖÕɯÈÚɯÈɯȿÏÌÓÓÙÈÐÚÌÙȭɀɯ'ÌɀÚɯÈÓÚÖɯÛÏÌɯ

photographer whose extraordinary ability to find beauty in the banal has tran sformed the way we look at 

the woÙÓËȭɂ 
95 "ÏÈÙÓÌÚɯ#ÈÙÞÌÕÛȮɯɁ*ÐÕÎɯ"ÙÐÔÚÖÕȮɂɯThe Independent on Sunday, 10. 
96 1ÐÊÏÈÙËɯ!ȭɯ6ÖÖËÞÈÙËȮɯɁ,ÌÔ×ÏÐÚɯ!ÌÈÜɂɯVanity Fair (October 1991): 240. 
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ÒÕÖÞÚɯÛÏÈÛɯÐÛɀÚɯËÖÖÔÌËɯÈÕËȮɯÐÕɯÔÈÕàɯÞÈàÚȮɯÑÜÚÛÓàɯÚÖȭɂ97  

  Due to his ancestry and the persistence of southernisms in his manner and 

personaȮɯÛÏÌɯÖÔÐÕÖÜÚÕÌÚÚɯÈÕËɯÊÙÌÌ×ÐÕÎɯÛÌÙÙÖÙɯÛÏÈÛɯÐÔÉÜÌɯÚÖÔÌɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ

×ÏÖÛÖÎÙÈ×ÏÚɯÚÌÌÔÚɯÛÐÌËɯÛÖɯÛÏÌɯÓÐÛÌÙÈÙàɯÈÕËɯ×ÐÊÛÖÙÐÈÓɯÛÙÖ×ÌɯÖÍɯɁÚÖÜÛÏÌÙÕɯÎÖÛÏÐÊȮɂɯÌÝÌÕɯÐÍɯ

ÛÏÐÚɯÞÈÚɯÕÖÛɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯÐÕÛÌÕÛÐÖÕȭɯ3ÏÌɯËÐÝÐÚÐÝÌÕÌÚÚɯÖÍɯÏÐÚɯÐÔÈÎÌÙàȮɯÌÚ×ÌÊÐÈÓÓàɯÐÕɯ

1976, and 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 race-based horrors. The hyper-realism of the 

color seemed to leap over the abstractions of black and white and confront viewers with 

ÛÏÌɯ×ÈÙÊÏÔÌÕÛɯÊÖÓÖÙÌËɯÚÒÐÕɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ4ÕÊÓÌɯ ËàÕɯÈÕËɯÛÏÌɯÔÈÏÖÎÈÕàɯÛÖÕÌÚɯÖÍɯÏÐÚɯ

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 ɬ the white man slightly in front of the black man, both 

with the same sagging posture ɬ suggests a family resemblance, made all the more 

pronounced when sandwiched between the leatherette covers of 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ

Guide, the high art catalogue that looks like a family photo album.   They had known 

ÌÈÊÏɯÖÛÏÌÙɯÍÖÙɯÚÖɯÓÖÕÎȮɯ$ÎÎÓÌÚÛÖÕɯÖÕÊÌɯÚÈÐËȮɯÛÏÌàɀËɯÚÛÈÙÛÌËɯÚÛÈÕËÐÕÎɯÛÏÌɯÚÈÔÌɯÞÈàȭɯ(ÕɯÛÏÌɯ

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

                                                      

97 Ibid.  
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ÛÏÌÙÌɯÚÌÌÔÐÕÎÓàɯÈÐÔÓÌÚÚɯÈÕËɯÈËÙÐÍÛȮɯÈÚɯÐÍɯÈÚÒÐÕÎɯÛÏÌɯØÜÌÚÛÐÖÕȮɯɁ-ÖÞɯ6ÏÈÛȳɂ 

  Many of the images in the Guide suggest 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).98  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 

                                                      

98 6ÌËÎÞÖÖËɯ!ÓÜÌɯÐÚɯÈÓÚÖɯÛÏÌɯÕÈÔÌɯÖÍɯÖÕÌɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÓÐÔÐÛÌËɯÌËÐÛÐÖÕɯ rtist Books. It was published by 

Caldecott Chubb in 1979. There are twenty editions. 
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ÖÍÍÐÊÌɯÞÏÌÕɯ$ÎÎÓÌÚÛÖÕɯÔÈËÌɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÛÏÈÛɯÞÖÜÓËɯÉÌÊÖÔÌɯÛÏÌɯɁ$ÓÌÊÛÐÖÕɯ$ÝÌɂɯ

series in 1976. His images ÖÍɯ"ÈÙÛÌÙɀÚɯÏÖÔÌɯ×ÓÈÊÌɯÐÕɯ2ÜÔÛÌÙɯ"ÖÜÕÛàȮɯ&ÌÖÙÎÐÈȮɯÚÌÌÔÌËɯ

ÓÐÒÌɯÈɯÚÛÈÛÌÔÌÕÛɯɁÖÍɯ×ÌÙÍÌÊÛɯÊÈÓÔɂɯÈÕËɯÞÌÙÌɯÝÌÙàɯËÐÍÍÌÙÌÕÛɯÍÙÖÔɯÞÏÈÛɯÛÏÌɯÔÌËÐÈɯ

×ÖÙÛÙÈàÌËɯÖÍɯ"ÈÙÛÌÙɀÚɯÏÖÔÌȭ99 (ÕɯÛÏÌɯÔÌËÐÈɀÚɯÐÔÈÎÌÚȮɯ"ÈÙÛÌÙɯÞÈÚɯÖÍÛÌÕɯ×ÐÊÛÜÙÌËɯÈÛɯÞÖÙÒɯ

on his peanut farm, looking wholes ome and homespun in jeans and rolled-up 

shirtsleeves. Photographed for a special September 1976 section of Time magazine titled 

Ɂ3ÏÌɯ2ÖÜÛÏɯ3ÖËÈàȮɂɯ"ÈÙÛÌÙɯÞÈÚɯ×ÐÊÛÜÙÌËɯÜ×ɯÛÖɯÏÐÚɯÞÈÐÚÛɯÐÕɯÞÈÛÌÙȮɯɁ×ÌÙÍÖÙÔÐÕÎɯÛÏÌɯÊÏÖÙÌɯ

ÖÍɯËÙÈÐÕÐÕÎɯÛÏÌɯÍÐÚÏɯ×ÖÕËɯÐÕɯ/ÓÈÐÕÚȭɂɯ3ÏÌ magazine claimed, on the one hand, that Carter 

ËÐËɯÕÖÛɯÍÐÛɯÔÈÕàɯ2ÖÜÛÏÌÙÕɯÚÛÌÙÌÖÛà×ÌÚȯɯɁ'ÌɯÐÚɯÕÖÛɯÈɯÏÈÙËɯËÙÐÕÒÌÙȮɯ×ÖÒÌÙɯ×ÓÈàÌÙȮɯÖÙɯ

profane and garrulous see-gar-ÊÏÖÔ×ÐÕÎɯÙÈÊÖÕÛÌÜÙȭɂɯ.ÕɯÛÏÌɯÖÛÏÌÙɯÏÈÕËȮɯÏÌɯÞÈÚɯÚÛÐÓÓɯÈɯ

Southern farm boy at heart, who knew how  ÛÖɯɁÛÜÙÕɯÚÞÌÌÛɯ×ÖÛÈÛÖɯÝÐÕÌÚȮɯÊÏÖ×ɯÊÖÛÛÖÕɯÈÕËɯ

pull peanuts, and who looks homeward to a hamlet so archetypically Southern that it is 

ÈÓÔÖÚÛɯ×ÈÙÖËàȭɂ100 "ÈÙÛÌÙɀÚɯÍÈÛÏÌÙȮɯÞÏÖɯÏÈËɯÕÖÛɯÈÓÓÖÞÌËɯɁ-ÌÎÙÖÌÚɯÉÌàÖÕËɯÏÐÚɯÉÈÊÒɯ

ËÖÖÙɂɯÈÕËɯÞÈÚɯÎÜÕÕÌËɯËÖÞÕɯÐÕɯÈÕɯÈÙÎÜÔÌÕÛɯÖÝÌr ownership of a desk, represented the 

.ÓËɯ2ÖÜÛÏȭɯ"ÈÙÛÌÙɀÚɯÔÖÛÏÌÙɯÙÌ×ÙÌÚÌÕÛÌËɯÛÏÌɯÕÌÞɯɬ ɁÜÙÎÐÕÎɯÍÈÐÙɯÈÕËɯÖ×ÌÕɯÛÙÌÈÛÔÌÕÛɯÍÖÙɯ

blacks, less stress on tradition and more attention to the times that are a-ÊÏÈÕÎÐÕÎȭɂ101  

  Time ÚÜÎÎÌÚÛÌËɯÛÏÈÛɯ"ÈÙÛÌÙɀÚɯÚÜÊÊÌÚÚɯÈÚɯÈ Southern politician was based on his 

                                                      

99 %ÖÕÝÐÌÓÓÌȮɯɁ$ÓÌÊÛÐÖÕɯ$ÝÌȮɂɯƙȭ 
100 Ibid.  
101 Ɂ'ÖÞɯ2ÖÜÛÏÌÙÕɯÐÚɯ'ÌȳɂɯTime (September 27, 1976): 46. 
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ability to comprehend and accommodate the push and pull of what each of his parents 

represented ɬ the push and pull of the contemporary South ɬ ɁÈɯÊÖÕÛÐÕÜÌËɯÙÌÝÌÙÌÕÊÌɯÍÖÙɯ

ÛÏÌɯ×ÈÚÛɯÞÐÛÏɯÈɯÎÙÖÞÐÕÎɯËÌÚÐÙÌɯÛÖɯȿÎÌÛɯÚÏÜÛɀɯÖÍ ÐÛȭɂ102 "ÈÙÛÌÙɀÚɯ×Ö×ÜÓÐÚÔɯÈÕËɯÏÐÚɯÈÉÐÓÐÛàɯÛÖɯ

ÊÏÈÕÕÌÓɯÐÕɯÏÐÚɯ×ÌÙÚÖÕÈɯÛÏÌɯɁ×ÜÚÏɯÈÕËɯ×ÜÓÓɯÖÍɯÛÏÌɯÊÖÕÛÌÔ×ÖÙÈÙàɯ2ÖÜÛÏɂɯÞÌÙÌɯÈÓÚÖɯ

important tropes in the Eggleston/Szarkowski project in 1976. 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ 

and the MoMA exhibition blended elitism with populism.  Szarkowski called Eggleston 

ÈɯɁÊÖÜÕÛÙàɯÎÌÕÛÓÌÔÈÕȮɂɯÈÕËɯÏÐÚɯ×ÙÐÝÐÓÌÎÌËɯÜ×ÉÙÐÕÎÐÕÎɯÐÕɯÈɯÚ×ÙÈÞÓÐÕÎɯ,ÐÚÚÐÚÚÐ××Ðɯ#ÌÓÛÈɯ

mansion was well -known. 103 $ÎÎÓÌÚÛÖÕɀÚɯÐÕÏÌÙÐÛÌËɯÞÌÈÓÛÏɯÈÕËɯ×ÙÐÝÐÓÌÎÌɯÌÕÈÉÓÌËɯÏÐÔɯÛÖɯ

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 1975-6, few photographers could afford the process. The May 

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

ɁÉÌÈÜÛÐÍÜÓɯ×ÌÖ×ÓÌɂɯÈÕËɯɁÉÌÈÜÛÐÍÜÓɯÊÓÖÛÏÌÚȭɂ104  Indeed, Szarkowski requested an hour 

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

                                                      

102 Ibid.  
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 

$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌȮɯÞÏÐÊÏɯ2áÈÙÒÖÞÚÒÐɯÙÌÍÌÙÚɯÛÖɯÈÚɯɁàÖÜÙɯÉÖÖÒȭɂɂ(ÕɯÛÏÌɯÚÔÈÓÓɯÏÖÜÙÚɯÖÍɯÛÏÌɯÕÖÙÔÐÕÎɯȹÚÐÊȺȮɯÈÚɯ(ɯ

stare at my yellow pad, covered with pompous idiocies, I think of you leading the civilized and cultured life 

ÖÍɯÈɯÊÖÜÕÛÙàɯÎÌÕÛÓÌÔÈÕȮɯÈÕËɯÈÔɯÐÕÚÛÈÕÛÓàɯÍÐÓÓÌËɯÞÐÛÏɯÑÌÈÓÖÜÚàɯÈÕËɯÙÈÎÌȭɂɯ 
104 2ÏÌÓÓÌàɯ1ÐÊÌȮɯɁ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌɯÛÖɯÛÏÌɯ2ÖÜÛÏɂɯThe SoHo Weekly News (June 17, 1976): 29. 
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garden.105 In 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 more mundane than the average snapshot. For example, Max Kozloff, in his 

review of the 1976 exhibition for ArtforumȮɯÚÛÈÛÌËɯÛÏÈÛɯÛÏÌɯÐÔÈÎÌÚɯÏÈËɯɁÛÏÌɯÚÕÈ×ÚÏÖÛÛÌÙɀÚɯ

Ûà×ÐÊÈÓɯÍÖÊÜÚɯÖÕɯÈɯÊÌÕÛÌÙɯÖÍɯÐÕÛÌÙÌÚÛȮɯÈÕɯÖÉÑÌÊÛȮɯÖÙɯÈɯ×ÌÙÚÖÕȮɂɯÉÜÛɯÌßÏÐÉÐÛÌËɯÔÖÙÌɯÙÈÕÎÌɯÐÕɯ

the trivialities they permitted. Eggleston appears to know that ÏÐÚɯÚÜÉÑÌÊÛÚɯÈÙÌɯɁÛÏÌɯÚÖÙÛɯ

ÖÍɯÛÏÐÕÎɯÔÖÚÛɯÓÐÒÌÓàɯÛÖɯÉÖÙÌɯÛÏÌɯÍÈÔÐÓàȭɂ106  

  Apparently frustrated by the Eggleston show, Kozloff observed that Szarkowski 

ÞÈÚɯɁÔàÚÛÐÍàÐÕÎɂɯ$ÎÎÓÌÚÛÖÕɯÈÕËɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯɁ×ÙÈÊÛÐÊÈÓÓàɯÖÜÛɯÖÍɯÌßÐÚÛÌÕÊÌȭɂɯ

MoMA had waited years to  fund its first book devoted to a color photographer, he 

ÕÖÛÌËȮɯÉÜÛɯÛÏÌɯ×ÜÉÓÐÊɯÐÚɯÖÜÛɯÖÍɯÓÜÊÒɯÐÍɯÐÛɯÞÈÕÛÚɯÛÖɯÒÕÖÞɯÈÕàÛÏÐÕÎɯÈÉÖÜÛɯÛÏÌɯÈÙÛÐÚÛɀÚɯÊÓÈÚÚɯ

origins, intellectual outlook, creative development, professional contacts, and the 

                                                      

105 3ÏÌɯ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯ ÙÊÏÐÝÌÚȮɯ-8ȭɯ,ÈÙÊÏɯƕƔȮɯƕƝƛƚȮɯÛÖɯ)ÌÈÕÕÌɯ3ÏÈàÌÙȮɯÚ×ÌÊÐÈÓɯÌÝÌÕÛÚȭɯɁ#ÌÈÙɯ

Jeanne, We would like to have a cocktail reception (6:15-8) for about 350-500 people at 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, 202-338-

5792.  
106 ,Èßɯ*ÖáÓÖÍÍȮɯɁ'ÖÞɯÛÖɯ,àÚÛÐÍàɯ"ÖÓÖÙɯ/ÏÖÛÖÎÙÈ×ÏàɂɯArtforum (November 1976):  50.  
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identity of subjects that have personal meaning ɬ ɁÛÏÐÕÎÚɯÛÏÈÛɯÈÊÛÜÈÓÓàɯÔÈÛÛÌÙȭɂɯ*ÖáÓÖÍÍɯ

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 

   Ú×ÌÓÓɯÖÜÛɯÔÌÈÕÐÕÎÚɯÐÍɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯËÖÌÚÕɀÛɯÞÈÕÛɯÛÏÌÔɯÛÖȭɯ ÕË 

   $ÎÎÓÌÚÛÖÕɀÚɯËÞÌÓÓɯÞÐÛÏɯÚÜÊÏɯÊÖÕÝÌÕÛÐÖÕÈÓɯÜÕÐÕÚÐÚÛÌÕÊÌɯÖÕɯÛÏÐÚɯÍÈÊÛ 

   ÛÏÈÛɯÛÏÌàɀÙÌɯÔÈËËÌÕÐÕÎȮɯÐÕɯÈɯÓÖÞ-leveÓȮɯÔÖËÐÚÏɯÞÈàȭɂ107 (figure 22) 

 

  Yet the bland audaciousness of these repressed references to the 

exoticism and violence of the South drew the kind of attention the MoMA photography 

ËÌ×ÈÙÛÔÌÕÛɯÕÌÌËÌËɯËÜÙÐÕÎɯÈɯÛÐÔÌɯÖÍɯÍÐÕÈÕÊÐÈÓɯÊÙÐÚÐÚɯÈÕËɯÊÜÓÛÜÙÈÓɯɁÔÈÓÈÐÚÌȭɂ After all, 

ÞÏàɯËÐËɯ2áÈÙÒÖÞÚÒÐɯÞÈÚÛÌɯ×ÙÌÊÐÖÜÚɯ×ÙÐÕÛɯÚ×ÈÊÌɯÐÕɯÏÐÚɯÌÚÚÈàɯÛÖɯÛÌÓÓɯÜÚɯÈÉÖÜÛɯ$ÎÎÓÌÚÛÖÕɀÚɯ

reference to the Confederate flag if not to shock and perhaps even titillate? In his essay 

for the Guide and exhibition wall label, Szarkowski downplayed the issues raised by the 

ÓÖÊÈÛÐÖÕɯÈÕËɯÕÖÔÐÕÈÓɯÚÜÉÑÌÊÛÚɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚȭɯ%ÖÙɯÌßÈÔ×ÓÌȮɯ2áÈÙÒÖÞÚÒÐɯ

turned a cool and seemingly callous eye toward the troubling coincidence, which he 

must have been aÞÈÙÌɯÖÍȮɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÎÙÈÕËÍÈÛÏÌÙɯÞÈÚɯÈɯÑÜËÎÌɯÐÕɯ2ÜÔÕÌÙȮɯÛÏÌɯÛÖÞÕɯ

in which Eggleston was raised and the place where EmmeÛÛɯ3ÐÓÓɀÚɯÔÜÙËÌÙÌÙÚɯÞÌÙÌɯ

acquitted in 1955. Ɂ ÛɯÛÏÌɯÛÐÔÌɯÖÍɯÛÏÌɯÔÜÙËÌÙȮɯ$ÎÎÓÌÚÛÖÕɯȻÞÈÚȼɯÚÐßÛÌÌÕȮɯÑÜÚÛɯÛÞÖɯàÌÈÙÚɯ

                                                      

107 ,Èßɯ*ÖáÓÖÍÍȮɯɁ'ÖÞɯÛÖɯ,àÚÛÐÍàɯ"ÖÓÖÙɯ/ÏÖÛÖÎÙÈ×ÏàɂɯArtforum (November 1976):  50.  3ÏÌɯÔÈÕɀÚɯÍÓÈÊÊÐËɯ

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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older than Till, tho ÜÎÏɯÏÌɯÏÈÚɯÍÌÞɯÙÌÊÖÓÓÌÊÛÐÖÕÚɯÖÍɯÛÏÌɯÌÝÌÕÛȭɂ108  

  Perhaps Eggleston had the luxury of being unconcerned with such matters, in 

2áÈÙÒÖÞÚÒÐɀÚɯÝÐÌÞȮɯÈÕËɯÞÌȮɯÛÏÌɯÝÐÌÞÌÙÚȮɯÞÌÙÌɯÌÕÊÖÜÙÈÎÌËɯÛÖɯÍÖÓÓÖÞɯÚÜÐÛȭɯ(ÕɯÏÐÚɯ

introductory essay to 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ, Szarkowski declared:  

   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 some large social or cultural question, such as, Whither  

   ÛÏÌɯ2ÖÜÛÏȳɯÖÙɯ6ÏÐÛÏÌÙɯ ÔÌÙÐÊÈȳɯËÌ×ÌÕËÐÕÎɯÖÕɯÖÕÌɀÚɯÝÐÌÞÐÕÎɯËÐÚÛÈÕÊÌȭ 

   3ÏÌɯÍÈÊÛɯÐÚɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÐÊÛÜÙÌÚɯËÖɯÕÖÛɯÚÌÌÔɯÊÖÕÊÌÙÕÌËɯÞÐÛÏɯÓÈÙÎÌ 

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

   life.109 

    

3ÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÐÊÛÜÙÌÚɯËÐËɯÕÖÛɯÈÕÚÞÌÙɯÛÏÌɯØÜÌÚÛÐÖÕÚɯɁ6ÏÐÛÏÌÙɯÛÏÌɯ2ÖÜÛÏȳɂɯÖÙɯ

Ɂ6ÏÐÛÏÌÙɯ ÔÌÙÐÊÈȳɂɯÞÈÚɯÕÖÛɯÍÈÊÛȮɯÖÍɯÊÖÜÙÚÌȮɯÉÜÛɯÈɯÔÈÛÛÌÙɯÖÍɯÖ×ÐÕÐÖÕȭɯ ÕËɯÔÈÕàɯÝÐÌÞÌÙÚɯ

ÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÏÈËɯÖ×ÐÕÐÖÕÚɯÛÏÈÛɯËÐÍÍÌÙÌËȭɯɯ!ÙÜÊÌɯ!ÙÖÞÕȮɯÙeviewing a show of 

ÙÖÜÎÏÓàɯÍÖÙÛàɯÖÍɯÛÏÌɯ,Ö, ɯÌßÏÐÉÐÛÐÖÕɯ×ÙÐÕÛÚɯÈÛɯÛÏÌɯ2ÌÈÛÛÓÌɯ ÙÛɯ,ÜÚÌÜÔɀÚɯ,ÖËÌÙÕɯ ÙÛɯ

/ÈÝÐÓÐÖÕȮɯÚÜÎÎÌÚÛÌËɯÛÏÈÛɯÚÖÔÌɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÐÔÈÎÌÚɯÖÍÍÌÙÌËɯ×ÖÐÎÕÈÕÛɯÈÕËɯ×ÌÙÚÖÕÈÓɯ

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  

                                                      

108  ËÈÔɯ6ÌÓÊÏȮɯɁ"ÏÙÖÕÖÓÖÎàȮɂɯÐÕɯ$ÓÐÚÈÉÌÛÏɯ2ÜÚÚÔÈÕÕȮɯWilliam Eggleston: Democratic Camera, Photographs 

and Video, 1961-2008 (New York: Whitney Museum of American Art; Munich: Haus der Kunst; New Haven: 

Distributed by Yale University Press, 2008) 270.  
109 John Szarkowski, 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ (Cambridge: MIT Press, 1976) 12. 
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   ÝÐÚÐÖÕɯÖÍɯɁ6ÏÐÛÏÌÙɯÛÏÌɯ2ÖÜÛÏȭɂ110 

 

Brown observed, further, that it was not surpris ing Szarkowski had chosen to emphasize 

$ÎÎÓÌÚÛÖÕɀÚɯÎÙÌÈÛÌÚÛɯÞÌÈÒÕÌÚÚɯȹÏÐÚɯÚÌÕÚÌɯÖÍɯÊÖÔ×ÖÚÐÛÐÖÕȮɯÈÊÊÖÙËÐÕÎɯÛÖɯ!ÙÖÞÕȺȮɯÚÐÕÊÌȮɯÈÚɯÈɯ

Ɂ×ÜÕËÐÛɯÖÍɯÔÖËÌÙÕÐÚÔȮɂɯ2áÈÙÒÖÞÚÒÐɯÏÌÓ×ÌËɯÌÙÌÊÛɯÈɯÚÛÙÜÊÛÜÙÌɯÖÍɯÛÏÌÖÙàɯÍÖÜÕËÌËɯÖÕɯÛÏÌɯ

faulty premise that the point of communicat ÐÖÕɯÐÚɯÎÙÈÔÔÈÙȮɯÕÖÛɯÐÕÍÖÙÔÈÛÐÖÕȭɂ111 This 

dismissal of information in favor of form was, I 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 desegregation.  

  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 

ÙÌÈÊÛÐÕÎɯÛÖɯÐÛɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒȭɯɯ2ÖÔÌɯ×ÌÖ×ÓÌɯÙÌÎÈÙËÌËɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÖÓÖÙɯÈÚɯÚtrained 

and muted, while others called it visceral and gaudy. To others still, it veered between 

ÉÖÛÏɯÖÍɯÛÏÖÚÌɯÌßÛÙÌÔÌÚȭɯɁ ÛɯÖÕÌɯÌÕËɯÖÍɯÛÏÌɯÚ×ÌÊÛÙÜÔȮɂɯÖÉÚÌÙÝÌËɯÞÙÐÛÌÙɯ)ÈÕÌɯ+ÐÝÐÕÎÚÛÖÕȮɯ

ɁÞÌÙÌɯÐÔÈÎÌÚɯÓÜÚÏÓàɯÈÓÓÜÙÐÕÎɯÈÚɯÈÉÚÛÙÈÊÛɯÊÖÓÖÙɯÊÖÔ×ÖÚÐÛÐÖÕÚȰɯÈÛɯÛÏÌɯÖÛÏÌr, images whose 

bleakness of tonality and opacity of subject made them unevocative to the point of being 

ÈÓÛÖÎÌÛÏÌÙɯÐÕËÌÊÐ×ÏÌÙÈÉÓÌȭɂ112  The writer Sean Callahan observed that Eggleston 

ɁÌÔ×ÏÈÚÐáÌÚɯÏÜÌÚɯÛÏÈÛɯÚÖÈÒɯÛÏÌɯÚÊÌÕÌɯÖÙɯÙÌÚÖÕÈÛÌɯÐÕɯÈɯÊÙÐÛÐÊÈÓɯÞÈàȮɯÝÐÙÛually creating 

                                                      

110 !ÙÜÊÌɯ!ÙÖÞÕȮɯɁ8ÖÜɯ"ÈÕɀÛɯ)ÜËÎÌɯÈɯ/ÏÖÛÖÎÙÈ×ÏÌÙɯ!àɯ'ÐÚɯ!ÈÊÒÌÙÚȭɂɯArgus (October 8, 1976). 
111 !ÙÖÞÕȮɯɁ8ÖÜɯ"ÈÕɀÛɯ)ÜËÎÌɯÈɯ/ÏÖÛÖÎÙÈ×ÏÌÙȭɂ 
112 )ÈÕÌɯ+ÐÝÐÕÎÚÛÖÕȮɯÐÕÛÙÖËÜÊÛÐÖÕȮɯɁ$ÓÌÊÛÐÖÕɯ$ÝÌȮɂɯƖȭ 
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effects of sound, silence, smell, temperature, pressure ɬ sensations that black and white 

×ÏÖÛÖÎÙÈ×ÏàɯÏÈÚɯàÌÛɯÛÖɯÌÝÖÒÌȭɂ113 And Richard Harrington observed in 1983 that 

$ÎÎÓÌÚÛÖÕɀÚɯÌÈÙÓÐÌÙɯÞÖÙÒɯÏÈËɯɁÖÍÛÌÕɯÚÌÌÔÌËɯÈɯÊÖÕÚ×ÐÙÈÊàɯÖÍɯÈÛÛÈÊÏÔÌÕÛÚɯÉÌÛween natural 

ÈÕËɯÈÙÛÐÍÐÊÐÈÓɯÊÖÓÖÙȭɂɯ114 

  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 

ÛÙÈÝÌÓÐÕÎɯÌßÏÐÉÐÛÐÖÕȮɯɁ!ÓÈÊÒɯ%ÖÓÒɯ ÙÛɯÐÕɯ ÔÌÙÐÊÈȮɯƕƝƗƔ-ƕƝƜƔȮɂɯÐÕɯƕƝƜƖȭɯɯ3ÏÌɯÌßÏÐÉÐÛÐÖÕȮɯ

first mounted at the Corcoran Gallery of Art where Livingston was assistant director, 

ÞÈÚȮɯÈÊÊÖÙËÐÕÎɯÛÖɯÑÖÜÙÕÈÓÐÚÛɯ)ÖÏÕɯ1ÜÚÚÌÓÓȮɯɁÎÙÖÜÕËÉÙÌÈÒÐÕÎɂɯÈÕËɯɁÔÖÕÜÔÌÕÛÈÓɂɯÈÕËɯ

ɁÖÕɯÌÝÌÙàɯÊÖÜÕÛɯÈɯÔÖÚÛɯÙÌÔÈÙÒÈÉÓÌɯÈÍÍÈÐÙȭɂ115 Russell expressed awe at the degree to 

which exhibition organizers were required to start from scratch to assemble the twenty -

ÈÙÛÐÚÛɯÚÏÖÞȯɯɁ6ÏÐÓÌɯÔÖÚÛɯÔÈÑÖÙɯÌßÏÐÉÐÛÐÖÕÚɯËÙÈÞɯÜ×on an already voluminous 

bibliography, this one had to be put together piece by piece on the rumor, hearsay, and 

ÛÏÌɯÏÖÛɯÛÐ×ȭɂ116 There was something fresh, grassroots, cutting edge, and scrappy about 

not only the work itself but the way in which it was brou ÎÏÛɯÛÖÎÌÛÏÌÙȮɯÐÕɯ1ÜÚÚÌÓÓɀÚɯÝÐÌÞȭɯ

                                                      

113  2ÌÈÕɯ"ÈÓÓÈÏÈÕȮɯɁ,Ö, ɯ2ÏÖÞÚɯ'ÌÙɯ"ÖÓÖÙÚȮɂɯNew York Magazine. 
114 Richard HÈÙÙÐÕÎÛÖÕȮɯɁ&ÙÈÊÌÓÈÕËȯɯ(ÔÈÎÌÚɯÖÍɯÈɯ%ÈÓÓÌÕɯ*ÐÕÎɂɯThe Washington Post (December 10, 1983): D5. 
115 )ÖÏÕɯ1ÜÚÚÌÓÓȮɯɁ ɯ1ÌÔÈÙÒÈÉÓÌɯ$ßÏÐÉÐÛÐÖÕɯÖÍɯ!ÓÈÊÒɯ%ÖÓÒɯ ÙÛɯÐÕɯ ÔÌÙÐÊÈȮɂ New York Times (February 14, 

1982): D33.  
116 Ibid.  
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3ÏÌÙÌɯÈÙÌɯÚÐÔÐÓÈÙÐÛÐÌÚɯÉÌÛÞÌÌÕɯÛÏÌɯÔÈÕÕÌÙɯÐÕɯÞÏÐÊÏɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÞÈÚɯÈ××ÙÌÊÐÈÛÌËɯ

by curators and critics and the appreciation for self -taught art as described by Russell. 

Folk, or self-ÛÈÜÎÏÛȮɯÈÙÛȮɯÞÙÐÛÌÚɯ1ÜÚÚÌÓÓȮɯɁÊÜÛÚɯÛÏÌɯÍÈÛɯÖÍÍɯÛÙÈËÐÛÐÖÕÈÓɯÈÙÛȭɂɯ!ÌÊÈÜÚÌɯÐÛɯÐÚɯ

ɁÜÕÛÈÜÎÏÛȮɂɯÍÖÓÒɯÈÙÛɯÐÚɯÚÖÔÌÏÖÞɯÜÕÊÖÙÙÜ×ÛÌËȭɯ ÕËɯÞÏÐÓÌɯ$ÎÎÓÌÚÛÖÕɯÙÌÊÌÐÝÌËɯÈÙÛɯ

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 

ÚÖÜÛÏÌÙÕɯÉÈÊÒÞÈÛÌÙȭɯɯ Úɯ2ÌÈÕɯ"ÈÓÓÈÏÈÕɯØÜÐ××ÌËȮɯÑÜÚÛɯÈÚɯÌÝÌÙàÖÕÌɯɁÍÐÕÈÓÓàɯÎÖÛɯÈÙÖÜÕËɯÛÖɯ

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 

ÈÓÓɯÖÝÌÙɯÈÎÈÐÕȭɂ117 

  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 inconclusive or nonexistent. Take, for 

ÌßÈÔ×ÓÌȮɯÈÙÛɯÏÐÚÛÖÙÐÈÕÚɯ ÕÕÌɯ'ÈÔÔÖÕËɯÈÕËɯ,ÐÒÌɯ6ÌÈÝÌÙɀÚɯÙÌÈËÐÕÎɯÖÍɯÈÕɯ$ÎÎÓÌÚÛÖÕɯ

photograph which did not appear in the exhibition and shows a black person driving a 

car in (the title states) Jackson, Tennessee, near a church (figure  23ȺȭɯɁ "+4ɂɯÐÚɯ×ÙÐÕÛÌËɯ

ÖÕɯÈɯÜÛÐÓÐÛàɯ×ÖÓÌȭɯɁ6ÌɯËÖɯÕÖÛɯËÖÜÉÛȮɂɯ6ÌÈÝÌÙɯÈÕËɯ'ÈÔÔÖÕËɯÞÙÐÛÌȮɯɁÛÏÈÛɯÛÏÌɯ "+4ɯÚÐÎÕɯ

ÐÚɯÞÏÈÛɯÊÈÜÎÏÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÌàÌȱÉÜÛɯÐÛɯÞÖÜÓËɯÉÌɯÈɯÙÈÚÏɯÊÙÐÛÐÊɯÞÏÖɯÚÜÎÎÌÚÛÌËɯÛÏÈÛɯÏÌɯÞÈÚɯ

                                                      

117 2ÌÈÕɯ"ÈÓÓÈÏÈÕȮɯɁ3ÏÌɯ%ÐÙÚÛɯ5ÐÊÌÙÖàɯÖÍɯ/ÏÖÛÖÎÙÈ×ÏàȮɂɯAmerican Photographer (1978): pp. 24-31. 
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either for or against freedom riders, the busing of children, or blacks driving shiny cars ɬ 

ÐÕɯÚÏÖÙÛȮɯÌÐÛÏÌÙɯÍÖÙɯÚÌÎÙÌÎÈÛÐÖÕɯÖÙɯÈÎÈÐÕÚÛɯÐÛȭɂ118  !ÜÛȮɯ(ɯÞÖÜÓËɯÐÕÛÌÙÑÌÊÛȮɯÌÝÌÕɯÐÍɯÞÌɯÊÈÕɀÛɯ

ËÙÈÞɯÊÖÕÊÓÜÚÐÖÕÚɯÈÉÖÜÛɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÖÚÐÛÐÖÕɯÖÕɯÛÏÌÚÌɯÚÜÉÑÌÊÛÚȮɯÞÌɯÊÈÕɯ×ÖÚÛÜÓÈÛÌɯÉÈÚÌËɯ

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 

ÓÌÊÛÜÙÌɯÈÉÖÜÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÐÕɯ,ÌÔ×ÏÐs and attempting to discuss a picture of a 

barbecue with a blood-ÙÌËɯÈßÌɯÓàÐÕÎɯÕÌßÛɯÛÖɯÐÛȭɯ.ÕÌɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÍÙÐÌÕËÚɯÐÕɯÛÏÌɯÈÜËÐÌÕÊÌɯ

×Ð×ÌËɯÜ×ȯɯɁÛÏÌÙÌɯÞÌÙÌɯÛÌÕɯ×ÌÖ×ÓÌɯÞÈÛÊÏÐÕÎɯÏÐÔɯÛÈÒÌɯÛÏÈÛɯ×ÐÊÛÜÙÌɯÈÕËɯÕÖÕÌɯÖÕÌɯÊÖÜÓËɯ

ÍÐÎÜÙÌɯÖÜÛɯÞÏàȵɂɯ ÊÊÖÙËÐÕÎɯÛÖɯ6ÌÈÝÌÙɯÈÕd Hammond, Eggleston knew that the picture 

ɁÞÖÜÓËɯÕÖÛɯÔÌÈÕɯÈɯÛÏÐÕÎɯÛÖɯÔÖÚÛɯ×ÌÖ×ÓÌȭɂ119 But I am arguing quite the opposite about 

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

quoted Eggleston saying something different from  what Hammond and Weaver report: 

Ɂ8ÖÜɯÈÕËɯ(ɯÉÖÛÏɯÒÕÖÞɯÛÏÌɯ×ÐÊÛÜÙÌɯÖÍɯÛÏÌɯÏÈÛÊÏÌÛɯÐÚɯÖÔÐÕÖÜÚȮɯÉÜÛɯÛÏÌɯÛÈÚÒɯÞÈÚɯÔÈÒÐÕÎɯÈɯ

ÎÖÖËɯ×ÐÊÛÜÙÌɯÖÍɯÐÛȭɂ120 In my view, Eggleston photographs such objects ɬ a bloody axe, 

supersaturated blood reds, monochromatic whites, mahogany and parchment colored 

ÍÓÌÚÏȮɯ "+4ɯÚÐÎÕÚȮɯÈÕËɯɁÎÖÖËɯÖÓɀɯÉÖàÚɂɯÞÐÛÏɯÎÜÕÚɯɬ because of a canny color 

                                                      

118 Weaver and Hammond.  
119 Ibid.  
120 ,ÈÓÊÖÓÔɯ)ÖÕÌÚȮɯ)ÙȭȮɯɁ3ÙÈÕÚÓÈÛÐÕÎɯ(ËÌÈÚɯÐÕÛÖɯ"ÖÓÖÙȮɂɯNewsweek vol. 115, no. 1 (January 1, 1990): 59. 



 

 

107 

consciousness, though he told a British journalist he just thought the axe was funny, and 

ÛÏÈÛȮɯɁÛÏÌÙÌɀÚɯÕÖɯÜÕËÌÙÓàÐÕÎɯÚÌÕÚÌɯÖÍɯÔÜÙËÌÙɯÖÙɯÔÈàÏÌÔɯÛÖɯÛÏÈÛ ÙÌËɯ×ÈÐÕÛȭɂ121 

  This color consciousness ɬ 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 South ɬ ÞÈÚɯ×ÙÌÚÌÕÛɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯÈÌÚÛÏÌÛÐÊɯÊÏÖÐÊÌÚȮɯÌÝÌÕɯÐÍɯÐÛɯÞas sometimes 

obscured by formalist justifications. Eggleston had a sharp sense of smell for blood, so to 

Ú×ÌÈÒȮɯÈÚɯÐÕËÐÊÈÛÌËɯÉàɯÏÐÚɯÊÏÖÐÊÌɯÛÖɯ×ÏÖÛÖÎÙÈ×ÏɯÛÏÌɯÏÈÛÊÏÌÛɯȹÈÕËɯÏÐÚɯÊÖÔ×ÈÕÐÖÕÚɀɯÜÛÛÌÙɯ

lack of comprehension).  As A.D. Coleman observed, Eggleston was working with 

received ideas.122 In doing so, I would argue, he must have been aware of the myth that 

ɁÝÐÖÓÌÕÊÌɯÐÚɯÕÖÛɯÍÈÙɯÍÙÖÔɯÛÏÌɯÚÜÙÍÈÊÌɂɯÐÕɯÛÏÌɯ2ÖÜÛÏȮɯÈÚɯTime reported in 1976.123 He must 

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, Time ÙÌ×ÖÙÛÌËȮɯɁÜ×ɯ-ÖÙÛÏȮɯ

                                                      

121 Ɂ3ÌÕÕÌÚÚÌÌɯ6ÐÓÓÐÈÔȮɂɯBritish Journal of Photography (March 19, 1992), 18. 
122  ȭ#ȭɯ"ÖÓÌÔÈÕȮɯɁ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɯƕƝƛƚɯȫɯƕƝƝƖȮɂɯCreative Camera (April ɬ May 1992), 14-15. 
123 (ÕɯÏÐÚɯÌÚÚÈàɯɁ2ÖÜÛÏÌÙÕɯ%ÐÊÛÐÖÕÚɂɯÐÕɯÛÏÌɯÌßÏÐÉÐÛÐÖÕɯÊÈÛÈÓÖÎÜÌɯÍÖÙɯɁ2ÖÜÛÏÌÙÕɯ%ÐÊÛÐÖÕÚɂɯ×ÙÖËÜÊÌËɯÉàɯÛÏÌɯ

Contemporary Arts Museum in Houston fo r an August 4 ɬ September 2 exhibition in 1983, curator William 

%ÈÎÈÓàɯÕÖÛÌËɯÈɯÓÈÊÒɯÖÍɯÊÖÕÛÙÖÓɯÖÝÌÙɯÖÕÌɀÚɯ×ÈÚÚÐÖÕÚɯÈÚɯÈɯÚÛÌÙÌÖÛà×ÌɯÖÍɯÚÖÜÛÏÌÙÕɯÓÐÍÌȭɯɁ4ÕÊÖÕÛÙÖÓÓÌËɯÌÔÖÛÐÖÕÈÓɯ

ÙÌÓÌÈÚÌɯÙÌÚÜÓÛÐÕÎɯÐÕɯÝÐÖÓÌÕÊÌɯÈÕËɯÛÙÈÎÌËàȮɂɯÏÌɯÞÙÖÛÌȮɯɁÏÈÚɯÈɯ×ÈÙÛÐÊÜÓÈÙɯ×ÓÈÊÌɯÐÕɯÛÏe Southern ethos. Sadistic 

ÛÖÙÛÜÙÌȮɯÏÈÕÎÐÕÎÚɯÈÕËɯȿÔÈËɯÏÖÜÚÌÚɀɯÈÙÌɯÉÜÛɯÈɯÍÌÞɯÌßÈÔ×ÓÌÚȭɯ3ÏÌɯÊÜÙÐÖÜÚɯ×ÏÌÕÖÔÌÕÖÕɯÖÍɯÝÐÖÓÌÕÊÌɯÍÖÙɯ

×ÓÌÈÚÜÙÌɯÛÈÒÌÚɯÛÏÌɯÍÖÙÔɯÖÍɯÊÖÊÒɯÍÐÎÏÛÚȮɯËÖÎɯÍÐÎÏÛÚȮɯȿÊÖÖÕɯÖÕɯÈɯÓÖÎɀɯÖÙɯÏÜÕÛÐÕÎɯÈÕËɯÛÙÈ××ÐÕÎɯÍÖÙɯÚ×ÖÙÛȭɂɯ'Ìɯ

connected these passions ÛÖɯÈÕɯÐÕÛÌÙÌÚÛɯÈÔÖÕÎɯ2ÖÜÛÏÌÙÕÌÙÚɯÐÕɯÛÏÌɯÉÐáÈÙÙÌȮɯ×ÌÊÜÓÐÈÙȮɯÈÕËɯÚÌÌËàȯɯɁ(ÕÛÌÙÌÚÛɯÐÕɯ

the sensational and fantastic, be it carney and freak shows or roadside reptile farms, is indicative of a people 

ÞÏÖɯÙÌÚ×ÖÕËɯÞÐÛÏɯáÌÈÓɯÛÖɯÌßÛÌÙÕÈÓɯÚÛÐÔÜÓÐȭɂ6ÐÓÓÐÈÔɯ ȭɯ%ÈÎÈÓy and Dr. Monroe K. Spears, Southern Fictions. 

Contemporary Arts Museum, Houston, Texas, August 2 ɬ 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 

ÚÛÐÓÓɯÎÙÌÈÛÌÙɯÛÏÈÕɯÛÏÈÛɯÖÍɯÛÏÌɯ2ÖÜÛÏȭɂ124 

  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 Photography pointed 

oÜÛɯÐÕɯƕƝƝƖȮɯÊÙÐÛÐÊÚɯÏÈÝÌɯÉÌÌÕɯÐÕÊÓÐÕÌËɯÛÖɯÚÌÌɯÛÏÐÚɯÚÐÕÐÚÛÌÙɯØÜÈÓÐÛàɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒȯɯɯɁ ɯ

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

ÛÖÙÛÜÙÌɯÊÏÈÔÉÌÙȱÛÏÌɯÚÊÜÓ×ÛÜÙÈÓɯÚÏÈ×ÌɯÖÍɯÈɯÔÐÕÐɯÑÜÒÌÉÖßɯÚÜÔÔÖÕÚɯÜ×ɯÈɯ×ÙÐÔÌÝÈÓɯÖÙ 

alien presence, and the wide-ÈÕÎÓÌɯ×ÌÌÒɯÐÕÛÖɯÈɯÒÐÛÊÏÌÕɯÖÝÌÕɯÔÐÎÏÛɯÉÌɯÈɯÚÜÐÊÐËÌɀÚɯÓÈÚÛɯ

ÎÓÐÔ×ÚÌɯÖÍɯÛÏÌɯÞÖÙÓËȭɂ125 An Australian Center for Photography newsletter observed in 

ƕƝƛƚɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÐÊÛÜÙÌÚɯÈÙÌɯÚÏÖÊÒÐÕÎɯÈÕËɯËÐÚÛÜÙÉÐÕÎȮɯÉÜÛɯÐÛɯÐÚɯÈÕɯɁÌÍÍÌÊÛɯÖÍɯÕegative 

ÚÏÖÊÒɂɯɬ ɁÛÏÌÙÌɯÐÚɯÈɯÒÐÕËɯÖÍɯÈÞÍÜÓɯÚÛÐÓÓÕÌÚÚɯÐÕɯÛÏÐÚɯÞÖÙÒɯÛÏÈÛɯËÌÔÈÕËÚɯÐÕÛÌÓÓÌÊÛÜÈÓɯ

×ÈÙÛÐÊÐ×ÈÛÐÖÕɯÉàɯÛÏÌɯÝÐÌÞÌÙȭɂ126 

 $ÎÎÓÌÚÛÖÕɀÚɯÜÚÌɯÖÍɯÛÏÌɯËàÌɯÛÙÈÕÚÍÌÙɯ×ÙÖÊÌÚÚɯÉÖÖÚÛÌËɯÛÏÌɯÙÐÊÏȮɯÚÛÐÊÒàȮɯÚÊÈÙà-

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

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

                                                      

124 Ɂ3ÏÌɯ/ÌÖ×ÓÌȯɯ3ÏÌɯ2×ÐÙÐÛɯÖÍɯÛÏÌɯ2ÖÜÛÏȮɂɯTime (September 27, 1976). 
125 Ɂ3ÌÕÕÌÚÚÌÌɯ6ÐÓÓÐÈÔȮɂɯThe British Journal of Photography (March 19, 1992), 18. Eggleston told the journalist 

ÛÏÈÛɯɁÌÝÌÙàÉÖËàɯÚÌÐáÌÚɯÖÕɯÛÏÖÚÌɯÈÚ×ÌÊÛÚɯÉÜÛɯÕÖÉÖËàɯÚÌÌÔÚɯÛÖɯÊÈÛÊÏɯÛÏÌɯÏÜÔÖÜÙȱɀÛÏÌɯÉÓÖÖËàɯÈßÌɀɯÐÚȮɯÛÖɯÔàɯ

ÔÐÕËȮɯÝÌÙàɯÍÜÕÕàȭɂ 
126 Ɂ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɯ2ÏÖÞÚɯ"ÖÓÖÜÙɯÈÛɯ,., Ȯɂɯ3ÏÌ Australian Center for Photography, Paddington, 

Sydney, August 1976 newsletter, The Museum of Modern Art Archives, Eggleston Publicity Folder.  
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ËÙÈÔÈÛÐÊɯÙÌËɯÐÕɯÛÏÌɯɁ1ÌËɯ"ÌÐÓÐÕÎɂɯ×ÏÖÛÖȮɯÍÖÙɯÌßÈÔ×ÓÌȭɯ#àÌɯÛÙÈÕÚÍÌÙɯ×ÙÐÕÛÚɯÈÙÌɯËàÌ-

soaked and can be manipulated for maximum control of col or balance and contrast. 

Eggleston told a British Journal of Photography ÙÌ×ÖÙÛÌÙɯÐÕɯƕƝƝƖɯÛÏÈÛȮɯɁ(ɯÛÏÖÜÎÏÛɯ(ɯÕÌÌËÌËɯ

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

ÔÖÙÌɯÍÖÙÊÌÍÜÓɯÞÈàȭɯ(ɯËÖÕɀÛɯÛÏÐÕÒɯÈÕàÛÏÐÕÎɯÏÈÚɯÛÏÌ ÚÌËÜÊÛÐÝÐÛàɯÖÍɯÛÏÌÚÌɯËàÌÚȭɂ127  As a 

ÊÖÓÖÙɯ×ÙÖÊÌÚÚȮɯËàÌɯÛÙÈÕÚÍÌÙɯÌÔ×ÏÈÚÐáÌËɯÛÏÌɯÔÌËÐÜÔɀÚɯÔÖÙÌɯÉÈÚÐÊȮɯ×ÙÐÔÈÓɯÊÖÕÕÌÊÛÐÖÕɯÛÖɯ

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

photography to possess. Photographer Mitch Epstein claimed ÛÏÈÛɯɁ×ÏÖÛÖÎÙÈ×Ïàɯ

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

ÞÐÛÏɯÛÏÐÚȮɯ(ɯÍÌÓÛȮɯÈÚɯ6ÐÕÖÎÙÈÕËɯ×ÜÛɯÐÛȮɯȿÈÛɯÞÈÙɯÞÐÛÏɯÛÏÌɯÖÉÝÐÖÜÚȭɀɂ128  

 $ÎÎÓÌÚÛÖÕɀÚɯƕƝƜƗɯÚÌÙÐÌÚɯÖn Graceland ɬ ElvÐÚɯ/ÙÌÚÓÌàɀÚɯÔÈÕÚÐÖÕɯÐÕɯ,ÌÔ×ÏÐÚɯɬ  is 

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 ɬ a space that is kitschy and morbid at the same time. A friend  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 p rojects Eggleston worked on in the 1980s. 
128 Mitch Epstein, Mitch Epstein: Work (Gottingen: Steidl, 2006) 14, quoted in Moore. Eggleston also claimed 

ÛÖɯÉÌɯɁÈÛɯÞÈÙɯÞÐÛÏɯÛÏÌɯÖÉÝÐÖÜÚɂɯÐÕɯÏÐÚɯÌÚÚÈàɯÍÖÙɯThe Democratic Forest ȹƕƝƜƝȺȭɯ,ÖÖÙÌɯÕÖÛÌÚɯÛÏÈÛɯÛÏÌɯɁÊÈÚÜÈÓly 

ÜÕÌÕÎÈÎÌËȮɯÈÔÉÐÎÜÖÜÚɯÝÐÌÞɯÖÍɯ ÔÌÙÐÊÈÕɯÊÜÓÛÜÙÌȮɂɯÛÏÈÛɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚɯÓÐÒÌɯ2ÛÌ×ÏÌÕɯ2ÏÖÙÌɯÌßÏÐÉÐÛÌËȮɯ

ɁÞÖÜÓËɯÉÌÊÖÔÌɯÐÕÊÙÌÈÚÐÕÎÓàɯÈÕËɯÊÖÕÛÙÖÝÌÙÚÐÈÓÓàɯÐËÌÕÛÐÍÐÌËɯÞÐÛÏɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×Ïàɂɯ,ÖÖÙÌȮɯƕƜȭ 
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was not sure why he had been asked to take the photographs, though he had shown 

soÔÌɯÖÍɯÏÐÚɯÌÈÙÓÐÌÙɯ×ÖÙÛÍÖÓÐÖÚɯÛÖɯ/ÙÐÚÊÐÓÓÈɯ/ÙÌÚÓÌàȮɯÐÕÊÓÜËÐÕÎɯɁ2ÖÜÛÏÌÙÕɯ2ÜÐÛÌɂɯÈÕËɯ

Ɂ3ÙÖÜÉÓÌËɯ6ÈÛÌÙÚȭɂɯ$ÎÎÓÌÚÛÖÕɯÚ×ÌÊÜÓÈÛÌËɯÛÏÈÛɯÏÌɯÞÈÚɯ×ÌÙÏÈ×ÚɯÎÐÝÌÕɯÛÏÌɯÈÚÚÐÎÕÔÌÕÛɯ

ÉÌÊÈÜÚÌɯÐÛɯÞÈÚɯÛÏÖÜÎÏÛɯÛÏÈÛɯÏÌɯÔÐÎÏÛɯÉÌɯÈÉÓÌɯÛÖɯɁÚÌÌɂɯ&ÙÈÊÌÓÈÕËɯÉÌÛÛÌÙȭɯɁ(ɯÊÖÜÓËɯÚÛÐÓÓɯÚÌÌɯ

it  ÈÚɯÈÕɯÖËËÐÛàȮɯÉÜÛɯÕÖÛɯÈÚɯÈɯÊÖÔ×ÓÌÛÌɯÖËËÐÛàȭɂ129 He spent two-and-a-half months  

shooting, using both a 35mm camera and a larger format camera.130 

  3ÏÌɯÕÌÞÚɯÖÍɯ/ÙÌÚÓÌàɀÚɯËÌÈÛÏɯÐÕɯƕƝƛƛɯÞÈÚɯÖÕÓàɯÈɯÊÖÜ×ÓÌɯÖÍɯàÌÈÙÚɯÖÓËɯÞÏÌÕɯ

Eggleston embarked on the project. Eggleston made the Graceland images at night, and 

most of the shots were long exposures that employed artificial light. 131 Ɂ(ɯÏÈËɯÛÏÌɯÙÜÕɯÖÍɯ

the place at night for many months but did not consider it necessary to take a lot of 

×ÐÊÛÜÙÌÚȮɯÈÚɯ(ɯÜÚÜÈÓÓàɯËÖȮɂɯ$ÎÎÓÌÚÛÖn told the British Journal of Photography writer in 1992. 

Ɂ.ÕÊÌɯÛÏÌɯ×ÜÉÓÐÊɯÓÌÍÛȮɯ(ɯÞÈÚɯÈɯÎÏÖÜÓȮɂɯ$ÎÎÓÌÚÛÖÕɯÛÖÓËɯWashington Post reviewer Richard 

'ÈÙÙÐÕÎÛÖÕȭɯɁ ÍÛÌÙɯÛÏÌɯÚÜÕɯÞÌÕÛɯËÖÞÕɯ(ɯÞÖÜÓËɯÊÖÔÌɯÖÜÛɯÖÍɯÛÏÌɯÊÖÍÍÐÕɯÜÕÛÐÓɯƝɯÖɀÊÓÖÊÒɯÛÏÌɯ

ÕÌßÛɯÔÖÙÕÐÕÎȭɂ132 EgglestÖÕɯɁÚÖÈÒÌËɯÐÕɯÛÏÌɯÈÛÔÖÚ×ÏÌÙÌɯÖÍɯÛÏÌɯÙÖÖÔÚȮɂɯ'ÈÙÙÐÕÎÛÖÕɯ

ÙÌ×ÖÙÛÌËȭɯ$ÎÎÓÌÚÛÖÕɀÚɯÙÌÚ×ÖÕÚÌɯÛÖɯÛÏÌɯÌÕÝÐÙÖÕÔÌÕÛɯÚÜÎÎÌÚÛÌËɯÏÐÚɯÚÌÕÚÐÛÐÝÐÛàɯÛÖɯÛÏÌɯ

ËÌÊÈËÌÕÊÌɯÈÕËɯÔÌÓÈÕÊÏÖÓàɯÖÍɯ$ÓÝÐÚɀÚɯÔàÛÏÖÓÖÎàȭɯɁ3ÏÌÙÌɯÞÈÚɯÚÖÔÌÛÏÐÕÎɯÖ××ÙÌÚÚÐÝÌɯ

                                                      

129 1ÐÊÏÈÙËɯ'ÈÙÙÐÕÎÛÖÕȮɯɁ&ÙÈÊÌÓÈÕËȯɯ(ÔÈÎÌÚɯÖÍɯÈɯ%ÈÓÓÌÕɯ*ÐÕÎɂɯThe Washington Post (December 10, 1983): D5. 
130 Ibid.  
131 (ÉÐËȭɯ'ÈÙÙÐÕÎÛÖÕɯËÌÚÊÙÐÉÌÚɯÛÏÐÚɯÈÚɯÈɯɁ×ÈÐÕÛÌÙÓàɯÛÌÊÏÕÐØÜÌɯÛÏÈÛɯÎÐÝÌÚɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÎÙÌÈÛɯÞÈÙÔÛÏɯÈÕËɯ

ËÌ×ÛÏȭɂ 
132 Ibid.  
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ÈÉÖÜÛɯÛÏÌɯÌÕÝÐÙÖÕÔÌÕÛȮɂɯ$ÎÎÓÌÚÛÖÕɯÛÖÓËɯ'ÈÙÙÐÕÎÛÖÕȭɯɁ(ɯÎÖÛɯÛÏÈÛɯÍÌÌÓÐÕÎɯÖÍɯȿÏÌÈÝàȭɀɯ8ÖÜɯ

ÊÈÕɯÛÌÓÓɯÐÛɯÞÏÌÕɯàÖÜɀÙÌɯÞÈÓÒÐÕÎɯÐÕÛÖɯÚÖÔÌɯÏÐÚÛÖÙÐÊÈÓɯÚÐÛÌȭɯ(ɯÒÕÌÞɯÐÛɯÞÈÚɯÈɯÉÐÎɯÛÏÌÔÌȮɯÉÜÛɯ(ɯ

ËÐËÕɀÛɯÒÕÖÞɯÏÖÞɯÔÜÊÏȭɂ133 The windows were heavily draped ɬ ɁÔÖÚÛɯÖÍɯÛÏÌɯÛÐÔÌɯÝÌÙàɯ

little sunlight ever got inside tha ÛɯÏÖÜÚÌȮɂɯ$ÎÎÓÌÚÛÖÕɯÚÈÐËȭ134 Ɂ ÛɯÛÏÌɯ&ÙÈÊÌÓÈÕËɯÔÈÕÚÐÖÕȮɯ

ÞÙÖÛÌɯ'ÈÙÙÐÕÎÛÖÕȮɯɁÐÛɯÚÌÌÔÚɯÛÏÈÛɯÈÓÓɯÊÖÓÖÙȮɯÈÓÓɯÓÐÎÏÛȮɯÈÓÓɯÓÐÍÌɯÐÚɯÈÙÛÐÍÐÊÐÈÓȮɯÞÏÌÛÏÌÙɯÐÛɯÉÌɯ

$ÓÝÐÚɀÚɯÈÙÔàɯÜÕÐÍÖÙÔɯÈÕËɯÔÐÓÐÛÐÈɯÍÓÈÎȮɯÈɯ×ÐÕÉÈÓÓɯÔÈÊÏÐÕÌȮɯÈÕɯÖÓËɯ&ÐÉÚÖÕɯÎÜÐÛÈÙɯÓÌÈÕÐÕÎɯ

against a gaudy motorcàÊÓÌȱÐÛɀÚɯÌÈÚàɯÛÖɯÍÌÌÓɯÛÏÈÛɯÕÖÉÖËàɀÚɯÉÌÌÕɯÏÖÔÌɯÍÖÙɯÈɯÓÖÕÎɯ

ÛÐÔÌȭɂ135 It was, Harrington observed, the perfect photographic subject for Eggleston  

(figure 24).   

  3ÏÌɯÙÐÊÏȮɯÎÈÜËàɯÛÖÕÌÚɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÓÜÚÏɯËàÌɯÛÙÈÕÚÍÌÙÚɯÌÝÖÒÌËɯÌßÊÌÚÚɯÈÕËɯ

tackiness and, in the mÈÕÕÌÙɯÖÍɯ#ÈÝÐËɯ+àÕÊÏɀÚɯƕƝƜƚɯÍÐÓÔȮɯBlue Velvet, exploited 

overwhelming chromatic saturation to seduce and terrify.  As Harrington observed, 

ÊÖÓÖÙɯÐÚɯɁÚÜ×ÙÈ-ÙÌÈÓɂɯÐÕɯÛÏÌÚÌɯÐÔÈÎÌÚȭɯɁ3ÏÌɯËàÌɯÛÙÈÕÚÍÌÙɯ×ÙÐÕÛÚɯÐÕɯ×ÈÙÛÐÊÜÓÈÙɯÌßÜËÌɯÈɯ

sharpness, a sense of detail suÍÍÜÚÌËɯÞÐÛÏɯÞÈÙÔÛÏȭɂ136 Thick, clinging color is what 

ÔÈÒÌÚɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÖÍɯ&ÙÈÊÌÓÈÕËɯÚÖɯÝÐÚÊÌÙÈÓɯÈÕËɯÚÛÙÈÕÎÌÓàɯËÐÚÛÜÙÉÐÕÎȮɯ

ÏÐÎÏÓÐÎÏÛÐÕÎɯÛÏÈÛɯ&ÙÈÊÌÓÈÕËȮɯÈÍÛÌÙɯƕƝƛƛȮɯÏÈËɯÉÌÊÖÔÌɯÈɯɁÛÌÔ×ÓÌȮɯÈɯÔÜÚÌÜÔȮɯÈɯ

ÔÈÜÚÖÓÌÜÔȭɂɯɯ3ÏÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÍÌÈÛÜÙÌɯɁÛÏÐÊÒÓàɯÏÜng drapes so sea blue that to touch 

                                                      

133 1ÐÊÏÈÙËɯ'ÈÙÙÐÕÎÛÖÕȮɯɁ&ÙÈÊÌÓÈÕËȯɯ(ÔÈÎÌÚɯÖÍɯÈɯ%ÈÓÓÌÕɯ*ÐÕÎɂɯThe Washington Post (December 10, 1983): D4. 
134 'ÈÙÙÐÕÎÛÖÕȮɯɁ&ÙÈÊÌÓÈÕËȮɂɯ#ƙȭ 
135 Ibid.  
136 'ÈÙÙÐÕÎÛÖÕȮɯɁ&ÙÈÊÌÓÈÕËȮɂɯ#ƙȭ 
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ÛÏÌÔɯÐÚɯÛÖɯÊÖÔÌɯÈÞÈàɯÞÌÛɂɯÈÕËɯÎÖÓËɯÓÌÈÍɯÌÕÊÈÚÐÕÎɯÌÝÌÙàɯÐÕÊÏɯÖÍɯÈɯƝ-foot grand piano. 137  

But if the Graceland series was thick with bright color, some of the photographs in the 

Ɂ$ÓÌÊÛÐÖÕɯ$ÝÌɂɯÚÌÙÐÌÚɯÞÌÙÌɯÚÜÉËÜÌËɯȹÍÐÎÜÙÌɯƖƚ).138    

 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 

Ɂ&ÙÐÕËÏÖÜÚÌɂɯɬ ÛÏÌɯÛÙÈÚÏàɯÔÖÝÐÌɯÏÖÜÚÌÚɯÞÐÛÏɯËÖÜÉÓÌɯÍÌÈÛÜÙÌÚɯÛÙÈÍÍÐÊÒÐÕÎɯÐÕɯɁÊÏÌÌÚàȮɯ

disre×ÜÛÈÉÓÌɯ×ÓÌÈÚÜÙÌÚȮɂɯÈÚɯNew York Times film critic A.O Scott put it. These were, in 

2ÊÖÛÛɀÚɯÞÖÙËÚȯ 

   cheap, nasty slasher films, sleazy 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.139 

 

 

                                                      

137 'ÈÙÙÐÕÎÛÖÕȮɯɁ&ÙÈÊÌÓÈÕËȯɯ(ÔÈÎÌÚɯÖÍɯÈɯ%ÈÓÓÌÕɯ*ÐÕÎɂɯThe Washington Post (December 10, 1983): D1. 
138 Two different printing techniques ɬ dye transfer versus C-print ɬ signal two different chromatic moods 

and modes of the photographer.  In direct contrast to the use of dye transfer in the Graceland series, 

Eggleston though the C-×ÙÐÕÛɯÞÈÚɯÔÖÙÌɯÈ××ÙÖ×ÙÐÈÛÌɯÍÖÙɯÏÐÚɯƕƝƛƚɯɁ$ÓÌÊÛÐÖÕɯ$ÝÌɂɯ×ÙÖÑÌÊÛȭɯRolling Stone 

commissioned this asÚÐÎÕÔÌÕÛȮɯÞÏÐÊÏɯÞÈÚɯÛÖɯ×ÏÖÛÖÎÙÈ×ÏɯÐÕɯÈÕËɯÈÙÖÜÕËɯ)ÐÔÔàɯ"ÈÙÛÌÙɀÚɯÏÖÔÌÛÖÞÕɯÖÍɯ

Plains, in Sumter County, Georgia. Eggleston made the pictures in October, 1976, just weeks before Carter 

ÞÈÚɯÌÓÌÊÛÌËɯ×ÙÌÚÐËÌÕÛȭɯɁ ÚɯÈɯ2ÖÜÛÏÌÙÕÌÙȮɂɯÑÖÜÙÕÈÓÐÚÛɯ1ÐÊÏÈÙËɯ!ȭɯ6ÖÖËÞÈÙËɯÞÙÖÛÌȮɯ$ÎÎÓÌÚÛÖÕɯɁÚÌÌÔÌËɯÐËÌÈÓɯ

ÛÖɯ×ÏÖÛÖÎÙÈ×Ïɯ)ÐÔÔàɯ"ÈÙÛÌÙɯÐÕɯÏÐÚɯÏÖÔÌÛÖÞÕȭɯ!ÜÛɯ$ÎÎÓÌÚÛÖÕɯËÐËÕɀÛɯÛÈÒÌɯÈɯÚÐÕÎÓÌɯ×ÐÊÛÜÙÌɯÖÍɯÛÏÌɯ"ÈÙÛÌÙɯÍÈÔÐÓàɯ

ÈÕËɯÔÈÕÈÎÌËɯ×ÙÌÊÐÖÜÚɯÍÌÞɯÖÍɯ/ÓÈÐÕÚȭɂɯ$ÎÎÓÌÚÛÖÕɯÐÕÚÛÌÈËɯ×ÏÖÛÖÎÙÈ×ÏÌËɯÛÙÌÌÚȮɯÉÜÚÏÌÚȮ ditches, fences, and 

roads, apparently making no effort to give  Rolling Stone editor 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.  C-Prints are a lot less trouble to make, Eggleston told a writer for the British Journal of 

Photographyȭɯ3ÏÌàɯÈÓÚÖɯɁÎÐÝÌɯÔÖÙÌɯÈÊÊÜÙÈÛÌȮɯÈÊÙÖÚÚ-the-board representation of all the values and colors in a 

×ÈÙÛÐÊÜÓÈÙɯÐÔÈÎÌȭɂ 
139  ȭ.ȭɯ2ÊÖÛÛȮɯɁ!ÈÊÒɯÛÖɯÛÏÌɯȹ#ÖÜÉÓÌȺɯ%ÌÈÛÜÙÌɂɯThe New York Times (April 6, 2007). 
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   The seediness of the grindhouse extended beyond the B-movie frame into 

blockbuster Hollywood fare. The reception of the Martin Scorsese film, Taxi Driver, 

ÙÌÓÌÈÚÌËɯÐÕɯ%ÌÉÙÜÈÙàɯƕƝƛƚȮɯÍÖÜÙɯÔÖÕÛÏÚɯÉÌÍÖÙÌɯ$ÎÎÓÌÚÛÖÕɀÚɯÌßÏÐÉÐÛÐÖÕȮɯÚÜÎÎÌÚÛÚɯÈɯ

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 as a 

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 

+ÖÜÐÚÌɯ#Èàɯ'ÐÊÒÚȮɯɁ3ÏÌÙÌɯÈÙÌɯÈÛɯÓÌÈÚÛɯƕƔƔɯÉÓÈÊÒɯ×ÌÖ×ÓÌɯÞÈÓÒÐÕÎɯÈÙÖÜÕËɯÐÕɯÛÏÌɯÉÓÈÊÒɯ

comÔÜÕÐÛàɯÞÏÖɯÏÈÝÌɯÒÐÓÓÌËɯÞÏÐÛÌɯ×ÌÖ×ÓÌɯÐÕɯÛÏÌɯÓÈÚÛɯÛÞÖɯàÌÈÙÚȭɂ140 In BroÖÒÓàÕɀÚɯÞÏÐÛÌȮɯ

working class Canarsie neighborhood, residents relayed mythical accounts of black 

people mugging white people and cornering them on elevators. 141Television spots for 

the Nixon ÌÓÌÊÛÐÖÕɯÊÈÔ×ÈÐÎÕɯ×ÙÌàÌËɯÜ×ÖÕɯÛÏÌɯ2ÐÓÌÕÛɯ,ÈÑÖÙÐÛàɀÚɯÍÌÝÌÙɯËÙÌÈÔÚɯÖÍ 

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 1,691 in 1972.142   

  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. 

%ÐÓÔɯÊÙÐÛÐÊɯ)ȭɯ'ÖÉÌÙÔÈÕɀÚɯÓÖÖÒɯÉÈÊÒɯÈÛɯTaxi Driver in 2011 evokes a lingering whiff of the 

morally aimless, sensationalistic, violent feel of 1970s New York City: 

  Ɂȱthe Checker cabs are gone as are the taxi garages at the end of  

   57th street and the all-night Belmore cafeteria. Times Square has been  

   sanitized, the pestilent combat zone at Third Avenue and 13 th Street  

   where Iris peddles her underage charms have long since been gentrified.  

   -ÌÞɯ8ÖÙÒɯÐÚɯÕÖɯÓÖÕÎÌÙɯÛÏÌɯ×ÓÈÕÌÛɀÚɯËÌÚÐÎÕÈÛÌËɯ'ÌÓÓɯÖÕɯ$ÈÙÛÏȱȭ-Öɯ 

                          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 ɬ not to mention the promise of apocalyptic re ligion  

   ɬ ÈÓÓɯÙÌÔÈÐÕȭɂ143 

   

   

  Taxi DriverȮɯÞÙÐÛÌÚɯ'ÖÉÌÙÔÈÕȮɯÐÚɯɁÉÙÐÓÓÐÈÕÛɯÈÕËɯàÌÛɯÙÌ×ÌÓÓÌÕÛȮɯÈÛɯÛÐÔÌÚɯÌÝÌÕɯ

ÏÈÛÌÍÜÓɂɯȹÈɯËÌÚÊÙÐ×ÛÐÖÕɯÛÏÈÛɯÚÖÜÕËÚɯÙÌÔÈÙÒÈÉÓàɯÍÈÔÐÓÐÈÙɯÛÖɯÚÖÔÌɯÖÍɯÛÏÌɯÊÙÐÛÐÊÐÚÔÚɯÖÍɯ

$ÎÎÓÌÚÛÖÕɀÚɯÌßÏÐÉÐÛÐÖÕɯÈÛɯ,Ö, ɯÐÕɯ,ÈàɯÖÍɯƕƝƛƚɯɬ New York Times critic Gene Thornton 

ÊÈÓÓÌËɯÐÛɯÛÏÌɯɁÔÖÚÛɯÏÈÛÌËɯÚÏÖÞɯÖÍɯÛÏÌɯàÌÈÙɂȺȭɯTaxi Driver was the 12th top-grossing movie 

ÖÍɯƕƝƛƚȮɯàÌÛȮɯÓÐÒÌɯ$ÎÎÓÌÚÛÖÕɀÚɯÚÏÖÞȮɯÐÛɯÐÕÚ×ÐÙÌËɯÈÕɯɁÜÕËÌÙÚÛÈÕËÈÉÓÌɯÈÔÉÐÝÈÓÌÕÊÌȮɂɯ

                                                      

142 +ÌÖÕÈÙËɯ!ÜËÌÙȮɯɁ*ÐÓÓÐÕÎÚɯÐÕɯ%ÈÔÐÓÐÌÚɯÈÙÌɯ1Ì×ÖÙÛÌËɯ1ÐÚÐÕÎȯɯ-ÌÞɯ8ÖÙÒɯ/ÖÓÐÊÌɯ2ÛÜËàɯ ÓÚÖɯ%ÐÕËÚɯ,ÜÙËÌÙÚɯ

"ÖÔÔÐÛÛÌËɯÉàɯ2ÛÙÈÕÎÌÙÚɯ(ÕÊÙÌÈÚÌËɯ ÍÛÌÙɯ#ÌÊÓÐÕÌɯÐÕɯƕƝƛƚȮɂɯNew York Times, June 25, 1978. The report also 

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 

ÞÈÚɯÈɯÍÈÔÐÓàɯÔÌÔÉÌÙɯÖÍɯÛÏÌɯÝÐÊÛÐÔȮɯÖÙɯÏÈËɯÈÕɯÖÛÏÌÙÞÐÚÌɯɁÊÓÖÚÌɯ×ÌÙÚÖÕÈÓɯÙÌÓÈÛÐÖÕÚÏÐ×ɂɯÞÐÛÏɯÛÏÌɯÝÐÊÛÐÔ 
143 Hoberman. 
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ÈÊÊÖÙËÐÕÎɯÛÖɯ'ÖÉÌÙÔÈÕȭɯ(ÛɯÞÈÚɯɁÕÖÛɯÑÜÚÛɯÈɯÏÐÛȮɯÉÜÛȮɯÓÐÒÌɯPsycho or Bonnie and Clyde, an 

event in American popular culture ɬ ×ÌÙÏÈ×ÚɯÌÝÌÕɯÈÕɯÐÕÛÌÙÝÌÕÛÐÖÕȭɂɯ144  

  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 Times of London in 1976 David Robinson 

ÚÜÎÎÌÚÛÌËɯÛÏÈÛɯÛÏÌɯÍÐÓÔɀÚɯÍÖÊÜÚɯÖÕɯ!ÐÊÒÓÌɀÚɯÚÖÓÐÛÈÙàɯÙÖÜÛÐÕÌÚɯɬ ɁÛÏÌɯËÐÈÙàɯÞÏÐÊÏɯÐÚɯÏÐÚ only 

confidant, the endless driving through the coloured streamers of the city lights, the 

ÔÖÕÖÛÖÕÖÜÚɯÊÓÐÊÒÐÕÎɯÖÍɯÛÏÌɯÔÌÛÌÙȮɯÛÏÌɯÚÜÊÊÌÚÚÐÖÕɯÖÍɯÍÈÙÌÚȱȭÛÏÌɯÙÐÛÜÈÓɯÕÐÉÉÓÐÕÎɯÖÍɯÉÐÛÚɯÖÍɯ

bread soaked in cherry brandy, the mad method of the preparation of his me chanical 

armoury ɬ ÎÐÝÌÚɯÏÐÔɯÛÏÌɯ×ÙÐÝÈÛÌɯÊÏÈÙÈÊÛÌÙɯÖÍɯÈɯ!ÙÌÚÚÖÕɯÏÌÙÖȭɂ145 Such a description 

ÌÊÏÖÌÚɯ2áÈÙÒÖÞÚÒÐɀÚɯÈÚÚÌÚÚÔÌÕÛɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÐÕÊÌÚÚÈÕÛÓàɯ×ÙÐÝÈÛÌȮɯÐËÐÖÚàÕÊÙÈÛÐÊȮɯÈÕËɯ

morally ambivalent character in both his work and his public persona. 146  

  One oÍɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÍÌÈÛÜÙÌËɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯÌßÏÐÉÐÛÐÖÕɯÈÕËɯ×ÜÉÓÐÚÏÌËɯÐÕɯ

6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌȮɯÛÐÛÓÌËɯɁ&ÙÌÌÕÞÖÖËȮɯ,ÐÚÚÐÚÚÐ××ÐȮɯÊȭɯƕƝƛƖɂɯÓÖÖÒÚɯÝÌÙàɯÚÐÔÐÓÈÙɯÛÖ 

the wretched flophouse where Bickle (Robert DeNiro) carries out his warped vigilante 

                                                      

144 'ÖÉÌÙÔÈÕȮɯ)ȭɯɁƗƙɯ8ÌÈÙÚɯ+ÈÛÌÙȮɯ3ÈßÐɯ#ÙÐÝÌÙɯ2ÛÐÓÓɯ2ÛÜÕÚȮɂɯThe Village Voice, March 16, 2011. 
145 #ÈÝÐËɯ1ÖÉÐÕÚÖÕȮɯɁ#ÖÞÕɯ3ÏÌÚÌɯ,ÌÈÕɯ2ÛÙÌÌÛÚȮɂɯThe Times, Friday, August 20, 1976. 
146 #ÈÝÐËɯ1ÖÉÐÕÚÖÕɯÞÙÐÛÌÚɯÛÏÈÛɯ!ÐÊÒÓÌɯɁÎÈáÌÚɯÐÕɯÌß×ÙÌÚÚÐÖÕÓÌÚÚɯËÐÚÛÈÚÛÌɯÖÕɯÛÏÌɯÏÜÔÈÕɯËÌÛÙÐÛÜÚȮɯÛÏÌɯ

prostitutes, pimps, pushers, pleasure seekers and pleasure vendors.146 Every night when he has brought in 

his cab and cleaned out the filthy leavings of his custoÔÌÙÚȮɯÏÌɯÓÐÚÛÌÕÚɯÛÖɯÏÐÚɯÍÌÓÓÖÞɯËÙÐÝÌÙÚɀɯÖÞÕɯÏÖÙÙÖÙɯ

ÚÛÖÙÐÌÚɯÖÍɯÛÏÌɯÊÐÛàȭɂ146 
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justice in defense of an underage prostitute named Iris (Jodi Foster) (figure 27).147 In 

$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏȮɯÈɯÙÌË-tinged haze of sex and sleaze overlays a nude man 

standing and scratching his head near a rumpled, unmade bed, surrounded by primitive 

black graffiti ȹÛÏÌɯÞÖÙËɯɁ&ÖËɂɯÐÚ most prominent in the scrawl).  The photo (and 

$ÎÎÓÌÚÛÖÕɀÚɯɁ1ÌËɯ"ÌÐÓÐÕÎɂɯ×ÏÖÛÖÎÙÈ×ÏɯÈÚɯÞÌÓÓȺɯalso calls to mind the red of the porno 

theater Bickle frequents between night drives in his cab. 

   ÚɯÐÛɯËÖÌÚɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯred room photographs, the intensity of the color in Taxi 

Driver ɬ the neon of the streetlights, the dirty red velvet porn theater seating ɬ immerse 

the viewer in degeneracy and the grotesque. The revoltingly pornographic saturation of 

ÛÏÌɯÉÓÖÖËɯÚ×ÓÈÛÛÌÙÌËɯÖÕɯ!ÐÊÒÓÌɀÚɯÉÐáÈÙÙely mohawked head and the dead bodies of pimps 

and Johns in the final massacre sequence of Taxi 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 color in the final sequence in an effort to insulate 

the audience from the scene and obtain an R rating. The film negative was edited to 

ɁÙÈËÐÊÈÓÓàɯÚÏÐÍÛɯÛÏÌɯÚÊÌÕÌɀÚɯÊÖÓÖÙɯÝÈÓÜÌÚɂɯÈÕËɯto ÙÌÕËÌÙɯÐÛɯÐÕɯɁÈɯÓÌÚÚɯÙÌ×ÙÌÚÌÕÛÈÛÐÖÕÈÓɯ

ÓÐÎÏÛȮɂɯÈÊÊÖÙËÐÕÎɯÛÖɯÈɯƖƔƕƕɯWall Street Journal report by Bruce Bennett on the digital 

                                                      

147 Bickle massacres the pimps and johns he believes are preying upon the 12-year-old Iris (Jody Foster) in a 

hallucinatory bloodbath.  
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restoration of the film by Sony Pictures. 148   

  2áÈÙÒÖÞÚÒÐɀÚɯÈÛÛÌÔ×ÛɯÛÖɯÊÖÕÛÙÖÓɯÛÏÌɯÝÐÌÞÌÙɀÚɯ×ÌÙÊÌ×ÛÐÖÕɯÖÍɯÊÖÓÖÙɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯ

ÞÖÙÒɯÞÈÚɯÈÕɯÐÔ×ÖÙÛÈÕÛɯÊÙÐÛÐÊÈÓɯÔÈÕÌÜÝÌÙȮɯÎÐÝÌÕɯÊÖÓÖÙɀÚɯ×ÖÞÌÙɯÛÖɯÚÏÖÊÒɯÈÕËɯÈwe in the 

1970s. Color had a foul reputation (if sometimes overstated in the arts media) among 

ɁÚÌÙÐÖÜÚɂɯÈÙÛɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚȭɯɁ"ÖÓÖÙȮɂɯ6ÈÓÒÌÙɯ$ÝÈÕÚɯÏÈËɯÞÙÐÛÛÌÕɯÐÕɯƕƝƚƝȮɯɁÛÌÕËÚɯÛÖɯ

ÊÖÙÙÜ×Ûɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÕËɯÈÉÚÖÓÜÛÌɯÊÖÓÖÙɯÊÖÙÙÜ×ÛÚɯÐÛɯÈÉÚÖÓÜÛÌÓàȭɂ 

  Consider the way color film usually renders blue sky, green  

   ÍÖÓÐÈÎÌȮɯÓÐ×ÚÛÐÊÒɯÙÌËȮɯÈÕËɯÛÏÌɯÒÐËËÐÌɀÚɯ×ÓÈàÚÜÐÛȭɯ3ÏÌÙÌɯÈÙÌɯÍÖÜÙɯ 

   simple words for the matter, which must be whispered: color  

   photography is vulgar. When the point of a picture subject is precisely 

   its vulgarity or its color -ÈÊÊÐËÌÕÛɯÛÏÙÖÜÎÏɯÔÈÕɀÚɯÏÈÕËȮɯÕÖÛɯ&ÖËɀÚȮɯ 

   then only can color film be used validly. 149 

 

  Many fine arts photographers had avoided color photography due to the 

compositional challenges it presented and its lack of archival stability. Serious 

×ÙÈÊÛÐÛÐÖÕÌÙÚɯÖÍɯÛÏÌɯÔÌËÐÜÔɯÙÌÎÈÙËÌËɯÊÖÓÖÙɯÈÚɯɁËÐÚÛÙÈÊÛÐÕÎɂɯÈÕËɯÚÜ×ÌÙÍÓÜÖÜÚȭɂ150 There 

ÞÌÙÌɯÛÌÊÏÕÐÊÈÓɯÓÐÔÐÛÈÛÐÖÕÚɯÛÖɯÊÖÓÖÙȭɯɁ(ÕɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàȮɂɯ ȭ#ȭɯ"ÖÓÌÔÈÕɯÞÙÖÛÌɯÐÕɯƕƝƜƖȮɯ

                                                      

148 !ÙÜÊÌɯ!ÌÕÕÌÛÛȮɯɁ%ÐÓÔɯ1ÌÝÐÌÞÚȯɯȿ3ÈßÐɯ#ÙÐÝÌÙȭɀɯ Û ƗƙȮɯȿ3ÈßÐɯ#ÙÐÝÌÙɯ$ÕÛÌÙÚɯÈɯ#ÐÎÐÛÈÓɯ ÎÌȮɂɯWall Street Journal, 

March 16, 2011 
149 6ÈÓÒÌÙɯ$ÝÈÕÚȮɯɁ/ÏÖÛÖÎÙÈ×ÏàȮɂɯÐÕɯ+ÖÜÐÚɯ*ÙÖÕÌÕÉÌÙÎÌÙȮɯÌËȭȮɯQuality: Its Image in the Arts (Balance House, 

1969) 208. 
150 Ɂ3ÏÌàɯ2ÈÐËȮɯÉÖÖÒɯÙÌÝÐÌÞÚȮɂɯArt Direction (August 1976): 60. Ɂ3ÏÌɯÈËËÐÛÐÖÕÈÓɯ×ÙÖÉÓÌÔɯÖÍɯÊÖÓÖÙɯÏÈÚɯ

constituted a distracting and irresolvable superfluity for many photographers and viewers alike. At best, we 

ÏÈÝÌɯÍÌÓÛɯÛÏÈÛɯÊÖÓÖÙɯÐÕÛÙÜËÌÚɯÜ×ÖÕɯÈÕËɯÊÖÕÍÜÚÌÚɯÛÏÌɯËÌÓÐÊÈÛÌɯÌÓÌÔÌÕÛɯÖÍɯÍÖÙÔȭɂ 
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ɁÐÔÈÎÌɯËÌÊÈàɯÚÌÌÔÚɯÛÖɯÉÌɯÐÕÏÌÙÌÕÛɯÐÕɯÛÏÌɯÔÈÛÌÙÐÈÓÚȭɂ151  The first pr ints made from 

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.152 By the late 1960s, the longevity of chromogenic prints had begun to 

improve  and the Swiss company, Ciba-Geigny Corporation, had introduced the 

Cibachrome printing process to the market. Yet even the dye transfer printing process 

used in advertising had a relatively  ÚÏÖÙÛɯÓÐÍÌÚ×ÈÕȭɯɁ ÓÓɯËàÌÚȮɯÐÕɯÛÐÔÌȮɯÞÐÓÓɯÍÈËÌȮɂɯÞÙÖÛÌɯ

2ÌÈÕɯ"ÈÓÓÈÏÈÕȮɯÐÕɯÏÐÚɯÙÌÝÐÌÞɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÌßÏÐÉÐÛɯÍÖÙɯNew York ÔÈÎÈáÐÕÌȭɯɁ ɯÕÌÎÈÛÐÝÌɯ

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 Americans (1959) 

ÏÈËɯËÌÊÓÈÙÌËɯÛÏÈÛɯɁÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯÈÙÌɯÛÏÌɯÊÖÓÖÙÚɯÖÍɯ×ÏÖÛÖÎÙÈ×Ïàȭɂɯ1ÖÓÈÕËɯ!ÈÙÛÏÌÚɯ

×ÙÖÊÓÈÐÔÌËɯÛÏÈÛɯÏÌɯÈÓÞÈàÚɯÍÌÓÛɯÊÖÓÖÙɯÞÈÚɯɁÈɯÊÖÈÛÐÕÎɯÈ××ÓÐÌËɯÓÈÛÌÙɯÖÕɯÛÖɯÛÏÌɯÖÙÐÎÐÕÈÓɯÛruth 

of the black-and-white photograph. For me, colour is an artifice, a cosmetic (like the kind 

used to paint corpses).ɂ154 A 1981 photography catalogue published by the New York -

                                                      

151  ȭ#ȭɯ"ÖÓÌÔÈÕȮɯɁ(Úɯ"ÙÐÛÐÊÐÚÔɯÖÍɯ"ÖÓÖÙɯ/ÏÖÛÖÎÙÈ×Ïàɯ/ÖÚÚÐÉÓÌȳɂɯÐÕɯTarnished Silver: After the Photo Boom: 

Essays on Photography and Related Matters 1979-1989 (New York: Midmarch Arts Press, 1996): 127. 
152 2ÈÙÈÏɯ$ÙÕÐÚÚÌȮɯɁ"ÏÙÖÔÖÎÌÕÐÊɯ(ÕÍÖÙÔÈÛÐÖÕȮɂɯ3ÏÌɯ1àÌÙÚÖÕɯ/ÏÖÛÖÎÙÈ×ÏÐÊɯ/ÙÌÚÌÙÝÈÛÐÖÕɯÈÕËɯCollections 

Management Program, http://www.imagearts.ryerson.ca/topographica/About%20Us.html. According to 

$ÙÕÐÚÚÌȮɯ*ÖËÈÒɀÚɯÉÖßɯÖÍɯÍÐÓÔɯÙÌÈËɯɁ2ÐÕÊÌɯÊÖÓÖÙɯËàÌÚɯÔÈàɯÊÏÈÕÎÌɯÖÝÌÙɯÛÐÔÌȮɯÛÏÐÚɯ×ÙÖËÜÊÛɯÞÐÓÓɯÕÖÛɯÉÌɯÙÌ×ÓÈÊÌËɯ

for, or otherwise warranted against, any ÊÏÈÕÎÌɯÐÕɯÊÖÓÖÙȭɂ 
153 2ÌÈÕɯ"ÈÓÓÈÏÈÕȮɯɁ,., ɯ+ÖÞÌÙÚɯÛÏÌɯ"ÖÓÖÙɯ!ÈÙȮɂɯNew York (June 28, 1976): 75. 
154 Roland Barthes, Camera Lucida: Reflections on Photography (New York: Hill & Wang, 1982), Chapter 35.  
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based LIGHT gallery referred to color photography ɬ ɁÛÏÌɯÓÈÕËÚÊÈ×ÌɯÖÍɯÌßÖÛÐÊɯÉeauty 

ÈÕËɯÓÜßÜÙÐÈÕÛɯÊÖÓÖÙɂɭ  ÈÚɯɁÖÕÌɯÖÍɯÛÏÌɯÍÌÞɯÈÙÌÈÚɯÖÍÛÌÕɯÊÖÕÚÐËÌÙÌËɯÖÜÛÚÐËÌɯÛÏÌɯËÖÔÈÐÕɯÖÍɯ

ÛÏÌɯÚÌÙÐÖÜÚɯÊÙÌÈÛÐÝÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙȭɂ155 Yet color work was included for nine out of 31 

photographers published in the LIGHT catalogue, indicating that artists were me eting 

the challenge of color head-on.  

  In his essay for 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ, Szarkowski asked viewers to imagine 

ÛÏÌɯÊÏÈÖÚɯÛÏÈÛɯÌÕÚÜÌËɯÞÏÌÕɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯÞÏÖɯÏÈËɯÚ×ÌÕÛɯɁÈɯÊÌÕÛÜÙàɯÓÌÈÙÕÐÕÎɯÏÖÞɯÛÖɯ

ÜÚÌɯÏÐÚɯÔÌËÐÜÔɯÐÕɯÔÖÕÖÊÏÙÖÔÌɂɯÞÈÚɯÚÜËËÌÕÓàɯÎÐÝÌÕɯɁcheap and virtually foolproof 

ÊÖÓÖÙɯÍÐÓÔȭɂɯ3ÏÌɯɁÛÌÊÏÕÐÊÈÓɯÎÌÕÐÜÚÌÚɯÞÏÖɯËÌÝÌÓÖ×ÌËɯÛÏÐÚɯÞÖÕËÌÙÍÜÓɯÈËÝÈÕÊÌɯÈÚÚÜÔÌËȮɯ

ÕÈÛÜÙÈÓÓàȮɯÛÏÈÛɯÔÖÙÌɯÞÈÚɯÉÌÛÛÌÙȮɂɯ2áÈÙÒÖÞÚÒÐɯÞÙÖÛÌȮɯɁÈÕËɯÛÏÈÛɯÛÏÌɯÖÓËɯ×ÐÊÛÜÙÌÚɯ×ÓÜÚɯÊÖÓÖÙɯ

ÊÖÜÓËɯÖÕÓàɯÉÌɯÔÖÙÌɯÕÈÛÜÙÈÓȭɂ156 But photographers knew that the old pictures were not 

ÕÈÛÜÙÈÓɯÛÖɯÉÌÎÐÕɯÞÐÛÏȮɯÈÕËɯÍÖÙɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯÞÏÖɯËÌÔÈÕËÌËɯɁÍÖÙÔÈÓɯÙÐÎÖÙɂɯÍÙÖÔɯÏÐÚɯ

×ÐÊÛÜÙÌÚȮɯɁÊÖÓÖÙɯÞÈÚɯÈÕɯÌÕÖÙÔÖÜÚɯÊÖÔ×ÓÐÊÈÛÐÖÕɯÖÍɯÈɯ×ÙÖÉÓÌÔɯÈÓÙÌÈËàɯÊÙÜÌÓÓàɯËÐÍÍÐÊÜÓÛȭɂɯ

Most professionals, Szarkowski explained, used color ÖÕÓàɯÞÏÌÕɯ×ÈÐËɯÛÖȮɯɁËÖÐÕÎɯÛÏÌÐÙɯ

ÝÌÙàɯÉÌÚÛȮɯÞÐÛÏÖÜÛɯØÜÐÛÌɯÒÕÖÞÐÕÎɯÞÏÈÛɯÛÏÌàɯÔÌÈÕÛɯÉàɯÛÏÈÛȭɂ157 Most color photography, 

ÍÖÙɯÛÏÐÚɯÙÌÈÚÖÕȮɯÏÈÚɯÉÌÌÕɯɁ×ÜÌÙÐÓÌȮɂɯ2áÈÙÒÖÞÚÒÐɯÊÓÈÐÔÌËȭɯ(ÛɀÚɯÉÌÌÕɯɁÌÐÛÏÌÙɯÍÖÙÔÓÌÚÚɯÖÙɯ

×ÙÌÛÛàȭɯɁ6ÏÐÓÌɯÌËÐÛÐÕÎɯËÐÙÌÊÛÓàɯÍÙÖÔɯÓÐÍÌȮɯ×ÏÖÛÖÎÙÈ×Ïers have found it too difficult to see 

                                                      

155 LIGHT (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 Ibid.  
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ÚÐÔÜÓÛÈÕÌÖÜÚÓàɯÉÖÛÏɯÛÏÌɯÉÓÜÌɯÈÕËɯÛÏÌɯÚÒàȭɂ158 

  It took several years for Szarkowski to raise the money for the Eggleston 

exhibition and 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌȭɯ$ÎÎÓÌÚÛÖÕɯÏÈËɯÈ××ÌÈÙÌËɯɁÖÜÛɯÖÍɯÛÏÌɯÉÓÜÌɂɯÈÛɯ

MoMA one da y in the late 1960s, and Szarkowski claimed not to have known he existed 

before then.159 The well-dressed, aristocratic southerner was carrying a set of black and 

ÞÏÐÛÌɯ×ÙÐÕÛÚɯÈÕËɯÈɯÚÜÐÛÊÈÚÌɯÍÜÓÓɯÖÍɯɁËÙÜÎÚÛÖÙÌɂɯÊÖÓÖÙɯ×ÙÐÕÛÚȭɯɯ2áÈÙÒÖÞÚÒÐɯÞÌÕÛɯÉÌÍÖÙÌɯÏÐÚɯ

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 

showed a ɁÞÏÖÓÓàɯÚÜÊÊÌÚÚÍÜÓɯÜÚÌɯÖÍɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×Ïàȭɂɯ!ÜÛȮɯÈÊÊÖÙËÐÕÎɯÛÖɯ1ÐÊÏÈÙËɯ!ȭɯ

Woodward, the photography committee remained unconvinced. 160 

  Szarkowski was the most important figure in art photography during the 1960s 

and 1970s.  New York Times critic Hilton K ÙÈÔÌÙɯÊÈÓÓÌËɯÏÐÔɯɁÕÖÛɯÖÕÓàɯÖÕÌɯÖÍɯÖÜÙɯÓÌÈËÐÕÎɯ

ÈÜÛÏÖÙÐÛÐÌÚɯÐÕɯÛÏÌɯÏÐÚÛÖÙàɯÖÍɯ×ÏÖÛÖÎÙÈ×ÏàɯÉÜÛɯÈÓÚÖɯÖÕÌɯÖÍɯÖÜÙɯÉÌÚÛɯÞÙÐÛÌÙÚɯÐÕɯÛÏÐÚɯÍÐÌÓËȭɂ161 

Another New York Times ÊÙÐÛÐÊȮɯ&ÌÕÌɯ3ÏÖÙÕÛÖÕȮɯÞÙÖÛÌɯÛÏÈÛɯɁÕÖɯÖÕÌɯÏÈÚɯÉÌÌÕɯÔÖÙÌɯ

                                                      

158 Ibid, 8-9.  
159 1ÐÊÏÈÙËɯ!ȭɯ6ÖÖËÞÈÙËȮɯɁ,ÌÔ×ÏÐÚɯ!ÌÈÜɂɯVanity Fair (October 1991): 242. 
160 Ibid . 
161 "ÏÙÐÚÛÖ×ÏÌÙɯ/ÏÐÓÓÐ×ÚȮɯɁ3ÏÌɯ)ÜËÎÔÌÕÛɯ2ÌÈÛɯÖÍɯ/ÏÖÛÖÎÙÈ×ÏàȮɂɯOctober Vol. 22 (Autumn 1982), 27-63; 30. 

Please see Phillips for an excellent description  ÖÍɯÛÏÌɯ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɀÚɯÙÖÓÌɯÚÐÕÊÌɯÛÏÌɯƕƝƗƔÚɯÐÕɯÎÌÛÛÐÕÎɯ

ÈÊÊÌ×ÛÈÕÊÌɯÍÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÚɯÈɯɁÍÜÓÓ-fledgeËɯÔÜÚÌÜÔɯÈÙÛȭɂɯ Úɯ/ÏÐÓÓÐ×ÚɯÌß×ÓÈÐÕÚȮɯ-ÌÞÏÈÓÓɀÚɯÌßÏÐÉÐÛÐÖÕȮɯ

Ɂ/ÏÖÛÖÎÙÈ×ÏàɯƕƜƗƝɯɬ ƕƝƗƛɂɯÐÚɯÜÚÜÈÓÓàɯÙÌÍÌÙÙÌËɯÛÖɯÈÚɯɁÈɯÊÙÜÊÐÈÓɯÚÛÌ×ɯÐÕɯÛÏÌɯÈÊÊÌ×ÛÈÕÊÌɯÖÍɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÚɯÈɯ

full -ÍÓÌËÎÌËɯÔÜÚÌÜÔɯÈÙÛȭɂȹ/ÏÐÓÓÐ×ÚȮɯƗƕȺ 
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successful than he [Szarkowski] in bringing the work of previously unknown 

×ÏÖÛÖÎÙÈ×ÏÌÙÚɯÛÖɯ×ÜÉÓÐÊɯÈÛÛÌÕÛÐÖÕȭɯ(ÛɯÐÚɯÏÌȱÞÏÖɯÕÌÊÌÚÚÈÙÐÓàɯËÖÔÐÕÈÛÌÚɯÈÕàɯÚÌÙÐÖÜÚɯ

ËÐÚÊÜÚÚÐÖÕɯÖÍɯ ÔÌÙÐÊÈÕɯ×ÏÖÛÖÎÙÈ×ÏàɯÛÖËÈàȭɂ162 In 1976, Callahan complained that 

ÌÝÌÙàÖÕÌɯɁÛÈÒÌÚɯ2áÈÙÒÖÞÚÒÐɯÛÖÖ ÚÌÙÐÖÜÚÓàɯÛÏÌÚÌɯËÈàÚɂɯÈÕËɯÊÖÕtinued : 

 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 

ÝÐÌÞÌÙÚɀɯÌß×ÌÊÛÈÛÐÖÕÚɯÞÐÛÏɯÙÌÚ×ÌÊÛɯÛÖɯ×ÏÖÛÖÎÙÈ×ÏàɯÚÐÕÊÌɯ!ÌÈÜÔÖÕÛɯ-ÌÞÏÈÓÓɀÚɯ

appointment as the first cura tor of photography in 1940. Newhall had called for a study 

ÖÍɯ×ÏÖÛÖÎÙÈ×ÏàɯÉÈÚÌËɯÖÕɯÛÏÌɯÊÖÕÕÖÐÚÚÌÜÙɀÚɯÊÜÓÛÐÝÈÛÌËȮɯËÐÚÊÙÐÔÐÕÈÛÐÕÎɯÛÈÚÛÌɯÈÕËɯÛÏÌɯ

ÊÈÕÖÕÐáÈÛÐÖÕɯÖÍɯɁÔÈÚÛÌÙÚɯÖÍɯ×ÏÖÛÖÎÙÈ×Ïàɂɭan art history of photography, according to 

                                                      

162 &ÌÕÌɯ3ÏÖÙÕÛÖÕȮɯɁ/ÏÖÛÖÎÙÈ×Ïàɯ5ÐÌÞȯɯ%ÖÙÔÈÓÐÚÔɯ5ÌÙÚÜÚɯ'ÜÔÈÕÐÚÔȭɂɯNew York Times (May 20, 1979)  31. 
163 2ÌÈÕɯ"ÈÓÓÈÏÈÕȮɯɁ,., ɯ+ÖÞÌÙÚɯÛÏÌɯ"ÖÓÖÙɯ!ÈÙȯɯ2áÈÙÒÖÞÚÒÐɀÚɯ2ÏÖÞɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ6ÖÙÒɯÐÚɯ2ÜÙÌɯÛÖɯ2×ÜÙɯ

!ÜàÌÙÚɯÛÖɯ"ÖÕÚÐËÌÙɯ"ÖÓÖÙɯ/ÏÖÛÖÎÙÈ×ÏÚɯÈÚɯ(ÛÌÔÚɯÖÍɯ"ÖÓÓÌÊÛÐÉÓÌɯ,ÌÙÐÛɂɯNew York (June 28, 1976): 75. 
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art historian Christopher Phi llips. 164 The concepts of rarity, authenticity, and personal 

expression were privileged in the texts accompanying the first MoMA exhibition staged 

Éàɯ-ÌÞÏÈÓÓɯÈÕËɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯ ÕÚÌÓɯ ËÈÔÚȮɯÊÈÓÓÌËɯɁƚƔɯ/ÏÖÛÖÎÙÈ×ÏÚȯɯ ɯ2ÜÙÝÌàɯÖÍɯ

"ÈÔÌÙÈɯ$ÚÛÏÌÛÐÊÚȭɂ165 The curator and photographer claimed together that each print in 

ÛÏÌɯÌßÏÐÉÐÛÐÖÕɯÞÈÚɯÈÕɯÐÕËÐÝÐËÜÈÓɯ×ÌÙÚÖÕÈÓɯÌß×ÙÌÚÚÐÖÕȭɯ3ÏÐÚɯÞÈÚɯɁÛÏÌɯÜÓÛÐÔÈÛÌɯÎÜÈÙÈÕÛÌÌɯ

ÈÎÈÐÕÚÛɯÛÏÌɯÊÏÈÙÎÌɯÛÏÈÛɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯ×ÙÖÊÌÚÚɯÞÈÚɯÔÌÙÌÓàɯÔÌÊÏÈÕÐÊÈÓȭɂ166 

  -ÌÞÏÈÓÓɯÈÕËɯ ËÈÔÚɀÚɯÊÜÙÈÛÖÙÐÈÓɯÚÛÙÈÛÌÎàɯÍÖr photography, consisting of a 

ɁÍÖÙÔÈÓÐÚÛɯÙÌÈËÐÕÎȮɯÛÏÌɯ×ÙÌÚÜ××ÖÚÐÛÐÖÕɯÖÍɯÊÙÌÈÛÐÝÌɯÐÕÛÌÕÛȮɯÈÕËɯÛÏÌɯÈÕÕÖÜÕÊÌËɯ

×ÙÌÊÐÖÜÚÕÌÚÚɯÖÍɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯ×ÙÐÕÛɂɯɬ was abruptly trashed in the summer of 1947, 

ÞÏÌÕɯ,Ö, ɀÚɯÛÙÜÚÛÌÌÚɯÏÐÙÌËɯ$ËÞÈÙËɯ2ÛÌÐÊÏÌÕɯÈÚɯËÐÙÌÊÛÖÙɯÖÍɯ×ÏÖÛography and accepted 

-ÌÞÏÈÓÓɀÚɯÙÌÚÐÎÕÈÛÐÖÕȭ167  MoMA president Nelson 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 

Ɂ&ÙÌÈÛɯ-ÌÞÚɯ/ÏÖÛÖÎÙÈ×ÏÚɂɯÐÕɯÛÏÌɯÞÐÕÛÌÙɯÖÍɯƕƝƘƜȭɯ3ÏÐÚɯÞÖÜÓËɯÐÕÊÓÜËÌɯÛÏÌɯÏÐÚÛÖÙàɯÖÍɯ

ÕÌÞÚɯ×ÏÖÛÖÎÙÈ×Ïàȭɯ ÓÚÖɯÐÕɯÛÏÌɯÞÖÙÒÚɯÞÈÚɯÈɯɁÔÈÑÖÙɯÛÏÌÔÈÛÐÊɯÌßÏÐÉÐÛÐÖÕɂɯÐÕÝÖÓÝÐÕÎ the 

use of photomurals and dramatic installations. Organized and directed by Mr. Steichen, 

                                                      

164 Phillips,  29-30. 
165 Phillips, 36. 
166 Phillips, 36-40. 
167 Ibid . 
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ÛÏÌɯÌßÏÐÉÐÛÐÖÕɀÚɯÛÏÌÔÌɯÞÈÚɯɁ/ÏÖÛÖÎÙÈ×ÏàɯÐÕɯÛÏÌɯ2ÌÙÝÐÊÌɯÖÍɯ2ÊÐÌÕÊÌɯÐÕɯ6ÈÙɯÈÕËɯ/ÌÈÊÌȭɂ168 

  Steichen was preferred, according to Phillips, because of his ability to raise more 

money from ph otographic equipment companies ɬincluding K odak ɬto subsidize his 

salary.169 He was hired because Newhall had failed to redeem photography from its 

marginal status among the fine arts and because MoMA had come to be regarded as 

ɁÚÕÖÉÉÐÚÏɂɯÉàɯÈÔÈÛÌÜÙɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚȭɯ3ÏÌɯÐÕÚÛÐÛÜÛÐÖÕ sought expansion funds in the 

mid -ƕƝƘƔÚȮɯÈÕËɯÛÏÜÚɯÞÈÚɯÈÊÛÐÝÌÓàɯÚÌÌÒÐÕÎɯÛÏÌɯɁÚÜ××ÖÙÛɯÖÍɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯÐÕËÜÚÛÙàɯÈÕËɯ

×ÏÖÛÖÎÙÈ×ÏàɀÚɯÝÈÚÛɯÈÕËɯËÌÝÖÛÌËɯÍÖÓÓÖÞÐÕÎȭɂ170  

    Steichen served as Director of Photography from 1947-1962, and helped establish 

,Ö, ɯÈÚɯÛÏÌɯÊÖÜÕÛÙàɀÚɯÓÌÈËÐÕÎɯÔÌËÐÈÛÖÙɯÉÌÛÞÌÌÕɯÛÏÌɯ×ÜÉÓÐÊɯÈÕËɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯ×ÙÈÊÛÐÊÌɯ

ɬ journalistic, documentary, and artistic.  MoMA was able to assume this unique role 

because, at the time, most American art museums still ÊÖÕÚÐËÌÙÌËɯ×ÏÖÛÖÎÙÈ×ÏàɯɁÞÌÓÓɯ

ÉÌàÖÕËɯÛÏÌɯ×ÈÓÌɯÖÍɯÛÏÌɯÍÐÕÌɯÈÙÛÚȭɂ171  When Szarkowski took over in 1962, the installation 

of photographic exhibitions changed dramatically ɬ photography underwent, in 

/ÏÐÓÓÐ×ÚɀÚɯÞÖÙËÚȮɯÈɯɁÊÜÓÛÜÙÈÓɯÙÌ×ÈÊÒÈÎÐÕÎȭɂɯ,ÙÚȭɯ)ÖÏÕɯ#ȭɯ1ÖÊkefeller the 3rd announced 

2áÈÙÒÖÞÚÒÐɀÚɯÈ××ÖÐÕÛÔÌÕÛɯÐÕɯÈɯ×ÙÌÚÚɯÙÌÓÌÈÚÌɯËÈÛÌËɯ,ÈÙÊÏɯƘȮɯƕƝƚƖȭɯ2áÈÙÒÖÞÚÒÐɯÞÈÚȮɯÈÛɯ

                                                      

168 ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯ×ÙÌÚÚɯÙÌÓÌÈÚÌȮɯɁ$ËÞÈÙËɯ2ÛÌÐÊÏÌÕɯ ××ÖÐÕÛÌËɯ'ÌÈËɯÖÍɯ/ÏÖÛÖÎÙÈ×ÏàɯÈÛɯ,ÜÚÌÜÔɯÖÍɯ

,ÖËÌÙÕɯ ÙÛȮɂɯ)ÜÓàɯƕƙȮɯƕƝƘƛȭ 
169 2ÛÜÈÙÛȮɯ-ÈÕÊàȭɯɁ3ÏÌɯ'ÐÚÛÖÙàɯÖÍɯ/ÏÖÛÖÎÙÈ×ÏÐÊɯ$ËÜÊÈÛÐÖÕɯ1ÖÊÏÌÚÛÌÙȮɯ-ÌÞɯ8ÖÙÒȮɯƕƝ60-ƕƝƜƔȭɂɯ/Ï#ɯËÐÚÚȭȮɯ

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 ɬ The Idea of Louis Sullivan (1956) 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 photographs in the  ÔÜÚÌÜÔɀÚɯÊÖÓÓÌÊÛÐÖÕɯÏÈË risen to 6,000 prints made by 

ÔÖÙÌɯÛÏÈÕɯƕȮƔƔƔɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚɯÐÕÛÌÙÕÈÛÐÖÕÈÓÓàȭɯ3ÏÌɯ×ÙÌÚÚɯÙÌÓÌÈÚÌɯÚÛÈÛÌËɯÛÏÈÛɯɁÈɯÔÈÑÖÙɯ

×ÙÖÑÌÊÛɂɯÍÖÙɯ2áÈÙÒÖÞÚÒÐɯÞÖÜÓËɯÉÌɯÛÖɯÐÔ×ÓÌÔÌÕÛɯ×ÓÈÕÚɯÍÖÙɯÛÏÌɯ$ËÞÈÙËɯ2ÛÌÐÊÏÌÕɯ

Photography Center, part of the new wing of the museum at the con clusion of the 30th 

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 

×ÙÖÑÌÊÛÚȭɯ3ÏÌɯÔÜÚÌÜÔɀÚɯÙÖÓÌɯËÜÙÐÕÎɯÏÐÚɯÛÌÕÜÙÌɯÞÖÜÓËɯÉÌɯÛÖɯɁÛÙàɯÛÖɯÙÌÔÈÐn alertly 

ÙÌÚ×ÖÕÚÐÝÌɂɯÛÖɯÛÏÌɯÚÌÈÙÊÏÌÚɯÈÕËɯÌß×ÌÙÐÔÌÕÛÚɯÖÍɯÚÌÙÐÖÜÚɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚɯÈÕËɯÛÖɯɁÚÌÌÒɯÖÜÛɯ

and publish that work which makes a relevant human statement with the intensity that 

ÐËÌÕÛÐÍÐÌÚɯÈɯÞÖÙÒɯÖÍɯÈÙÛȭɂ172 2áÈÙÒÖÞÚÒÐɯÖÍÍÐÊÐÈÓÓàɯÛÖÖÒɯÖÝÌÙɯÛÏÌɯËÐÙÌÊÛÖÙɀÚɯpost on July 1, 

1962.  

    A new era at MoMA thus began. Phillips writes:  

   2ÛÌÐÊÏÌÕɀÚɯÏà×ÌÙÈÊÛÐÝÌȮɯÊÏÖÊÒ-a-block displays metamorphose  

   ÉÌÍÖÙÌɯÖÕÌɀÚɯÌàÌÚɯÐÕÛÖɯÛÏÌɯÊÖÖÓɯÞÏÐÛÌɯÚ×ÈÊÌÚɯÖÍɯÚ×ÈÙÚÌÓàɯÏÜÕÎɯÎÈÓÓÌÙÐÌÚȭ 

                                                      

172 ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯ×ÙÌÚÚɯÙÌÓÌÈÚÌȮɯɁ)ÖÏÕɯ2áÈÙÒÖÞÚÒÐɯÏÈÚɯÉÌÌÕɯÕÈÔÌËɯ#ÐÙÌÊÛÖÙɯÖÍɯÛÏÌɯ#Ì×ÈÙÛÔÌÕÛɯÖÍɯ

/ÏÖÛÖÎÙÈ×ÏàɯÈÛɯÛÏÌɯ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛȱɂɯ,ÈÙÊÏɯƘȮɯƕƝ62. 
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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 ɬ standard white mattes,  

   wooden f rames, and covering glass ɬ quickly reappear. With no  

   knowledge ÖÍɯÛÏÌɯ×ÈÙÛÐÊÜÓÈÙÚɯÖÍɯ)ÖÏÕɯ2áÈÙÒÖÞÚÒÐɀÚɯ×ÙÖÎÙÈÔɯÈÚɯËÐÙÌÊÛÖÙɯ 

   ÖÍɯ,Ö, ɀÚɯDepartment of Photography, one could easily surmise that  

   ÛÏÌɯÔÜÚÌÜÔɀÚɯÊÓÈÐÔÚɯÍÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɀÚɯɁÊÜÓÛɯÝÈÓÜÌɂɯÏÈd been dusted off   

   and urgently revived. 173 

 

  Szarkowski saw himself as a risk-ÛÈÒÌÙɯÞÏÖɯÏÌÓ×ÌËɯÏÐÎÏÓÐÎÏÛɯ×ÏÖÛÖÎÙÈ×ÏàɀÚɯ

ÐÕËÌ×ÌÕËÌÕÛɯÐËÌÕÛÐÛàɯÞÐÛÏÖÜÛɯÙÌÚÖÙÛÐÕÎɯÛÖɯɁ×ÏÐÓÖÚÖ×ÏÐÊÈÓɯÖÙɯÔÖÙÈÓɯ×ÖÚÐÛÐÖÕÚȭɂ174 ɁI think 

I was able to take a less hortatory position than Mr. Steichen took ɬ to put it pretty 

ÉÓÜÕÛÓàȮɂɯ2áÈÙÒÖÞÚÒÐɯÚÈÐËȭ175 He explained that, when he took 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 

×ÈÙÛÈÒÐÕÎɯÖÍɯÈɯÚ×ÐÙÐÛÜÈÓɯÖÙɯ×ÏÐÓÖÚÖ×ÏÐÊÈÓɯ×ÙÐÕÊÐ×ÓÌȭɯ3ÏÌɯÙÖÓÌɯÖÍɯÈɯÊÜÙÈÛÖÙȮɯÏÌɯÚÈÐËȮɯÐÚɯɁÕÖÛɯ

ÛÏÈÛɯËÐÚÚÐÔÐÓÈÙɯÍÙÖÔɯÛÏÈÛɯÖÍɯÛÏÌɯÍÜÕÊÛÐÖÕɯÖÍɯÈɯÛÈßÖÕÖÔÐÚÛɯÖÙɯÕÈÛÜÙÈÓɯÚÊÐÌÕÛÐÚÛȭɂɯ3ÏÌɯÙÖÓÌɯÖÍɯ

ÛÏÌɯÊÜÙÈÛÖÙɯÐÚɯÈÓÚÖɯÛÖɯɁÔÈÒÌɯÊÓÌÈÙɯÞÏÈÛɯÛÏe next available open positions might be ɬ or at 

ÓÌÈÚÛɯÛÖɯËÌÍÐÕÌɯÛÏÌɯÚÌÙÐÌÚɯÖÍɯÖ×ÌÕɯ×ÖÚÐÛÐÖÕÚɯÈÚɯÛÏÌàɯÕÖÞɯÈÙÌȭɂ176 

  .ÕÌɯÖÍɯÛÏÌɯÍÐÙÚÛɯÚÏÖÞÚɯ2áÈÙÒÖÞÚÒÐɯÞÈÚɯËÌÌ×ÓàɯÐÕÝÖÓÝÌËɯÞÐÛÏɯÞÈÚɯɁ%ÐÝÌɯ

                                                      

173 Phillips, 53. 
174 )ÖÏÕɯ&ÙÜÌÕȮɯɁ3ÏÌɯ1ÌÈÚÖÕÈÉÓàɯ1ÐÚÒàɯ+ÐÍÌɯÖÍɯ)ÖÏÕɯ2áÈÙÒÖÞÚÒÐȮɂɯArtNews (1978). 
175 Ibid.  
176 Gruen, 68.  
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4ÕÙÌÓÈÛÌËɯ/ÏÖÛÖÎÙÈ×ÏÌÙÚɂɯÐÕɯƕƝƚƗȮɯÞÏÐÊÏɯÊÖÔ×ÙÐÚÌËɯÈɯÎÙÖÜ×ɯÖÍɯÍÐÝÌɯÖÕÌ-man shows of 

25 photographs for each photographer ɬ Ken Heyman, George Krause, Jerome Liebling, 

Minor White, and Garry Winogrand. The purpose was to emphasize the individuality of 

ÌÈÊÏɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯÞÖÙÒɯɬ not to link them by a central 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 

ÌßÏÐÉÐÛÐÖÕȮɯÕÖÙɯÞÈÚɯÛÏÌɯÛÐÛÓÌɯÈÊÊÐËÌÕÛÈÓȭɯɁ(ɯÚÜ××ÖÚÌȮɂɯÏÌɯÛÖÓËɯ+ÐÌÉÓÐÕÎȮɯɁÊÖÕÚÊÐÖÜÚÓàɯor 

unconsciously, I 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 

(ɯÊÖÕÚÐËÌÙÌËɯÛÖɯÉÌɯÖÍɯÐÕÛÌÕÚÐÛàɯÈÕËɯØÜÈÓÐÛàȱɂ178 2áÈÙÒÖÞÚÒÐɀÚɯÐÕÚÐÚÛÌÕÊÌɯÜ×ÖÕ the purity 

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, I 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.  

  Many aspects ÖÍɯ-ÌÞÏÈÓÓÚɀÚɯÔÌÛÏÖËȮɯÚÜÊÏɯÈÚɯÛÏÌ emphasis on the unique traits of 

                                                      

177 ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯ×ÙÌÚÚɯÙÌÓÌÈÚÌȮɯɁ%ÐÝÌɯ4ÕÙÌÓÈÛÌËɯ/ÏÖÛÖÎÙÈ×ÏÌÙÚȯɯ'ÌàÔÈÕȮɯ*ÙÈÜÚÌȮɯ+ÐÉÌÓÐÕÎȮɯ6ÏÐÛÌȮɯ

ÈÕËɯ6ÐÕÖÎÙÈÕËȮɂɯ,ÈÙÊÏɯƖƜȮɯƕƝƚƗȭɯ 
178 Stange, 699, quoting Liebling. 
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photography as a medium, reappeared under 2áÈÙÒÖÞÚÒÐɀÚɯÛÌÕÜÙÌȭ179 In his 1966 book, 

3ÏÌɯ/ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯ$àÌ (based on a 1964 MoMA 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 pÏÖÛÖÎÙÈ×ÏÌÙɀÚɯɁ×ÙÖÎÙÌÚÚÐÝÌɯÈÞÈÙÌÕÌÚÚɯ

of characteristics and problems that seem inherent to the ÔÌËÐÜÔȭɂ180 He identified five 

ÚÜÊÏɯÊÏÈÙÈÊÛÌÙÐÚÛÐÊÚȮɯÈÓÓɯÖÍɯÞÏÐÊÏɯÏÌɯÚÈÐËɯɁÚÏÖÜÓËɯÉÌɯÙÌÎÈÙËÌËɯÈÚɯÐÕÛÌÙËÌ×ÌÕËÌÕÛɯÈÚ×ÌÊÛÚɯ

ÖÍɯÈɯÚÐÕÎÓÌɯ×ÙÖÉÓÌÔȯɯɁ3ÏÌɯ3ÏÐÕÎɯ(ÛÚÌÓÍȮɂɯɁ3ÏÌɯ#ÌÛÈÐÓȮɂɯɁ3ÏÌɯ%ÙÈÔÌȮɂɯɁ3ÐÔÌɯ$ß×ÖÚÜÙÌȮɂɯ

ÈÕËɯɁ5ÈÕÛÈÎÌɯ/ÖÐÕÛȭɂ181   3ÏÌɯɁ/ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯ$àÌɂɯÌßÏÐÉÐÛÐÖÕɯÊÖÕÚÐÚÛÌËɯÖÍɯƖƔƔɯ

×ÏÖÛÖÎÙÈ×ÏÚɯɁÚÌÓÌÊÛÌËɯÛÖɯËÌÍÐÕÌɯÛÏÌɯÜÕÐØÜÌɯÊÏÈÙÈÊÛÌÙÐÚÛÐÊÚɯÖÍɯÛÏÐÚɯÈÙÛɯÍÖÙÔȭɂ182 

  Although this delineation of characteristics suggests clarity and specificity, 

2áÈÙÒÖÞÚÒÐɀÚɯÍÙÈÔÌÞÖÙÒɯÍÖÙɯÜÕËÌÙÚÛÈÕËÐÕÎɯ×ÏÖÛÖÎÙÈ×ÏÚɯÐÚɯÝÈÎÜÌɯÈÕËɯÔàÚÛÐÊÈÓȭɯ(Ûɯ

ÌÔ×ÏÈÚÐáÌÚɯÛÏÌɯɁÐÕÌÍÍÈÉÐÓÐÛàɂɯÖÍɯ×ÏÖÛÖÎÙÈ×ÏÚȮɯÞÙÌÚÛÐÕÎɯÛÏÌÔɯÍÙÖÔɯÛÏÌɯÊÖÕÛÌßÛÚɯÐÕɯÞÏÐÊÏɯ

ÛÏÌàɯÞÌÙÌɯÊÙÌÈÛÌËȭɯ(ÕɯÐÕÚÐÚÛÐÕÎɯÜ×ÖÕɯÛÏÌɯɁÕÈÙÙÈÛÐÝÌɯ×ÖÝÌÙÛàɂɯÖÍɯÛÏÌ photograph, 

2áÈÙÒÖÞÚÒÐɯÊÓÈÐÔÚɯÛÏÈÛɯÈÕɯÐÕËÐÝÐËÜÈÓɯ×ÏÖÛÖÎÙÈ×ÏɯÊÈÕɯÈÛɯÉÌÚÛɯÎÐÝÌɯÖÕÓàɯÈɯɁÚÌÕÚÌɯÖÍɯÛÏÌɯ

ÚÊÌÕÌɂɯɬ never conveying a larger narrative meaning.  The viewer should not, for this 

reason, seek a supplement beyond the frame to help explain the image ɬ this would 

undermine the aesthetic autonomy and self-sufficiency of the photograph. Photographs 

                                                      

179 Phillips, 37.  
180 John Szarkowski, 3ÏÌɯ/ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯ$àÌ (New York: The Museum of Modern Art, 1966) 5 -7. 
181 Ibid, 8-11. 
182 Szarkowski, /ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯ$àÌ, 5-7. 
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ÈÙÌɯÕÖÛɯÚÛÖÙÐÌÚɯÉÜÛɯÚàÔÉÖÓÚȭɯ3ÏÌàɯÈÙÌɯɁÚÏÖÙÛɯÝÐÚÜÈÓɯ×ÖÌÔÚɂɯËÌÚÊÙÐÉÐÕÎɯÈɯɁÚÐÔ×ÓÌɯ

×ÌÙÊÌ×ÛÐÖÕɯÖÜÛɯÖÍɯÊÖÕÛÌßÛȭɂɯ(ÕɯÈɯÚÌÌÔÐÕÎÓàɯÊÖÕÛÙÈËÐÊÛÖÙàɯÈÕËɯÔàÚÛÐÊÈÓɯÞÈàȮɯ×ÏÖÛÖgraphs 

ÈÙÌɯɁÈÚɯÐÔÈÎÌÚȱÚÏÖÊÒÐÕÎÓàɯËÐÙÌÊÛȮɯÈÕËɯÈÛɯÛÏÌɯÚÈÔÌɯÛÐÔÌɯÔàÚÛÌÙÐÖÜÚȮɯÌÓÓÐ×ÛÐÊÈÓȮɯÈÕËɯ

ÍÙÈÎÔÌÕÛÈÙàȮɯÙÌ×ÙÖËÜÊÐÕÎɯÛÏÌɯÛÌßÛÜÙÌɯÖÍɯÌß×ÌÙÐÌÕÊÌɯÞÐÛÏÖÜÛɯÌß×ÓÈÐÕÐÕÎɯÐÛÚɯÔÌÈÕÐÕÎȭɂ183 

These qualities are produced by the photographic medium itself, Szarkowski conten ds, a 

ÊÓÈÐÔɯÛÏÈÛɯÈÓÓÖÞÚɯÏÐÔɯÛÖɯÐÕÚÐÚÛɯÜ×ÖÕɯÛÏÌɯÔÌËÐÜÔɀÚɯÖÞÕɯÔÖËÌÙÕÐÚÛɯɁ×ÐÊÛÖÙÐÈÓɯÝÖÊÈÉÜÓÈÙàȮɯ

based on the specific, the fragmentary, the elliptical, the ephemeral, and the 

×ÙÖÝÐÚÐÖÕÈÓȭɂ184 

  In order for photography to be integrated into high art culture, ar t historian 

Abigail Solomon -&ÖËÌÈÜɯÏÈÚɯÖÉÚÌÙÝÌËȮɯÐÛɯɁÏÈËɯÛÖɯÉÌɯËÌÍÐÕÌËɯÐÕɯÞÈàÚɯÛÏÈÛɯ×ÌÙÔÐÛÛÌËɯÐÛÚɯ

ÈÚÚÐÔÐÓÈÛÐÖÕɯÞÐÛÏÐÕɯÛÏÌɯÔÜÚÌÖÓÖÎÐÊÈÓɤÈÙÛɯÏÐÚÛÖÙÐÊÈÓɯÔÖËÌÓɯÖÍɯÈÌÚÛÏÌÛÐÊɯÈÜÛÖÕÖÔàȭɂ185 But 

Solomon-&ÖËÌÈÜɯ×ÖÐÕÛÚɯÖÜÛɯÛÏÈÛɯ×ÐÊÛÜÙÌÚɯÊÈÕɯÕÌÝÌÙɯÉÌɯɁÐÚÖÓÈÛÌËȮɯÍÙÌÌ-fl oating entities 

ÖÍÍÌÙÐÕÎɯÞÐÕËÖÞÓÐÒÌɯÝÐÌÞÚɯÖÕɯÛÏÌɯÙÌÈÓÐÛàɯÖÜÛÚÐËÌȭɂɯ.ÕɯÛÏÌɯÊÖÕÛÙÈÙàȮɯÛÏÌàɯ×ÈÙÛÐÊÐ×ÈÛÌɯÐÕɯ

the construction of social reality. Photographs are, furthermore, always encountered in 

specific viewing situations ɬ in magazines and newspapers, for example, or hung on 

gallery and museum w alls. Therefore, the experience of reception and viewership ɬ 

inflected by class, race, gender, and nationality ɬ must be considered when discussing 

                                                      

183 Quoted in Phillips from From the Picture Press. 
184 John Szarkowski, 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ (New York, MoMA) 1976, p. 6.  
185 Abigail Solomon -Godeau, Photography at the Dock: Essays on Photographic History, Institutions, and Practices. 

(Minneapolis: University of Minnesota Press, 1991): xxii .  
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the reception of photographs. 186 

  2áÈÙÒÖÞÚÒÐɀÚɯ×ÖÞÌÙɯÈÕËɯÜÕÚÏÈÒÈÉÓÌɯformalism had come under attack  by some 

in the arts media by the time of the Eggleston exhibition. The curator remained calm 

under pressure, however, as historian Maren Strange has noted. Szarkowski 

ÈÊÒÕÖÞÓÌËÎÌËɯÛÏÌɯɁÓÈÙÎÌɯÉÖËàɯÖÍɯÖ×ÐÕÐÖÕɯÖÙɯÍÌÌÓÐÕÎɂɯÛÏÈÛɯthe MoMA photography 

department was unconcerned with social issues or reportage, but dismissed it as being 

ɁÎÌÕÌÙÈÓÓàɯÖÜÛÚÐËÌɯÖÍɯÛÏÌɯÚÊÏÖÖÓÚȮɂɯÐÔ×ÓàÐÕÎɯÛÏÈÛɯÛÏÖÚÌɯÞÏÖɯÏÌÓËɯÛÏÐÚɯÝÐÌÞɯÞÌÙÌɯ

ÜÕÌËÜÊÈÛÌËɯÖÙɯÐÎÕÖÙÈÕÛȭɯ!ÜÛɯÏÌɯÚÛÙÐËÌÕÛÓàɯÙÌÍÜÚÌËɯÛÖɯÈÊÊÌ×ÛɯÛÏÈÛɯɁÚÖÔething should be 

ÚÏÖÞÕɯÉÌÊÈÜÚÌɯÐÛɀÚɯÏÈ××ÌÕÐÕÎȭɂɯ%ÜÙÛÏÌÙÔÖÙÌȮɯÏÌɯÚÈÐËȮɯɁÞÌɀÝÌɯÕÌÝÌÙɯËÖÕÌɯÈÕɯÌßÏÐÉÐÛÐÖÕɯ

designed to show that women were a good idea, that youth was a good idea, or that 

ÌÝÌÙàÉÖËàɯÞÈÚɯÈÓÓɯÛÏÌɯÚÈÔÌɯÈÓÓɯÖÝÌÙȭɯ(ɯÊÈÕɀÛɯÛÏÐÕÒɯÖÍɯÖÕÌɯÌßÏÐÉÐÛÐÖÕɯÛÏÈÛɯÞÌɀÝÌɯÌÝÌÙɯËÖÕÌɯ

ÛÏÈÛɯÊÖÜÓËɯÉÌɯÛÏÖÜÎÏÛɯÖÍɯÈÚɯÏÈÝÐÕÎɯÉÌÌÕɯËÌÚÐÎÕÌËɯÛÖɯËÌÔÖÕÚÛÙÈÛÌɯÈÕàɯÚÜÊÏɯÛÏÐÕÎȭɂ187 He 

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.  

  2áÈÙÒÖÞÚÒÐɀÚɯÈÊÊÖÜnt of the history of 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. 
187 ,ÈÙÌÕɯ2ÛÈÕÎÌȮɂ /ÏÖÛÖÎÙÈ×ÏàɯÈÕËɯÛÏÌɯ(ÕÚÛÐÛÜÛÐÖÕȯɯ2áÈÙÒÖÞÚÒÐɯÈÛɯÛÏÌɯ,ÖËÌÙÕȮɂɯThe Massachusetts Review, 

vol . 19, no. 4 (Winter 1978): 694. 
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and the ascendance of right wing politics. Solomon -Godeau has pointed out that 

2áÈÙÒÖÞÚÒÐɀÚɯ×ÙÐÝÐÓÌÎÐÕÎɯÖÍɯÊÌÙÛÈÐÕɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚɯÖÝÌÙɯÖÛÏÌÙÚɯÞÈÚɯÚÖÔÌÛÐÔÌÚɯÈÕɯÌÍÍÖÙÛɯ

to maintain continuity with previous curatorial decisions. For example, she contends, 

Szarkowski invented a 1980s version of the nineteenth-century French photographer 

Eugène Atget in order to justify his own curatorial preferences (Lee Friedlander rather 

than Cindy Sherman; Robert Adams rather than Sherry Levine; Garry Winogrand rather 

ÛÏÈÕɯ!ÈÙÉÈÙÈɯ*ÙÜÎÌÙȺȭɯ2áÈÙÒÖÞÚÒÐɀÚ Atget served to justify and account for the 

decanonization of figures once central to art photography ɬ Henry Peach Robinson, F. 

Holland Day, Clarence White, Minor White, Eliot Porter, Jerry Uelsman, and even Ansel 

Adams, according to Solomon-Godeau. 188 The canonization of Atget, furthermore, 

accommodated the historical moment of 1968, when MoMA had purchased Berenice 

 ÉÉÖÛÛɀÚɯ ÛÎÌÛɯÊÖÓÓÌÊÛÐÖÕȭɯɯ3ÏÐÚɯÔÖÔÌÕÛɯÞÈÚɯÔÈÙÒÌËɯÉàɯÚÛÙÜÊÛÜÙÈÓɯÊÏÈÕÎÌÚɯÐÕɯÔÜÚÌÜÔɯ

financing and the increasing importance of corporate fundi ng in lieu of individua l 

private support. These factors ÊÖÕÛÙÐÉÜÛÌËɯÛÖɯÈɯɁÏÌÐÎÏÛÌÕÌËɯÕÌÌËɯÛÖɯÊÙÌÈÛÌɯÈÕɯÈÙÛÐÚÛÐÊɯÚÛÈÙɯ

ÚàÚÛÌÔȭɂ189 In 1960, for example, the CBS Foundation Inc. pledged $150,000 to the 

ÔÜÚÌÜÔɀÚɯƗƔth Anniversary Fund Drive. The grant was used to  continue and strengthen 

ÛÏÌɯÔÜÚÌÜÔɀÚɯÊÐÙÊÜÓÈÛÐÕÎɯÌßÏÐÉÐÛÐÖÕÚɯ×ÙÖÎÙÈÔȮɯÞÏÐÊÏɯ×ÙÌ×ÈÙÌËɯÛÙÈÝÌÓÐÕÎɯÚÏÖÞÚɯÍÖÙɯ

                                                      

188 Solomon-Godeau, 35-37. 
189 Solomon-Godeau, 35-37. 
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educational institutions throughout the U.S. and Canada. 190 

  3ÏÌɯ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯÞÈÚɯÖÕÌɯÖÍɯÛÏÌɯɁ×ÖÞÌÙɯÉÓÖÊÚɂɯ ȭ#ȭɯ"ÖÓÌÔÈÕɯÕÈÔÌËɯ

in 1975 as responsible 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 unique 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 exercise 

   an ability to shape our definitions ɬ ÈÕËɯÛÏÜÚɯÖÜÙɯÊÜÓÛÜÙÌɀÚ 

   understanding of photography ɬ which is quite disproportionate  

   to their age and size.191     

 

(ÕɯÈɯÛÐÎÏÛɯÑÖÉɯÔÈÙÒÌÛȮɯ"ÖÓÌÔÈÕɯÕÖÛÌËȮɯɁÈÕàɯÈÚÚÖÊÐÈÛÐÖÕɯÞÏÖÚÌɯÐÔ×ÙÐÔÈÛÜÙɯÐÚɯÊÖÕÝÌÙÛÐÉÓÌɯ

to heightened employability and/or job security is in a position of power. With such 

×ÖÞÌÙɯÊÖÔÌÚɯ×ÖÓÐÛÐÊÚȭɂ192 

  2áÈÙÒÖÞÚÒÐɀÚɯËÐÔÐÕÐÚÏÔÌÕÛɯÖÍɯÚÖÊÐÈÓɯÊÖÕÛÌßÛɯÛÖɯ×ÙÖÛÌÊÛɯÛÏÌɯÈÜÛÖÕÖÔÖÜÚɯɁÈÙÛɂɯÖÍɯ

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 

                                                      

190 Museum of Modern Art press release,  June 24, 1960.  
191 Coleman, Light Readings, from Creative Camera International Yearbook, 1975, p. 196. 
192 Ibid. 200. 
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of a Garry Winogrand photograph that featured an interracial couple, calling 

6ÐÕÖÎÙÈÕËɯÛÏÌɯɁÔÖÚÛɯÖÜÛÙÈÎÌÖÜÚÓàɯÛÏÖÙÖÜÎÏÎÖÐÕÎɯÍÖÙÔÈÓÐÚÛɂɯÞÏÖɯÐÚɯÛÙàÐÕÎɯÛÖɯÍÐÎÜÙÌɯÖÜÛɯ

ÞÏÈÛɯÛÏÌɯɁÔÈÊÏÐÕÌɯÞÐÓÓɯËÖɯÉàɯ×ÜÛÛÐÕÎɯÐÛɯÛÖɯÛÏÌɯÔÖÚÛɯÌßÛÙÌÔÌɯÛÌÚÛÚɯÜÕËÌÙ the greatest 

possible pressureɂ (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 USA, and shows a pretty 

young white woman next to a handsome young black man, each toting a live 

ÊÏÐÔ×ÈÕáÌÌɯËÙÌÚÚÌËɯÐÕɯÊÏÐÓËÙÌÕɀÚɯÊÓÖÛÏÐÕÎȭɯ%ÈÙɯÍÙÖÔɯÉÌÐÕÎɯÈɯÚÌÓÍ-contained visual poem, 

the image plays off of a social conÛÌßÛɯÙÐÍÌɯÞÐÛÏȮɯÐÕɯ!ÜÙÎÐÕɀÚɯÞÖÙËÚȮɯɁÌß×ÙÌÚÚÐÖÕÚɯÖÍɯ

ÐÙÙÈÛÐÖÕÈÓɯÍÌÈÙɯÖÍɯÛÏÌɯȿÔÐßÌËɯÔÈÙÙÐÈÎÌɀɂɯÚÜÊÏɯÈÚɯÛÏÌɯɁÊÓÐÊÏõɯÐÕÚÜÓÛÚɯÖÍɯÛÏÌɯÊÖÔÔÐÛÛÌËɯ

racist, according to whose rhetoric the union of white and black can give [rise] to 

ÔÖÕÒÌàÚȭɂ194   

  2áÈÙÒÖÞÚÒÐɀÚɯÉÙÈÕËÐÕg of Winogrand as a rigid 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 conservatism of mid -late 1970s politics and this compatibility may help 

                                                      

193 Burgin.  
194 Burgin, 207. 



 

 

133 

ÊÖÕÛÙÐÉÜÛÌɯÈÕɯÈÕÚÞÌÙɯÛÖɯÛÏÌɯØÜÌÚÛÐÖÕȮɯɁ6Ïàɯ$ÎÎÓÌÚÛÖÕɯÕÖÞȳɂɯ Úɯ2ÖÓÖÔÖÕ-Godeau has 

observed, the historical moment in which photography became fully integrated into 

ÏÐÎÏɯÈÙÛɯÊÜÓÛÜÙÌɯɁÖÊÊÜÙÙÌËɯÜÕder the sign of an ascendant right wing politics and an 

Ìß×ÓÖËÐÕÎȮɯÝÖÓÈÛÐÓÌȮɯÈÕËɯÐÕÚÈÛÐÈÉÓÌɯÈÙÛɯÔÈÙÒÌÛȭɂ195 The institutional formation of a 

photographic aesthetic and the histories it engenders, she points out, mask an 

instrumental politics. 196 Making note of  ÞÏÐÊÏɯ×ÙÈÊÛÐÊÌÚɯÈÕËɯ×ÙÈÊÛÐÛÐÖÕÌÙÚɯÈÙÌɯɁÔÈËÌɯ

ÝÐÚÐÉÓÌɂɯÝÌÙÚÜÚɯÛÏÌɯÖÕÌÚɯÛÏÈÛɯÞÌÙÌɯÉÈÕÐÚÏÌËɯÈÕËɯÐÎÕÖÙÌËɂɯÈÛɯ,Ö, ɯÐÕɯÛÏÌɯÓÈÛÌɯƕƝƛƔÚɯÈÕËɯ

early 1980s may tell us something about the politics that brought pressure to bear on 

MoMA at the time. 197 As New York Times photography critic Gene Thornton pointed out, 

$ÎÎÓÌÚÛÖÕɀÚɯ,Ö, ɯÚÏÖÞɯÌÔÉÓÌÔÈÛÐáÌËɯÈɯÔÖÝÌÔÌÕÛɯÛÖÞÈÙËɯÍÖÙÔÈÓÐÚÛÐÊɯ×ÏÖÛÖÎÙÈ×Ïàɯ

ÛÏÈÛɯÊÖÕÛÙÈÚÛÌËɯÚÏÈÙ×ÓàɯÞÐÛÏɯÛÏÌɯÙÌÕÌÞÌËɯÈÛÛÌÕÛÐÖÕɯÛÖɯɁÏÜÔÈÕɯÐÕÛÌÙÌÚÛɯ×ÏÖÛÖÎÙÈ×ÏàɂɯÖÕɯ

ËÐÚ×ÓÈàȮɯÍÖÙɯÌßÈÔ×ÓÌȮɯÈÛɯÛÏÌɯ*ÕÖÌËÓÌÙɯÎÈÓÓÌÙàɀÚɯopening exhibit devoted to the works of 

veteran Life ×ÏÖÛÖÎÙÈ×ÏÌÙɯ ÓÍÙÌËɯ$ÐÚÌÕÚÛÈÌËÛȭɯɁ%ÖÙɯÚÌÝÌÙÈÓɯàÌÈÙÚɯÕÖÞȮɂɯÞÙÖÛÌɯ3ÏÖÙÕÛÖÕȮɯ

ɁÛÏÌɯ,ÖËÌÙÕɯÏÈÚɯÈÚÚÐËÜÖÜÚÓàɯÊÖÜÙÛÌËɯÛÏÌɯÒÐÕËɯÖÍɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯÍÖÙÔÈÓÐÚÔɯÛÏÈÛɯÐÚɯÛÏÌɯ

ÈÕÛÐÛÏÌÚÐÚɯÖÍɯÏÜÔÈÕɯÐÕÛÌÙÌÚÛɯ×ÏÖÛÖÎÙÈ×Ïàȭɂ198 This courtship was consummated with 

,Ö, ɀÚɯ'ÈÙÙàɯ"ÈÓÓÈÏÈÕɯÌßÏÐÉÐÛÐÖÕɯÖÍɯƕƝƛƚ-1977 and the Eggleston exhibit, Thornton 

                                                      

195 Solomon-Godeau, Photography at the Dock, xxii. 
196 Ibid.  
197 Solomon-Godeau, Photography at the Dock, xxiv. 
198 &ÌÕÌɯ3ÏÖÙÕÛÖÕȮɯɁ/ÏÖÛÖÎÙÈ×Ïàɯ5ÐÌÞȯɯ/ÏÖÛÖÎÙÈ×Ïàɯ%ÖÜÕËɯÈɯ'ÖÔÌɯÐÕɯ ÙÛɯ&ÈÓÓÌÙÐÌÚɂɯThe New York Times 

(December 26, 1976): 29.  
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ÚÈÐËȭɯɯ3ÏÌɯÓÈÛÛÌÙɯÌßÌÔ×ÓÐÍÐÌËɯÈɯɁÕÌÞÌÙɯÒÐÕËɯÖÍɯÍÖÙÔÈÓÐÚÔɂɯÞÐÛÏɯÚÕÈ×ÚÏÖÛ-like work that 

ÓÖÖÒÚɯÈÚɯÐÍɯÐÛɯÞÌÙÌɯÔÈËÌɯÉàɯɁÚÖÔÌÖÕÌɯÞÐÛÏɯÕÖɯÈÙÛÐÚÛÐÊ ×ÙÌÛÌÕÚÐÖÕÚɯÞÏÈÛÚÖÌÝÌÙȭɂ199 And 

Sean Callahan wrote in his June 1976 review of the Eggleston show that the 

×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯÈ××ÈÙÌÕÛÓàɯÔÜÕËÈÕÌɯÚÕÈ×ÚÏÖÛÚɯɁÔÈàɯÊÏÈÙÈÊÛÌÙÐáÌɯÖÜÙɯÛÐÔÌÚɯÔÖÙÌɯ

accurately than the momentous news shots or the carefully composed pictures of 

ÛÙÈËÐÛÐÖÕÈÓɯ×ÏÖÛÖÎÙÈ×Ïàȭɂ200 

  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 .201 Images have the power 

to render ideology innocent, naturalize domination, and displace history and memory, 

and the aesthetic discourse of photography ɬ its institutions, canons, histories, values, 

investments, and exclusions are grounded in existing sexual and social relations, she 

points out. 202 !àɯÈÙÎÜÐÕÎɯÍÖÙɯÛÏÌɯÊÖÔ×ÈÛÐÉÐÓÐÛàɯÉÌÛÞÌÌÕɯ2áÈÙÒÖÞÚÒÐɀÚɯÊÜÙÈÛÖÙÐÈÓɯÚÛÈÕÊÌɯ

ȹÈÕËɯ$ÎÎÓÌÚÛÖÕɀÚɯÈ××ÈÙÌÕÛÓàɯÐÕËÐÍÍÌÙÌÕÛɯÈÌÚÛÏÌÛÐÊɯ×ÖÚÛÜÙÌȺɯÈÕËɯÈÕɯÐÕÊÙÌÈÚÐÕÎÓàɯ

conservative political climate I do not mean to suggest that SáÈÙÒÖÞÚÒÐɀÚɯ×ÖÚÐÛÐÖÕɯÞÈÚɯ

the consensus among other critics or that it was accepted without controversy. What I 

ÈÔɯÚÜÎÎÌÚÛÐÕÎɯÐÚɯÛÏÈÛɯ2áÈÙÒÖÞÚÒÐɀÚɯ×ÖÚÐÛÐÖÕɯÈÕËɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÞÌÙÌɯ

                                                      

199 Thornton, 29. 
200 2ÌÈÕɯ"ÈÓÓÈÏÈÕȮɯɁ,Ö, ɯ+ÖÞÌÙÚɯÛÏÌɯ"ÖÓÖÙɯ!ÈÙȮɂɯNew York, June 28, 1976. 
201 Solomon-Godeau, Photography at the Dock, xxv. 
202 Solomon-Godeau, Photography at the Dock, xxxiv. 



 

 

135 

seemingly conservative and apolitical enough to obtain corporate sponsorship and 

ÍÌËÌÙÈÓɯÍÜÕËÐÕÎɯÈÛɯÈɯÛÐÔÌɯÖÍɯÊÖÚÛɯÊÜÛÛÐÕÎȮɯɁÊÖÓÖÙɯÉÓÐÕËɂɯÊÖÕÚÌÙÝÈÛÐÚÔȮɯÈÕËɯÛÏÌɯ×ÖÓÐÛÐÊÈÓɯ

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 opening. 

  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 

$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÚɯÍÖÙÔÈÓÐÚÛɯ×ÙÖÑÌÊÛÚȮɯÖÛÏÌÙɯÊÙÐÛÐÊÚɯÚÐÔÜÓÛÈÕÌÖÜÚÓàɯÈÛÛÈÊÒÌËɯÈÕËɯ

questioned 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 activities ɬ smoking, kissing, shaving, and sleeping ɬ 

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. (Íɯ$ÎÎÓÌÚÛÖÕɀÚɯÜÚÌÚɯÖÍɯÙÌËɯÊÖÜÓËɯÉÌɯÊÖàɯÖÙɯÛÖÕÎÜÌ-in-cheeÒȮɯ&ÖÓËÐÕɀÚɯÞÈÚɯ

earnest. In a self-portrait of her bruised face after an episode of domestic violence, 

&ÖÓËÐÕɀs injured eye matches her red lipstick  (figure 29). Maybe Goldin applied the 
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makeup after she was assaulted ɬ a stoic and proud attempt to pull herself together for a 

photo. Or maybe she was wearing it during the attack ɬ having gotten primped up and 

excited for a night on the town.  Color, writes curator Juliana $ÕÎÉÌÙÎȮɯɁÉÌÊÖÔÌÚɯÈɯ

defining, ÈÙÙÌÚÛÐÕÎɯØÜÈÓÐÛàɂɯÐÕɯ&ÖÓËÐÕɀÚɯÞÖÙÒȭ203 Ɂ2ÈÛÜÙÈÛÌËɯÙÌËÚȮɯÎÙÌÌÕÚȮɯÉÓÜÌÚɯÈÕËɯ

àÌÓÓÖÞÚɯ×ÜÓÓɯÏÌÙɯÚÜÉÑÌÊÛÚɯÍÙÖÔɯÊÖÔÔÖÕÈÓÐÛàɯÛÖɯÜÕÐØÜÌÕÌÚÚȭɂ204 Furthermore, Engberg 

observes, the use of color distances Goldin from the documentary realism of 

photojournalism. 205  

  Just ÈÚɯ2áÈÙÒÖÞÚÒÐɀÚɯÞÈÚɯÉàɯÕÖɯÔÌÈÕÚɯÛÏÌɯÖÕÓàɯÊÙÐÛÐÊÈÓɯÈ××ÙÖÈÊÏɯÛÖɯÐÕÛÌÙ×ÙÌÛÐÕÎɯ

photographs, MoMA was hardly the only exhibition venue for photography.  The 1970s 

and early 1980s saw the emergence of many new photo-exhibition 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 

ÏÌÙɯƖƔƔƙɯËÐÚÚÌÙÛÈÛÐÖÕȮɯɁ3ÏÌɯ'ÐÚÛÖÙàɯÖÍɯ/ÏÖÛÖÎÙÈ×ÏÐÊɯ$ËÜÊÈÛÐÖÕɯÐÕɯ1ÖÊÏÌÚÛÌÙȮɯ-ÌÞɯ8ÖÙÒɯ

1960-ƕƝƜƔȭɂɯ!àɯ1980, she writes, there were photography and history of photography 

programs at universities in every state.206 Many students of photography in the 1960s 

and 1970s experienced making pictures for the first time through a Kodak Instamatic 

                                                      

203 )ÜÓÐÈÕÈɯ$ÕÎÉÌÙÎȮɯɁ-ÈÕɯ&ÖÓËÐÕȯɯ3ÏÌɯ!ÈÓÓÈËɯÖÍɯ2ÌßÜÈÓɯ#Ì×ÌÕËÌÕÊàȮɂɯÐÕɯ-ÈÛÈÓÐÌɯ*ÐÕÎȮɯÌËȭȮɯUp Close: Carol 

Jerrems with Larry Clark, Nan Goldin and William Yang, Heide Museum of Modern Art: Melbourne and 

Schwarz City, 2010): 195-211. 
204 Engberg, 200.  
205 Ibid.  
206 Stuart, 3.  



 

 

137 

camera when they were younger. Between 1963 and 1970 over 50 million Instamatic 

ÊÈÔÌÙÈÚɯÞÌÙÌɯ×ÙÖËÜÊÌËȭɯɁ/ÏÖÛÖÎÙÈ×ÏàȮɂɯÞÙÐÛÌÚɯ2ÛÌÞÈÙÛɯɁÊÈÔÌɯÛÖɯÉÌɯÚÌÌÕɯÈÚɯÉÖÛÏɯÈɯ

ÊÖÔÔÖÕɯÝÐÚÜÈÓɯÓÈÕÎÜÈÎÌɯÈÕËɯÈɯÙÌÝÖÓÜÛÐÖÕÈÙàɯÈÙÛȭɂ207 Keith Davis has shown that the 

number of fine art photography (as opposed to journalistic photography) courses 

ËÖÜÉÓÌËɯÉÌÛÞÌÌÕɯɀƚƘɯÈÕËɯɀƚƜȮɯÈÕËɯËÖÜÉÓÌËɯÈÎÈÐÕɯÉÌÛÞÌÌÕɯɀƚƜɯÈÕËɯɀƛƕȭɯ!àɯÊÖÕÛÙÈÚÛȮɯÛÏÌɯ

number of photography courses taught in journalism programs declined. There was a 

ɁÚÏÐÍÛɯÍÙÖÔɯÝÖÊÈÛÐÖÕÈÓɯÛÙÈÐÕÐÕÎɯÛÖɯÚÌÓÍ-exprÌÚÚÐÖÕɂɯÛÈÒÐÕÎɯ×ÓÈÊÌȭ208 Student enrollment at 

the Rochester Institute of Technology increased dramatically in the 1970s.209 There was 

an immense popularity and interest in the discipline of photography in the 1960s and 

1970s though the discipline had not been defined 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. 211 During the 1970s, major magazines including 

Newsweek, Esquire, and Rolling Stone did cover stories devoted to photography. 

                                                      

207 Stuart, 3. 
208 Quoted in Stuart, 5. Keith Davis, An American Century of Photography. From Dry-Plate to Digital, Second 

Edition ed. (Kansas City, Missouri: Hallmark Cards, Inc., 1999), 390. 
209 Ibid.  
210 Stuart, 30. 
211 Stuart, 30.  
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AccordiÕÎɯÛÖɯ2ÛÜÈÙÛȮɯ×ÏÖÛÖÎÙÈ×ÏàɯÞÈÚɯɁÔÖËÌÙÕȮɯÈÙÛÐÚÛÐÊȮɯÈÕËɯÏÐ×ȭɂ In New York City in 

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 

ÚÌÙÐÌÚɯÖÍɯÓÌÊÛÜÙÌÚɯÈÙÖÜÕËɯÛÏÌɯÛÏÌÔÌɯɁ/ÏÖÛÖÎÙÈ×Ïàɯ6ÐÛÏÐÕɯÛÏÌɯ'ÜÔÈÕÐÛÐÌÚȭɂɯ3ÏÌɯÚÌÙÐÌÚɯ

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 

2ÛÜÈÙÛɯÞÙÐÛÌÚȯɯɁ3ÏÌɯÊÖÕÍÓÜÌÕÊÌɯÖÍɯÛÏÌɯÈÔ×ÓÐÍÐÌËɯËÌÔÖÎÙÈ×ÏÐÊÚɯÖÍɯÊÖÓÓÌÎÌ-aged 

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 

ÌÕÙÖÓÓÔÌÕÛɯÐÕɯ×ÏÖÛÖÎÙÈ×ÏàɯËÌ×ÈÙÛÔÌÕÛÚɯÈÊÙÖÚÚɯÛÏÌɯÊÖÜÕÛÙàȮɯÐÕÊÓÜËÐÕÎɯ1ÖÊÏÌÚÛÌÙȭɂ213  

  "ÖÔÔÌÙÊÐÈÓɯÎÈÓÓÌÙÐÌÚɯÞÌÙÌɯÊÙÖ××ÐÕÎɯÜ×ȮɯÐÕÊÓÜËÐÕÎɯ+(&'3ɯ&ÈÓÓÌÙàȮɯ+ÌÌɯ6ÐÛÒÐÕɀÚɯ

Gallery, and Castelli 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 mounted a Stephen Shore exhibition from September 23-October 

                                                      

212 Stuart, 31. 
213 Stuart, 32.  
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ƖƜȭɯ2ÏÖÙÌɀÚɯÞÖÙÒɯÞÈÚɯÌßÏÐÉÐÛÌËɯÈÛɯ+(&'3ɯÎÈÓÓÌÙàɯÐÕɯƕƝƛƖȮɯƕƝƛƗȮɯƕƝƛƙȮɯƕƝƛƛȮɯÈÕËɯƕƝƛƜȭ214   

  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 

ÚÌÙÐÌÚɯÞÈÚɯɁ/ÏÖÛÖÎÙÈ×ÏàɯÐÕɯÛÏÌɯ%ÐÕÌɯ ÙÛÚȮɂɯ×ÙÌÚÌÕÛÌËɯÐÕɯÚÐßɯÌßÏÐÉÐÛÐÖÕÚɯÉÌÛÞÌÌÕɯƕƝƙƝɯ

ÈÕËɯƕƝƚƛȭɯɯ3ÏÌÚÌɯÚÏÖÞÚɯÈÛÛÌÔ×ÛÌËɯÛÖɯÌÕÊÖÜÙÈÎÌɯ×ÏÖÛÖÎÙÈ×ÏàɀÚɯÈÊÊÌ×ÛÈÕÊÌɯÉàɯÛÏÌɯÈÙÛɯ

world through juried exhibitions and results published in the Saturday Review. The 

shows were criticized for depriving the photographs of their context.  

  The New York Times reported an unprecedented boom in the photography market 

ÐÕɯƕƝƛƙȭɯɁȱ×ÙÐÊÌÚɯÈÙÌɯÙÐÚÐÕÎɯÚÏÈÙ×ÓàȰɯÚÌÝÌÙÈÓɯÔÜÚÌÜÔÚȮɯÜÕÐÝÌÙsities and large private 

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 

ÚÖÍÛȭɂ215 3ÏÌɯÈÙÛÐÊÓÌɯÎÖÌÚɯÖÕɯÛÖɯÚÛÈÛÌɯÛÏÈÛɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏàɯÔÈÙÒÌÛɯÏÈËɯÉÌÌÕɯɁÙÌËɯÏÖÛɂɯ

                                                      

214 Light (New York, 1981): pp. 4-6. According to this 1981 catalogue, the gallery was primarily concerned 

with 20 th ÊÌÕÛÜÙàɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÕËɯÛÏÌɯɁÊÖÕÛÌÔ×ÖÙÈÙàɯÞÖÙÒÐÕÎɯ×ÏÖÛÖÎÙÈ×ÏÌÙȭɂɯ3ÏÌɯÊÈÛÈÓÖÎue included 

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.  
215 1ÐÊÏÈÙËɯ!ÓÖËÎÌÛÛȮɯɁ!ÓÖÞ-Up ɬ 3ÏÌɯ2ÛÖÙàɯÖÍɯ/ÏÖÛÖÎÙÈ×ÏàɯÐÕɯ3ÖËÈàɀÚɯ ÙÛɯ,ÈÙÒÌÛȯɯ/ÏÖÛÖÎÙÈ×ÏÚɯ!ÖÖÔɯÖÕɯ

ÛÏÌɯ ÙÛɯ,ÈÙÒÌÛȭɂɯNew York Times  (October 12, 1975). 
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since 1973.216 Yet in spite of all this recent activity, the ma rket was, according to Blodgett, 

still a very narrow field controlled by no more than a dozen dealers in New York and 

+ȭ ȭɯÈÕËɯɁÌÝÌÕɯÍÌÞÌÙɯ×ÙÐÝÈÛÌɯÊÖÓÓÌÊÛÖÙÚȭɂ217 

  The George Eastman House had opened almost twenty years prior to the 

Eggleston show ɬ in 1948 ɬ 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 characterize the cÐÛàɯÈÚɯÛÏÌɯɁÐÔÈÎÐÕÎɯÊÈ×ÐÛÈÓɯÖÍɯÛÏÌɯÞÖÙÓËȭɂ218 

  The George Eastman House began publishing the journal Image in 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-2ÌÊÌÚÚÐÖÕÐÚÛÚȮɂɯ!ÓÖËÎÌÛÛɯÚÛÈÛÌÚȮɯɁÖÛÏÌÙɯÔÈÑÖÙɯÈÙÌÈÚɯÖÍɯÊÜÙÙÌÕÛɯÉÜàÐÕÎɯÐÕÛÌÙÌÚÛɯ

include: 1) anything very early, especially works created during the decade following the invention of the 

daguerreotype print in 1839;  2) works by t he well -known 19 th-century masters, including Julia Margaret 

Cameron, Lewis Carroll and John Thomson; 3) photographs of the American West, particularly those dating 

from the late 19th century through the 1930s: and 4) works by the few living, elderly maste r photographers, 

including Ansel Adams and Paul Strand.  
217 !ÓÖËÎÌÛÛȮɯɁ!ÓÖÞ-4×ȭɂ 
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 became 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 a t the George Eastman House 

in 1965, the year the National Endowment for the Arts was founded. The Visual Studies 

Workshop began publishing the journal Afterimage in 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 

establishing 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 

universi ties in every state, and a member of the board at the George Eastman House said 
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ÚÛÜËÌÕÛÚɯÞÌÙÌɯɁÞÌÈÙÐÕÎɯÊÈÔÌÙÈÚɯÓÐÒÌɯÑÌÞÌÓÙàȭɂ219 The interest in photography was fueled 

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 

ȜƕƙȭƝƙɯÈɯ×Ö×ɯɁËÌÔÖÊÙÈÛÐáÌËɯÛÏÌɯÔÌÊÏÈÕÐÊÚɯÖÍɯ×ÏÖÛÖÎÙÈ×ÏàȮɂɯ2ÛÜÈÙÛɯ×ÖÐÕÛÚɯÖÜÛȭɯ,ÖÙÌɯ

than 50 million of them were produced between 1963 and 1970.220 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 Davis.221  

   The U.S. was in great financial distress in the mid -1970s. In 1975, a spokesman 

ÍÖÙɯÛÏÌɯ-ÈÛÐÖÕÈÓɯ ÚÚÖÊÐÈÛÐÖÕɯÖÍɯ'ÖÔÌɯ!ÜÐÓËÌÙÚɯËÌÚÊÙÐÉÌËɯÛÏÌɯÌÊÖÕÖÔÐÊɯÚÓÜÔ×ɯÈÚɯɁÉàɯÍÈÙɯ

ÈÕËɯÈÞÈàɯÛÏÌɯÞÖÙÚÛɯÚÐÕÊÌɯÛÏÌɯ#Ì×ÙÌÚÚÐÖÕȭɂ222 The economy affected photographers ɬ in 

the 1960s, colleges, universities, and art institutes across North America expanded 

×ÙÌÌßÐÚÛÐÕÎɯ×ÏÖÛÖÎÙÈ×ÏàɯËÌ×ÈÙÛÔÌÕÛÚɯÈÕËɯÈËËÌËɯÕÌÞɯÖÕÌÚȮɯÊÙÌÈÛÐÕÎɯÈɯɁÉÖÖÔÐÕÎɯÔÈÙÒÌÛɯ

ÍÖÙɯÛÌÈÊÏÌÙÚɯÖÍɯ×ÏÖÛÖÎÙÈ×ÏàȮɂɯ ȭ#ȭɯ"ÖÓÌÔÈÕɯÞÙÖÛÌɯÐÕɯÈɯƕƝƛƙɯÌÚÚÈàɯÍÖÙɯCreative Camera 

International Yearbook.223 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, Second Edition ed. (Kansas City, Missouri: Hallmark Cards, Inc., 1999), 390. 
222 Sandbrook, 42.  
223  ȭ#ȭɯ"ÖÓÌÔÈÕȮɯɁ,àɯ"ÈÔÌÙÈɯÐÕɯÛÏÌɯ.ÓÐÝÌɯ&ÙÖÝÌȮɂɯÖÙÐÎÐÕÈÓÓàɯ×ÜÉÓÐÚÏÌËɯÐÕɯCreative Camera International Year 

Book, 1975. Reprinted in Light Readings: A Photography CriticɀÚɯ6ÙÐÛÐÕÎÚȮɯƕƝƚƜ-1978 2nd ed. (Albuquerque: 

University of New Mexico Press, 1998): pp. 195-202. 
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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.224 A letter writer to the Columbus, Mississippi Commercial Dispatch 

ÎÙÖÜÚÌËɯÐÕɯ)ÈÕÜÈÙàɯƚȮɯƕƝƛƙȯɯɁ"ÈÕɯÈÕàɯÙÈÛÐÖÕÈÓɯÉÌÐÕÎɯÓÖÖÒɯÈÛɯÚÖÊÐÌÛàȮɯÍÙÖÔɯÛÏÌɯÓÖÞÓÐÌÚÛɯ

street cleaner to the White House and its occupants ɬ 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 li ÝÌÚȭɂ225  

  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 Reagan era in 1980.  

#ÜÙÐÕÎɯÛÏÌɯàÌÈÙÚɯÐÕɯÞÏÐÊÏɯ$ÎÎÓÌÚÛÖÕɀÚɯÚÏÖÞɯÎÌÚÛÈÛÌËɯÈÕËɯÞÈÚɯÔÖÜÕÛÌËɯÈÛɯÛÏÌɯ,ÜÚÌÜÔɯ

of Modern Art, the effects of oil shock ɬ rampant inflation, recession, unemployment, 

and a general sense of depression and decline ɬ were felt all around the i ndustrialized 

                                                      

224 Commercial Dispatch, Columbus, Mississippi, January 6, 1975, reporting on data compiled in the Phillips -

Sindlinger  Poll, January 6, 1975. Watergate was the top 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 

/ÈÛÛàɯ'ÌÈÙÚÛȮɯ%ÖÙËɀÚɯ×ÈÙËÖÕɯÖÍɯ-ÐßÖÕɯÖÕɯ2Ì×ÛÌÔÉÌÙɯƜȮɯÈÕËɯÛÏÌɯËÌÔÖÊÙÈÛÐÊɯÚÞÌÌ×ɯÐÕɯÛÏÌɯÖÍÍ-year November 

election. 
225Letter by IK Newton, Rt. 7, Columbus, Mississippi, Commercial Dispatch, January 6, 1975. 
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world, according to historian Dominick Sandbrook. 226 In the first quarter of 1974, gross 

national product fell by the biggest margin in sixteen years and inflation reached an 

ÈÕÕÜÈÓɯÙÈÛÌɯÖÍɯÈÓÔÖÚÛɯƕƙɯ×ÌÙÊÌÕÛȭɯɁ ÔÌÙÐÊÈÕÚɯÞÌÙÌɯÙÌËÙÈÞÐÕÎɯÛÏÌÐÙɯÌß×ÌÊÛÈÛÐÖÕÚȮɂɯÞÙÐÛÌÚɯ

2ÈÕËÉÙÖÖÒȭɯɁ2ÛÜËÌÕÛÚɯËÙÖ××ÌËɯÖÜÛɯÖÍɯÊÖÓÓÌÎÌȮɯàÖÜÕÎɯÊÖÜ×ÓÌÚɯÈÉÈÕËÖÕÌËɯÛÏÌÐÙɯËÙÌÈÔÚɯÖÍɯ

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 ÜÒÌÌȭɂ227 

  Financial strains on MoMA were also profound in the 1970s.  Indeed, the 

ÌßÏÐÉÐÛÐÖÕɯÈÕËɯ×ÜÉÓÐÊÈÛÐÖÕɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÏÈËɯÉÌÌÕɯɁÊÖÕÚÐËÌÙÈÉÓàɯËÌÓÈàÌËɯÉÌÊÈÜÚÌɯ

ÖÍɯÛÏÌɯÓÈÊÒɯÖÍɯÈËÌØÜÈÛÌɯÚÜÉÚÐËàɂɯÈÊÊÖÙËÐÕÎɯÛÖɯÈɯÎÙÈÕÛɯÈ××ÓÐÊÈÛÐÖÕɯÛÖɯÛÏÌɯ-ÈÛÐÖÕÈÓɯ

Endowm ent for the Arts written by Szarkowski. 228 ,Ö, ɀÚɯƕƝƛƘ-76 Biennial Report 

ËÐÚÊÜÚÚÌËɯÛÏÌɯÙÈ×ÐËɯÐÕÊÙÌÈÚÌÚɯÐÕɯÜÛÐÓÐÛàɯÊÖÚÛÚɯÈÕËɯɁÙÌËÜÊÌËɯÐÕÊÖÔÌɯÐÕɯÈɯÊÓÐÔÈÛÌɯÖÍɯ

ÙÌÊÌÚÚÐÖÕɂɯÛÏÈÛɯÏÈËɯ×ÜÚÏÌËɯÛÏÌɯ,ÜÚÌÜÔɯËÌÍÐÊÐÛɯÛÖɯÛÏÌɯɁÈÓÈÙÔÐÕÎɯÓÌÝÌÓɯÖÍɯȜƕȮƘƛƛȮƔƔƔɂɯÐÕɯ

1973-4 ($7, 422, 037.59 in 2014 U.S. dollars).229  Despite continuing inflation and a 

depressed economy, however, the deficit was reduced to $798,007 (This was the lowest 

deficit since 1970-71. This is $3, 292, 739.57 in 2014 U.S. dollars). 230 This reduction was 

                                                      

226 Sandbrook, 37.  
227 Sandbrook, 37-38. 
228 National Endowment for the Arts, Grant Application for the period of July 1 ɬ June 30, 1976. Museum of 

Mod ern Art Archives, Folder: PI -9ɯ"ɤ$ɯɀƚƗȮɯɀƚƘȮɯɀƚƙȮɯ-$ ɯ&ÙÈÕÛɯ ××ÓÐÊÈÛÐÖÕɯȫɯ!ÈÊÒÜ×ɯ#ÌÛÈÐÓÚȭɯ3ÏÌɯ×ÙÖÑÌÊÛɯ

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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achieved ÛÏÙÖÜÎÏɯɁ×ÈÐÕÍÜÓɂɯÔÌÈÚÜÙÌÚȮɯÚÜÊÏɯÈÚɯÈɯƕƝƛƙ-76 wage freeze and continuing 

ÙÌÚÛÙÈÐÕÛÚɯÖÕɯÏÐÙÐÕÎɯÕÌÞɯ×ÌÙÚÖÕÕÌÓȭɯ!ÖÛÏɯÔÌÈÚÜÙÌÚɯÙÌØÜÐÙÌËɯɁÜÕ×ÓÌÈÚÈÕÛɯÚÈÊÙÐÍÐÊÌÚɯÈÕËɯ

ÛÏÌɯÈÚÚÜÔ×ÛÐÖÕɯÖÍɯÈËËÐÛÐÖÕÈÓɯÙÌÚ×ÖÕÚÐÉÐÓÐÛÐÌÚɯÉàɯÔÈÕàɯÚÛÈÍÍɯÔÌÔÉÌÙÚȭɂɯ(ÕɯÈËËÐÛÐÖÕȮɯÛÏÌɯ

report notÌÚȮɯɁÕÖɯËÌ×ÈÙÛÔÌÕÛÈÓɯÉÜËÎÌÛɯÌÚÊÈ×ÌËɯÛÏÌɯ×ÈÙÐÕÎɯÖÍɯÌß×ÌÕÚÌÚȮɂɯÈÕËɯÛÏÌɯ

museum regretfully decided in 1975 to close to the public one day a week 

(Wednesday).231  

  3ÏÌɯÈËËÐÛÐÖÕɯÖÍɯÚÌÝÌÙÈÓɯÕÌÞɯÔÌÔÉÌÙÚɯÛÖɯ,Ö, ɀÚɯ!ÖÈÙËɯÖÍɯ3ÙÜÚÛÌÌÚɯÉÌÛÞÌÌÕɯ

1974 and 1976 indicates an alliance between the Museum and the corporate world in the 

ÔÐËÚÛɯÖÍɯÈɯɁËÐÍÍÐÊÜÓÛɯÌÊÖÕÖÔÐÊɯÊÓÐÔÈÛÌɯÛÏÈÛɯÏÈÚɯÉÌÌÕɯÈÍÍÌÊÛÐÕÎɯÈÓÓɯÖÍɯ-ÌÞɯ8ÖÙÒɀÚɯÊÜÓÛÜÙÈÓɯ

ÐÕÚÛÐÛÜÛÐÖÕÚȮɂɯÈÚɯ×ÜÛɯÉàɯ,Ö, ɯ×ÙÌÚÐËÌÕÛɯ,ÙÚȭɯ)ÖÏÕɯ#ȭɯ1ÖÊÒÌÍÌÓÓÌÙȭ232 Among the eight 

new trustees was Thomas S. Carroll, president of Lever Brothers Company, who had 

ÉÌÌÕɯÈÕɯÈÊÛÐÝÌɯÔÌÔÉÌÙɯÖÍɯÛÏÌɯ,ÜÚÌÜÔɀÚɯ!ÜÚÐÕÌÚÚɯ"ÖÔÔÐÛÛÌÌɯÍÖÙɯÛÏÌɯ ÙÛÚɯÚÐÕÊÌɯƕƝƚƛȮɯ

ÞÏÌÕɯ#ÈÝÐËɯ1ÖÊÒÌÍÌÓÓÌÙɯÍÖÙÔÌËɯÛÏÌɯÊÖÔÔÐÛÛÌÌȭɯ"ÈÙÙÖÓÓɯÈÕËɯÏÐÚɯÊÖÙ×ÖÙÈÛÐÖÕɯÏÈËɯɁÏÌÓ×ÌËɯ

the Museum to understand its r evenue and membership needs and have suggested new 

ÞÈàÚɯÛÖɯÔÌÌÛɯÛÏÖÚÌɯÕÌÌËÚȭɂ233  In addition, Paul Gottlieb was 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 Ibid.  
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appointment to the Board heading his own firm of publishing consultants. Donald B. 

,ÈÙÙÖÕȮɯ#ÐÙÌÊÛÖÙɯÖÍɯÛÏÌɯ-ÌÞɯ8ÖÙÒɯ2ÛÖÊÒɯ$ßÊÏÈÕÎÌɯÈÕËɯÔÌÔÉÌÙɯÖÍɯÛÏÌɯ,ÜÚÌÜÔɀÚɯ

Investment and Finance Committee was also appointed to the Board during the 1974-

1976 period.234 

  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 make its 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 without k ÖÞÛÖÞÐÕÎɯÛÖɯÈÕàÖÕÌɯÌÓÚÌɀÚɯÐÕÛÌÙÌÚÛÚȭɯ(t could also be argued, as 

A.D Coleman has suggested ÛÏÈÛɯ,Ö, ɀÚɯÛÙÜÚÛÌÌÚɯɁÒÕÌÞɯÓÐÛÛÓÌɯÈÕËɯÊÈÙÌËɯÓÌÚÚɯÈÉÖÜÛɯ

×ÏÖÛÖÎÙÈ×Ïàɯ×ÌÙɯÚÌȮɂɯÚÐÕÊÌɯɁÛÏÌɯÚÛÐÓÓ-small world of photography mimicked and 

ÝÌÕÌÙÈÛÌËɯÞÏÈÛÌÝÌÙɯ,Ö, ɀÚɯËÌ×ÈÙÛÔÌÕÛɯËÐËȭɯ6ÏÈÛɯÔÖÙÌɯÊÖÜÓËɯÛÏÌàɯÏÈÝÌɯÈÚÒÌËȳɂ235 I 

concede that the respect and near-infallibility 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 Ibid.  
235 A.D. Coleman, April 2012 email.  
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machinations, The Pablo Helguera Manual of Contemporary Art Style, the collector, trustee, 

ÖÙɯÔÐÕÐÚÛÙàɯÖÍɯÊÜÓÛÜÙÌɯÐÚɯÛÏÌɯɁÔÖÚÛɯ×ÖÞÌÙÍÜÓɯ×ÐÌÊÌɯÐÕɯÛÏÌɯÎÈÔÌȭɂɯ3ÏÈÛɯÐÚȮɯÐÍɯthe art world 

is a game of chess, the collector or trustee is the queen. Helguera writes: 

  The queen has the greatest mobility on the board and can 

   capture any other piece, making her the key piece in the game. 

   3ÏÌɯ×ÓÈàÌÙɀÚɯÐÕÈÉÐÓÐÛàɯÛÖɯÔÈÕÌÜÝÌÙɯÏÌÙ guarantees the loss of  

   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    

 

3ÏÌɯɁÙÖÖÒÚɂɯÈÙÌɯÛÏÌɯÊÜÙÈtors, according to Helguera, and they have unilateral 

powers, but those powers are dependent upon support given by the queen and other 

pieces.237 3ÏÌɯ×ÈÞÕÚɯÐÕɯÛÏÐÚɯÎÈÔÌȮɯ'ÌÓÎÜÌÙÈɯÊÖÕÛÌÕËÚȮɯÈÙÌɯÛÏÌɯÈÙÛÐÚÛÚȮɯɁÛÏÌɯÓÌÈÚÛɯÈÕËɯÔÖÚÛɯ

ÐÔ×ÖÙÛÈÕÛɯ×ÐÌÊÌɯÖÍɯÛÏÌɯÎÈÔÌȭɂ238 

  3ÏÌɯÐÕÊÙÌÈÚÐÕÎɯÙÌ×ÙÌÚÌÕÛÈÛÐÖÕɯÖÍɯÛÏÌɯÉÜÚÐÕÌÚÚɯÊÖÔÔÜÕÐÛàɯÖÕɯ,Ö, ɀÚɯÉÖÈÙËɯÖÍɯ

trustees comes as no surprise, since so 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. 239 In his harsh evaluation of the 

Eggleston show for Camera 35, critic 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 Style (New York: Jorge Pinto Books, 2007: 4. 
237 Ibid.  
238 Ibid, 5. 
239 Michael Edelson, MoMA Shows Her Colors, Camera 35, October 1976, 11.  
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could no longer look to MoMA for photographic direction, since the photo department 

ɁÏÈÚɯÉÌÊÖÔÌɯÈɯÝÌÏÐÊÓÌɯÖÍɯÌÎÖɯÊÖÕÚÊÐÖÜÚÕÌÚÚɯÐÕÚÛÌÈËɯÖÍɯÈɯÉÈÙÖÔÌÛÌÙɯÖÍɯÈÓÓɯÛÏÈÛɯÐÚɯÎÖÐÕÎɯÖÕɯ

ÐÕɯ×ÏÖÛÖÎÙÈ×Ïàȭɂ240 

   Corporate funding was seen as crucial in the 1970s, given the condition of the 

economy. An Allied Chemical ad from the June 7, 1976 edition of Newsweek ÛÐÛÓÌËɯɁ3ÏÌɯ

1ÖÈËɯÛÖɯ"ÜÓÛÜÙÌɯÐÚɯ/ÈÝÌËɯÞÐÛÏɯ/ÙÖÍÐÛÚɂɯÙÌÔÐÕËÌËɯÙÌÈËÌÙÚɯÖÍɯÛÏÌɯÈÓÓ-important role 

business played in nurturing cultural institutions. When you visit a museum or librar y, 

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 

ÈËɯÚÛÈÛÌÚȮɯɁÊÏÈÕÊÌÚɯÈÙÌɯÛÏÈÛɯÊÖÕÛÙÐÉÜÛÐÖÕÚɯÍÙÖÔɯÉÜÚÐÕÌÚÚɯÏÌÓ×ÌËɯÔÈÒÌɯÐÛɯ×ÖÚÚÐÉÓÌȭɂɯ

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 

ɁÚÌÌÒÐÕÎɯÉÌÛÛÌÙɯÊÖÔÔÜÕÐÛÐÌÚɯÐÕɯÞÏÐÊÏɯÛÖɯÓÐÝÌȮɯÞÖÙÒȮɯÈÕËɯÙÈÐÚÌɯÛÏÌÐÙɯÊÏÐÓËÙÌÕȭɂɯ!ÜÛȮɯÛÏÌɯÈËɯ

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 

                                                      

240 Edelson, Ɂ,Ö, ɯ2ÏÖÞÚɯ'ÌÙɯ"ÖÓÖÙÚȮɂɯƕƕȭ 
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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 

ÖÕÓàɯÐÍɯÛÏÌɯ ÔÌÙÐÊÈÕɯ×ÜÉÓÐÊɯÏÌÓ×ÚɯÉÜÚÐÕÌÚÚȯɯɁ3ÏÌɯÈÙÛÐÚÛɯÐÕɯ ÔÌÙÐÊÈɯÏÈÚɯÈÓÞÈàÚɯÛÙÈÝÌÓÌËɯÈɯ

ÙÖÊÒàɯÙÖÈËȭɯ(ÛɀÚɯÎÖÐÕÎɯÛÖɯÛÈÒÌɯÔÖÙÌɯ×ÙÖÍÐÛÚȮɯÕÖÛɯÑÜÚÛɯÎÖÖËɯÐÕÛÌÕÛÐÖÕÚȮɯÛÖɯÛÈÒe some of the 

ÉÜÔ×ÚɯÖÜÛɯÖÍɯÛÏÈÛɯÛÙÐ×ȭɂ241  

  As the business community sought to convince the public that spending meant 

×ÙÖÛÌÊÛÐÕÎɯ ÔÌÙÐÊÈɀÚɯÊÜÓÛÜÙÈÓɯÏÌÙÐÛÈÎÌȮɯ,Ö, ɯÐÕɯÛÜÙÕɯÚÖÜÎÏÛɯÙÌÓÐÌÍɯÍÙÖÔɯÍÐÕÈÕÊÐÈÓɯ

distress from the federal government and corporate Amer ica.  Collaboration between 

the California camera company Ponder & Best/Vivitar, Inc., and MoMA made financial 

sense ɬ 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 Times in 1976, versus 68 in 1975 and 57 in 

ƕƝƛƛȮɯÐÕËÐÊÈÛÐÕÎɯÛÏÈÛɯÛÏÌɯÊÖÔ×ÈÕàɀÚɯ×ÜÉÓÐÊɯÙÌÓÈÛÐÖÕÚɯÊÈÔ×ÈÐÎÕɯÞÈÚɯÐÕɯÛÜÙÉÖɯËÙÐÝÌɯÐÕɯ

ƕƝƛƚȮɯÈÕËɯÛÏÌɯÚ×ÖÕÚÖÙÚÏÐ×ɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÌßÏÐÉÐÛÐÖÕɯÞÈÚɯ×ÈÙÛɯÖÍɯÛhe push. The 

collaboration indicated that, like his predecessor Edward Steichen, Szarkowski was 

ÊÖÜÙÛÐÕÎɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯÐÕËÜÚÛÙàɯÈÕËɯ×ÏÖÛÖÎÙÈ×ÏàɀÚɯɁÝÈÚÛɯÈÕËɯËÌÝÖÛÌËɯÍÖÓÓÖÞÐÕÎȭɂ242   

 In addition to liquor and cigarettes, cameras and camera-related products  were 

                                                      

241  ËÝÌÙÛÐÚÌÔÌÕÛȯɯɁ3ÏÌɯ1ÖÈËɯÛÖɯ"ÜÓÛÜÙÌɯÐÚɯ/ÈÝÌËɯÞÐÛÏɯ/ÙÖÍÐÛÚȮɂɯNewsweek (June 7, 1976). 
242 Phillips, 40-41. 
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some of the most advertised items in 1976 editions of Time and Newsweek ɬ the easier to 

use, more portable, and faster to develop, the better, the ads indicate. The perception 

ÈÔÖÕÎɯÊÙÐÛÐÊÚɯÈÕËɯ,Ö, ɯÈÜËÐÌÕÊÌÚɯÛÏÈÛɯɁ$ÎÎÓÌÚÛÖÕɯ×ÖÐÕÛÚɯÈÕËɯÚÏÖÖÛÚȮɯÐÛɯÚÌÌms, with 

ÊÖÓÖÙɯÍÐÓÔɯÐÕɯÏÐÚɯÊÈÔÌÙÈȮɂɯÐÕËÐÊÈÛÌÚɯÛÏÈÛɯÏÐÚɯÞÖÙÒɯÞÈÚɯÚÌÌÕɯÐÕɯÚÖÔÌɯÞÈàÚɯÈÚɯÊÖÕÛÐÎÜÖÜÚɯ

with the simple snapshots made by the average reader of Newsweek or Time magazine.243 

An ad for the Kodak Trimlite Instamatic camera in a May, 1976 edition of Newsweek 

ÌÔ×ÏÈÚÐáÌËɯÛÏÌɯ3ÙÐÔÓÐÛÌɀÚɯ×ÖÙÛÈÉÐÓÐÛàɯÈÕËɯÌÈÚÌɯÖÍɯÜÚÌȭ244  An ad for the Polaroid SX-70 

+ÈÕËɯÊÈÔÌÙÈɯÛÖÜÛÌËɯÛÏÌɯËÌÝÐÊÌɀÚɯÈÉÐÓÐÛàɯÛÖɯÛÈÒÌɯÛÏÌɯ×ÐÊÛÜÙÌɯÈÕËɯÏÈÕËɯÐÛɯÛÖɯàÖÜȯɯɁÛÏÌÙÌɯÐÚɯ

nothing to time, nothing to peel, nothing to throw away. You just watch th e color and 

ËÌÛÈÐÓɯËÌÝÌÓÖ×ȮɂɯÐÛɯ×ÙÖÔÐÚÌËȭɯ3ÏÌɯÔÖÚÛɯɁÙÌÝÖÓÜÛÐÖÕÈÙàɂɯÊÈÔÌÙÈɯ/ÖÓÈÙÖÐËɯÏÈÚɯÌÝÌÙɯÔÈËÌȮɯ

it was designed for one purpose ɬ ɁÛÖɯÍÙÌÌɯàÖÜɯÛÖɯÛÏÐÕÒɯÈÉÖÜÛɯÛÏÌɯ×ÐÊÛÜÙÌɯÐÕɯàÖÜÙɯÔÐÕËɯ

ÐÕÚÛÌÈËɯÖÍɯÛÏÌɯÊÈÔÌÙÈɯÐÕɯàÖÜÙɯÏÈÕËȭɂ245 However, by March 1977, the New York Times 

ÞÈÚɯÙÌ×ÖÙÛÐÕÎɯÛÏÈÛɯ*ÖËÈÒɀÚɯÚÛÖÊÒɯÞÈÚɯËÌÊÓÐÕÐÕÎɯÈÕËɯÛÏÌɯÊÖÔ×ÈÕàɯÞÈÚɯÍÈÊÐÕÎɯÊÏÈÓÓÌÕÎÌÚɯ

from Polaroid on the grounds of a patent infringement. Investors were also worrying 

about foreign competition ɬ Ɂ,ÌÈÕÞÏÐÓÌȮɯÛÏÌɯ)È×ÈÕÌÚÌɯÏÈÝÌɯáÌÙÖÌËɯÐÕɯÖÕɯÛÏÌɯ

photography business and particularly the film market. They already have a top 

reputation in the high -priced camera business. Historically, wherever the Japanese have 

                                                      

243 ,ÐÊÏÈÌÓɯ$ËÌÓÚÖÕȮɯɁ,Ö, ɯ2ÏÖÞÚɯ'ÌÙɯ"ÖÓÖÙÚȮɂɯCamera 35 (October 1976): 11. 
244  ËÝÌÙÛÐÚÌÔÌÕÛȯɯɁ%ÖÜÙɯ/ÖÊÒÌÛÚɯ%ÜÓÓɯÖÍɯ%ÜÕȭɯ*ÖËÈÒɯ3ÙÐÔÓÐÛÌɯ(ÕÚÛÈÔÈÛÐÊɯ"ÈÔÌÙÈÚȭɯ%ÖÙɯÛÏÌɯ%ÜÕɯÖÍɯ(Ûȭɂɯ

Newsweek, May 31, 1976. 
245  ËÝÌÙÛÐÚÌÔÌÕÛȯɯɁ3ÏÌɯÝÐÌÞɯÍÙÖÔɯÛÏÌɯ27-ƛƔȯɯƕƔȭƘɯ(ÕÊÏÌÚɯÛÖɯ(ÕÍÐÕÐÛàȭɂɯNewsweek, 1976. 
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ÈÛÛÈÊÒÌËɯÛÏÌàɯÏÈÝÌɯÖÉÛÈÐÕÌËɯÈɯÚÐÎÕÐÍÐÊÈÕÛɯÔÈÙÒÌÛɯÚÏÈÙÌȮɂɯÛÏÌɯNew York Times reported in 

1977.246 %ÜÙÛÏÌÙÔÖÙÌȮɯ*ÖËÈÒɯÞÈÚɯÍÈÊÐÕÎɯɁÚÛÙÖÕÎɯÛÏÙÌÈÛÚɂɯÐÕɯÛÏÌɯɁÐÔ×ÖÙÛÈÕÛɯ×ÖÊÒÌÛɯ

ÊÈÔÌÙÈɯÈÙÌÈɂɯÍÙÖÔɯ5ÐÝÐÛÈÙɯÈÕËɯ*ÌàÚÛÖÕÌȭ 

  All of these ads and stories appeared in the months surrounding the Eggleston 

exhibition at MoMA. Indeed, that same month Newsweek published a story in the 

ÉÜÚÐÕÌÚÚɯÚÌÊÛÐÖÕɯÈÉÖÜÛɯɁÛÏÌɯÊÈÔÌÙÈɯÉÖÖÔȭɂɯ ÔÌÙÐÊÈÕÚɯɁÊÈÕɀÛɯÎÖɯÈÕàÞÏÌÙÌȮɯËÖɯÈÕàÛÏÐÕÎɯ

Ú×ÌÊÐÈÓȮɯÖÙɯÝÐÚÐÛɯÈÕàÛÏÐÕÎɯÔÌÔÖÙÈÉÓÌɯÞÐÛÏÖÜÛɯÚÕÈ××ÐÕÎɯÈɯ×ÐÊÛÜÙÌɯÛÖɯÙÌÊÖÙËɯÛÏÌɯÌÝÌÕÛȮɂɯ

the article claimed. The arrival of the instant camera with pictures developed on the spot 

ɁÔÈËÌɯÛÏÌɯÚÕÈ×ÚÏÖÛɯÌÝÌÕɯÏÈÙËÌÙɯÛÖɯÙÌÚÐÚÛȭɂɯ(ÕÚÛÈÕÛɯ×ÏÖÛÖÎÙÈ×ÏàɯÏÈËȮɯÉàɯƕƝƛƚȮɯÉÌÊÖÔÌɯ

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.247 

  Kodak and Polaroid competed fiercely to d ominate instant cameras. While this 

ÛÌÊÏÕÖÓÖÎàɯÏÈËɯÜÕÛÐÓɯÙÌÊÌÕÛÓàɯÉÌÌÕɯÛÏÌɯËÖÔÈÐÕɯÖÍɯ$ËÞÐÕɯ+ÈÕËɀÚɯ/ÖÓÈÙÖÐËɯ"ÖÙ×ÖÙÈÛÐÖÕȮɯ

*ÖËÈÒɯȹÈɯɁÎÐÈÕÛɯÍÐÙÔɂɯÞÐÛÏɯÙÌÝÌÕÜÌÚɯÖÍɯȜƙɯÉÐÓÓÐÖÕɯÐÕɯƕƝƛƙȺɯÑÜÔ×ÌËɯÐÕÛÖɯÛÏÌɯÎÈÔÌɯÐÕɯƕƝƛƚȮɯ

                                                      

246 1ÖÉÌÙÛɯ,ÌÛáȮɯɁ,ÈÙÒÌÛɯ/ÓÈÊÌȯɯ*ÖËÈÒɯ2ÛÖÊÒɯÈɯ6ÖÙÙàɯÍÖÙɯ(ÕÝÌÚÛÖÙÚɂɯThe New York Times (March 28, 1977): 44. 
247  ÓÓÈÕɯ)ȭɯ,ÈàÌÙɯÈÕËɯ ÕÕÈÉÌÓɯ!ÌÕÛÓÌàȮɯɁ3ÏÌɯ"ÈÔÌÙÈɯ!ÖÖÔȭɂɯNewsweek (May 3, 1976).  
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releasing two new cameras to the market ɬ 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, t he Newsweek article stated, but had 

ÊÖÔÔÐÛÛÌËɯÔÖÚÛɯÖÍɯÐÛÚɯÙÌÚÖÜÙÊÌÚɯÖÍɯÛÏÌɯ×ÙÌÝÐÖÜÚɯÛÞÖɯËÌÊÈËÌÚɯÛÖɯËÌÝÌÓÖ×ÐÕÎɯɁÞÏÈÛɯ

ÛÜÙÕÌËɯÖÜÛɯÛÖɯÉÌɯÛÏÌɯÔÖÚÛɯÚ×ÌÊÛÈÊÜÓÈÙÓàɯÚÜÊÊÌÚÚÍÜÓɯÓÐÕÌɯÖÍɯÊÈÔÌÙÈÚɯÌÝÌÙɯ×ÙÖËÜÊÌËɂɯɬ the 

cartridge-loading Instamatic series, released in 1963.248 #ÌÚ×ÐÛÌɯ*ÖËÈÒɀÚɯÊÖÕÚÐËÌÙÈÉÓÌɯ

ÈÊÊÖÔ×ÓÐÚÏÔÌÕÛÚɯÐÕɯÛÏÌɯÔÈÙÒÌÛȮɯ/ÖÓÈÙÖÐËɀÚɯÚÜÊÊÌÚÚɯÊÖÕÝÐÕÊÌËɯ*ÖËÈÒɯÌßÌÊÜÛÐÝÌÚɯÛÖɯÛÜÙÕɯ

their full attention to instant photography.  

  Photography is no longer just fun, the  Newsweek ÈÙÛÐÊÓÌɯÚÛÈÛÌËȭɯ(Õɯ ÔÌÙÐÊÈȮɯÐÛɀÚɯ

almost a nÌÊÌÚÚÐÛàȭɯɁ$ÝÌÕɯÞÏÌÕɯÛÏÌɯÙÌÊÌÚÚÐÖÕɯÞÈÚɯÙÌÈÓÓàɯÉÈËȮɯ×ÌÖ×ÓÌɯÞÌÙÌɯÚÛÐÓÓɯÉÜàÐÕÎɯ

ÊÈÔÌÙÈÚȮɂɯÈÕɯÈÚÚÐÚÛÈÕÛɯÔÈÕÈÎÌÙɯÖÍɯÛÏÌɯ,ÈÚÚȭɯ"ÈÔÌÙÈɯ"ÌÕÛÌÙɯÐÕɯ!ÖÚÛÖÕɯÚÈÐËȭɯɯ6ÐÛÏɯÛÏÌɯ

ÙÌÊÌÚÚÐÖÕɯÈ××ÈÙÌÕÛÓàɯÊÖÔÐÕÎɯÛÖɯÈÕɯÌÕËȮɯÉÜÚÐÕÌÚÚɯÞÈÚɯɁÐÕÊÙÌÈÚÐÕÎɯÐÕɯÓÌÈ×ÚɯÈÕËɯÉÖÜÕËÚȮɂɯ

according ÛÖɯÛÏÌɯÖÞÕÌÙɯÖÍɯÈɯÊÏÈÐÕɯÖÍɯÊÈÔÌÙÈɯÚÛÖÙÌÚɯÐÕɯ%ÓÖÙÐËÈȭɯɁ$ÝÌÙàÉÖËàɯÐÚɯÚÏÖÖÛÐÕÎɯ

×ÐÊÛÜÙÌÚȮɯÉÜàÐÕÎɯÓÌÕÚÌÚȮɯÍÓÈÚÏÌÚȮɯÌÝÌÕɯÊÖÓÖÙɯËÈÙÒÙÖÖÔÚȮɂɯÏÌɯÚÈÐËȭɯɁLittle old ladies own 

single-ÙÌÍÓÌßɯÊÈÔÌÙÈÚȭɂɯɯ3ÏÌɯÊÈÔÌÙÈȮɯÜÉÐØÜÐÛÖÜÚɯÈÚɯÐÛɯÐÚȮɯÏÈÚɯɁÊÏÈÕÎÌËɯÈɯÕÈÛÐÖÕɀÚɯ

behavior, strewn its wilderness with yellow film boxes and instant peel -offs, and 

×ÙÖÉÈÉÓàɯÈÓÛÌÙÌËɯÐÛÚɯÐÔÈÎÌɯÖÍɯÐÛÚÌÓÍȮɯÚÖÔÌÏÖÞȭɂɯ-ÖÛÏÐÕÎɯÚÌÌÔÚɯÙÌÈÓȮɯÛÏÌɯÈÙÛÐÊÓÌɯÔÜÚÌËȮɯ

                                                      

248 Ibid , 69. 
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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 

ÈÛÛÙÈÊÛÐÖÕɯÐÕɯÔÈÒÐÕÎɯÊÖÓÖÙɯÍÐÓÔɯɁÐÚɯÛÏÈÛɯÛÏÌɯ×ÙÖÍÐÛɯÔÈÙÎÐÕÚɯÈÙÌɯÌßÊÌÓÓÌÕÛɯÈÕËɯÛÏÌɯÉÜÚiness 

ÐÚɯÊÖÕÚÐËÌÙÈÉÓàɯÓÌÚÚɯÊÖÔ×ÌÛÐÛÐÝÌɯÛÏÈÕɯÖÛÏÌÙɯÚÌÎÔÌÕÛÚɯÖÍɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏàɯÍÐÌÓËȭɂ249 

  Art historian Sally Eauclaire observed in her 1984 monograph New Color/New 

Work that some of the photographers working with color at that time exploited 

ɁÊÖÕÚ×ÐÊÜÖÜÚÓà ×ÏÖÛÖÎÙÈ×ÏÐÊɯÌÍÍÌÊÛÚȭɂɯɁ6ÖÙÒÐÕÎɯÐÕɯÛÏÌɯÝÌÙÕÈÊÜÓÈÙȮɂɯÚÏÌɯÞÙÐÛÌÚȮɯɁÛÏÌàɯ

ÐÕÊÖÙ×ÖÙÈÛÌɯÔÈÕàɯÖÍɯÛÏÌɯÜÕÞÈÕÛÌËɯØÜÈÓÐÛÐÌÚɯÛà×ÐÊÈÓÓàɯÍÖÜÕËɯÐÕɯÈÔÈÛÌÜÙɯÞÖÙÒȭɂɯ3ÏÌÚÌɯ

qualities included seemingly careless cropping and improper exposures, and films that 

seemed to be wrong for given lighting conditions. These apparent flaws could be 

ɁÐÕÛÌÓÓÐÎÌÕÛÓàɯÌß×ÓÖÐÛÌËɯÛÖɯÚÌÙÝÌɯ×ÖÛÌÕÛɯ×ÐÊÛÖÙÐÈÓɯÌÕËÚȭɂɯ2ÏÌɯÖÍÍÌÙÚɯ1ÖÎÌÙɯ,ÌÙÛÐÕɯÈÚɯÖÕÌɯ

                                                      

249 !ÈÙÛȮɯƕƗȭɯ!ÈÙÛɯÙÌ×ÖÙÛÚɯÛÏÈÛȮɯÛÖɯÚÛÈàɯÊÖÔ×ÌÛÐÛÐÝÌȮɯ$ÈÚÛÔÈÕɯ*ÖËÈÒɯÙÌÊÌÕÛÓàɯÚÛÈÙÛÌËɯÚÌÓÓÐÕÎɯɁÔÈÐÓÌÙÚɂɯÈÓÖÕÎɯ

with their color film. When customers buy th em, they pay the cost of processing and acquire a convenient 

×ÈÊÒÌÛɯÛÖɯÔÈÐÓɯÛÏÌɯÍÐÓÔɯÉÈÊÒɯÐÕȭɯ3ÏÌàɯÈÓÚÖɯÐÕÛÙÖËÜÊÌËɯÈɯÕÌÞɯÍÐÓÔȮɯ*ÖËÈÊÏÙÖÔÌɯ((Ȯɯ×ÙÖÔÐÚÐÕÎɯɁÚÏÈÙ×ÌÙȮɯÏÐÎÏÌÙɯ

ØÜÈÓÐÛàɯÍÐÓÔÚȭɂɯ3ÏÌɯÊÖÔ×ÈÕàɯÈÓÚÖɯÙÌËÜÊÌËɯÐÛÚɯ×ÙÐÊÌɯÖÕɯ*ÖËÈÊÖÓÖÙɯÍÐÓÔɯȹ*ÖËÈÊÏÙÖÔÌɯ×ÙÖËÜÊed 

transparancies while Kodacolor produces color prints).  
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ÌßÈÔ×ÓÌɯÖÍɯÈɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯÞÏÖɯɁ×ÌÙÚÐÚÛÌÕÛÓàɯÊÜÓÛÐÝÈÛÌÚɯÚÜÊÏɯÌÍÍÌÊÛÚȭɯ,ÌÙÛÐÕȮɯÚÏÌɯÚÈàÚȮɯ

È××ÙÌÊÐÈÛÌÚɯɁɀ*ÖËÈÒɀ-blue skies  and the blue-tinted overreaction of indoor film to 

ÖÜÛËÖÖÙɯÓÐÎÏÛȭɂ250  

  ,Ö, ɀÚɯ×ÏÖÛÖÎÙÈ×ÏàɯËÌ×ÈÙÛÔÌÕÛɯÏÈËɯÚÛÙÜÎÎÓÌËɯÐÕɯÛÏÌɯ×ÈÚÛɯÖÝÌÙɯÞÏÈÛɯÐÛÚɯ

ÙÌÓÈÛÐÖÕÚÏÐ×ɯÛÖɯÈÔÈÛÌÜÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÚÏÖÜÓËɯÉÌȭɯ!ÌÈÜÔÖÕÛɯ-ÌÞÏÈÓÓɀÚɯËÌÊÓÈÙÈÛÐÖÕɯÛÏÈÛɯ

photography was  a fine art drew the hostility of the amateur photographic press. 

According to Christopher Phillips, the MoMA photography department was called 

ɁÚÕÖÉÉÐÚÏȮɂɯɁ×ÖÕÛÐÍÐÊÈÓȮɂɯÈÕËɯÈÊÊÜÚÌËɯÖÍɯÉÌÐÕÎɯÚÏÙÖÜËÌËɯÐÕɯɁÌÚÖÛÌÙÐÊɯÍÖÎÚȭɂ251 In the mid -

1940s, the museum wanted ÍÜÕËÚɯÍÖÙɯÌß×ÈÕÚÐÖÕɯÐÕÛÌÕËÌËɯÛÖɯÈÊÛÐÝÌÓàɯÚÌÌÒɯÛÏÌɯɁÚÜ××ÖÙÛɯ

ÖÍɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯÐÕËÜÚÛÙàɯÈÕËɯ×ÏÖÛÖÎÙÈ×ÏàɀÚɯÝÈÚÛɯÈÕËɯËÌÝÖÛÌËɯÍÖÓÓÖÞÐÕÎȭɂ252 

Szarkowski, champion of photography as art, in a 1976 New York Times magazine feature 

ÚÛÖÙàɯÚÈÐËɯÛÏÈÛɯ×ÈÐÕÛÐÕÎɯɁÐÚɯÈɯÝÌÙàɯËÐÍÍÐÊÜÓÛɯÊÙÈÍÛȮɯÞÏÐÓÌɯ×ÏÖÛÖÎÙÈ×ÏàɯÐÚɯØÜÐÛÌɯÌÈÚàȮɂɯÈÕËɯ

ɁÈÓÔÖÚÛɯÈÕàÖÕÌɯÊÈÕɯÔÈÒÌɯÊÖÔ×ÌÛÌÕÛɯ×ÏÖÛÖÎÙÈ×ÏÚȭɂɯ6ÏÈÛɯËÐÚÛÐÕÎÜÐÚÏÌÚɯ×ÏÖÛÖÚɯÛÏÈÛɯ

ÌÔÉÖËàɯɁÚÜÙ×ÙÐÚÌȮɯËÐÚÛÐÕÊÛÐÝÌɯÎÙÈÊÌȮɯÞÐÛȮɯÖÙɯÖÙÐÎÐÕÈÓɯÐÕÛÌÓÓÐÎÌÕÊÌɂɯÐÚɯÈÕɯÐÕÌÍÍÈÉÓÌɯØÜÈÓÐÛàɯɬ 

                                                      

250 Sally Eauclaire, New Color/New Work: 18 Photographic Essays (Abbeville Press, 1984), 11. 
251 "ÏÙÐÚÛÖ×ÏÌÙɯ/ÏÐÓÓÐ×ÚȮɯɁ3ÏÌɯ)ÜËÎÔÌÕÛɯ2ÌÈÛɯÖÍɯ/ÏÖÛÖÎÙÈ×ÏàȮɂɯOctober Vol. 22 (Autumn 1982), pp. 27-63 
252 PhilÓÐ×ÚȮɯƘƔȭɯ-ÌÞÏÈÓÓɯÓÈÛÌÙɯÙÌÍÓÌÊÛÌËɯÖÕɯÛÏÌɯÐÕÊÐËÌÕÛȯɯɁ2ÜËËÌÕÓàɯ(ɯÞÈÚɯÛÖÓËɯÉàɯÛÏÌɯËÐÙÌÊÛÖÙɯÛÏÈÛɯÛÏÌɯ3ÙÜÚÛÌÌÚɯ

ÏÈËɯËÌÊÐËÌËɯÛÖɯÈ××ÖÐÕÛɯ$ËÞÈÙËɯ2ÛÌÐÊÏÌÕɯÈÚɯÛÏÌɯ#ÐÙÌÊÛÖÙɯÖÍɯ/ÏÖÛÖÎÙÈ×Ïàȭɯ(ɀËɯÍÌÓÛɯÛÏÈÛɯ(ɯÊÖÜÓËɯÕÖÛɯÞÖÙÒɯÞÐÛÏɯ

Steichen. I respected the man, I knew the mÈÕɯ×ÙÌÛÛàɯÞÌÓÓɯÉàɯÛÏÐÚɯÛÐÔÌȭɯ(ɯÑÜÚÛɯËÐËÕɀÛɯÚÌÌɯÛÏÈÛɯÞÌɯÊÖÜÓËɯÉÌɯ

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 swaying of gre ÈÛɯÔÈÚÚÌÚɯÖÍɯ×ÌÖ×ÓÌȭɂɯ

(Newhall interviewed by WXXI -TV, Rochester, 1979, transcript pages 27-28). 



 

 

155 

ÞÏÈÛɯ2áÈÙÒÖÞÚÒÐɯÊÈÓÓÚɯɁÌßÊÌ×ÛÐÖÕÈÓɯÛÈÓÌÕÛȭɂ253 Szarkowski was also adamant about the 

singularity of each print and its unpredictability (less predictable than a print from an 

engraving or an etching plate).254 

  Vivitar, the audio electronics and camera arm of Ponder & Best, came out with a 

new pocket camera ɬ the Vivitar 600 ɬ 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 1978.255  

  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, 

                                                      

253 )ÖÏÕɯ2áÈÙÒÖÞÚÒÐȮɯɁ ɯ#ÐÍÍÌÙÌÕÛɯ*ÐÕËɯÖÍɯ ÙÛȯɯ3ÖɯÐÛÚɯÕÌÞɯ×ÜÉÓÐÊȮɯ×ÏÖÛÖÎÙÈ×ÏàɯÚÌÌÔÚɯÛÖɯ×ÙÌÚÌÕÛɯÕÖÛɯÖÕÓàɯ

ËÜÔÉɯÍÈÊÛÚɯÉÜÛɯÈÓÚÖɯ×ÌÙÚÖÕÈÓɯÝÐÚÐÖÕÚȮɂɯNew York Times, April 13, 1975.  
254 )ÖÏÕɯ2áÈÙÒÖÞÚÒÐȮɯɁ/ÏÖÛÖÎÙÈ×ÏàɯÈÕËɯÛÏÌɯ/ÙÐÝÈÛÌɯ"ÖÓÓÌÊÛÖÙȮɂɯAperture, vol. 15, no. 2 (Summer 1970), n.p. 
255 Ɂ ÉÖÜÛɯ5ÐÝÐÛÈÙɂɯÊÖÔ×ÈÕàɯ×ÙÖÍÐÓÌɯÚÌÕÛɯÐÕɯÈÕɯÌÔÈÐÓɯÍÙÖÔɯ5ÐÝÐÛÈÙȭ 
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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 110-type cameras, 

35mm single lens reflex and compact cameras, darkroom equipment, filters, and other 

camera accessories. The company marketed Mamiya/Sekor Olympus 35mm single lens 

reflex and rangefinder cameras and accessories. 256 Ponder & Best had been marketing 

audio electronics products since 1970 under the Vivitar name. These included a three-

piece home cassette recorder, model RC-730, with AM -FM/FM radio, a three-piece home 

stereo  cassette recorder, model RC-720, a portable cassette player with a digital counter, 

model C-2, and a three-piece AM-FM/FM stereo receiver, model RTA-727.257 

  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, 

/ȫ!ɯɁËÌÊÐËÌËɯÛÖɯÛÈÒÌɯÈɯÔÖÙÌɯÈÎÎÙÌÚÚÐÝÌɯÙÖÓÌɯÐÕɯËÌÝÌÓÖ×ÐÕÎɯÐts own line of products to 

ÔÌÌÛɯÕÌÞɯÊÖÕÚÜÔÌÙɯËÌÔÈÕËÚȭɂɯ3ÏÌɯÊÖÔ×ÈÕàɯËÌÝÌÓÖ×ÌËɯÈÕËɯÔÈÙÒÌÛÌËɯÕÌÞɯÊÈÔÌÙÈɯ

products under the Vivitar label. It opened an office in Atlanta in April 1974 and a 

#ÈÓÓÈÚɯÍÈÊÐÓÐÛàɯÖÕÌɯÔÖÕÛÏɯÓÈÛÌÙȮɯÌÕÏÈÕÊÐÕÎɯÐÛÚɯÈÉÐÓÐÛàɯÛÖɯɁÌÍÍÌÊÛÐÝÌÓà sell and properly 

                                                      

256 Press Release: Ponder & Best, Inc., n.d., p. 1-2, The Museum of Modern Art Archives, P1 II.A.707.  
257 !ÐÓÓÉÖÈÙËȮɯɁ/ÖÕËÌÙɯȫɯ!ÌÚÛɯÐÕɯ,ȭ.ȭɯ3ÏÙÜÚÛȮɂɯ.ÊÛÖÉÌÙɯƖƘȮɯƕƝƛƔȭɯ3ÏÌɯÈÙÛÐÊÓÌɯËÐÚÊÜÚÚÌÚɯ/ÖÕËÌÙɯȫɯ!ÌÚÛɀÚɯÌÍÍÖÙÛÚɯ

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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ÚÌÙÝÐÊÌɯËÌÈÓÌÙÚɯÈÙÖÜÕËɯÛÏÌɯÊÖÜÕÛÙàȭɂ258 The company established Vivitar Japan Ltd. in 

1973 and Vivitar Ltd. in London in 1975. 259  

  Thus by 1976, the company had offices throughout the United States ɬ 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.260 Chubb Avenue 

was named for the insurance underwriter compan y Chubb & Son, owned by Percy 

Chubb II, whose son Caldecot Chubb (heir to the Chubb insurance fortune), a 

×ÏÖÛÖÎÙÈ×ÏÌÙɯÈÕËɯÍÐÓÔɯ×ÙÖËÜÊÌÙȮɯÏÈËɯ×ÜÉÓÐÚÏÌËɯ$ÎÎÓÌÚÛÖÕɀÚɯÍÐÙÚÛɯÓÐÔÐÛÌËɯÌËÐÛÐÖÕɯ

portfolio, 14 Pictures, in 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-ÐÔÈÎÌɯ×ÏÖÛÖɯÌÚÚÈàɯɁ$ÓÌÊÛÐÖÕɯ$ÝÌɂɯÔÈËÌɯÐÕɯÈÕËɯÈÙÖÜÕËɯ)ÐÔÔàɯ"ÈÙÛÌÙɀÚɯ

hometown of Plains, Georgia on assignment for Rolling Stone.261 Ɂ(ɯÏÈÝÌÕɀÛɯÍigured out 

ÞÏÈÛɯÞÌɯÞÌÙÌɯËÖÐÕÎɯÐÕɯ/ÓÈÐÕÚȮɂɯ$ÎÎÓÌÚÛÖÕɯÛÖÓËɯÈɯÎÙÖÜ×ɯÈÛɯ8ÈÓÌɯÈÉÖÜÛɯÛÏÌɯ×ÙÖÑÌÊÛɯÐÕɯ

-ÖÝÌÔÉÌÙɯƕƝƛƚȮɯÚÛÈÛÐÕÎɯÛÏÈÛɯÏÌɯÛÙÐÌËɯÛÖɯÉÌɯÖÉÑÌÊÛÐÝÌɯÈÕËɯÈ××ÙÖÈÊÏɯ/ÓÈÐÕÚɯɁÈÚɯÐÍɯÐÛɯÞÌÙÌɯ

                                                      

258 P&B Press Release, p. 2. 
259 P&B Press Release, p. 3. 
260 The New York TimesȮɯɁ2ÌÝÌÕɯ3ÌÕÈÕÛÚɯ'ÈÝÌɯ+ÌÈÚÌËɯÈɯ3ÖÛÈÓɯÖÍɯƕƕƝȮƜƗƜɯÚØÜÈÙÌɯÍÌÌÛɯÈÛɯ+àÕËÏÜÙÚÛɯ.ÍÍÐÊÌɯÈÕËɯ

Industrial Park in Lyndhurst, N.J. (August 31, 1975).  
261  ÓÍÙÌËɯ$ȭɯ"ÓÈÙÒȮɯɁ/ÌÙÊàɯ"ÏÜÉÉɯƖËȮɯƛƗȰɯ(ÕÚÜÙÈÕÊÌɯ$ßÌÊÜÛÐÝÌɯÈÕËɯÈɯ!ÈÕÒɯ#ÐÙÌÊÛÖÙȮɂɯThe New York Times 

(October 11, 1982) D12. William Eggleston Trust website. 
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ÈÕàÞÏÌÙÌȭɂ262 Although Rolling Stone did not publish the images, Caldecott Chubb 

published 100 of them in October 1977.  Chubb designed the book on the scale of the 

enormous two-volume &ÈÙËÐÕÌÙɀÚɯ2ÒÌÛÊÏÉÖÖÒɯÖÍɯÛÏÌɯ"ÐÝÐÓɯ6ÈÙ and thought they would get 

rich from the portfolios, which were priced at $15,000. They printed five of the portfolios 

ÈÕËɯÚÖÓËɯÛÞÖȭɯɁ(ɯÚ×ÌÕÛɯÛÖÕÚɯÖÍɯÔÖÕÌàȮɂɯ"ÏÜÉÉɯÛÖÓËɯ6ÖÖËÞÈÙËȮɯɁÞÏÐÊÏɯ!ÐÓÓɯÓÐÒÌËȮɯÈÕËɯ

ÔÈËÌɯÓÖÛÚɯÖÍɯ×ÙÐÕÛÚȮɯÞÏÐÊÏɯ!ÐÓÓɯÈÓÚÖɯÓÐÒÌËȭɯ!ÜÛɯÛÏÌɯÉÖÖÒÚɯÕÌÝÌÙɯÚÖÓËȭɂ263  According to 

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 

Ɂ×ÜÙÚÜÌɯÍÜÙÛÏÌÙɯȻ*ÈÛáɀÚȼɯÐËÌÈÚɯÈÉÖÜÛɯÞÈàÚɯÐÕɯÞÏÐÊÏɯ5ÐÝÐÛÈÙɯ"ÖÙ×ÖÙÈÛÐÖÕɯÊÖÜÓËɯÊÖÕÛÐÕÜÌɯ

to broaden its services to the photographic community. This  is an enormously fertile 

ÐËÌÈȮɯÞÏÐÊÏɯ(ɯÈÔɯÊÖÕÝÐÕÊÌËɯÊÖÜÓËɯÉÌɯÔÖÚÛɯÙÌÞÈÙËÐÕÎɯÛÖɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÕËɯÛÖɯ5ÐÝÐÛÈÙȭɂɯ

2áÈÙÒÖÞÚÒÐɯÎÖÌÚɯÖÕɯÛÖɯÚÈàɯÛÏÈÛɯÏÌɯÐÚɯɁÑÜÚÛɯ×ÓÌÈÚÌËɯÈÚɯ×ÜÕÊÏɂɯÛÏÈÛɯ5ÐÝÐÛÈÙɯÏÈÚɯÈÎÙÌÌËɯÛÖɯ

ÚÜ××ÖÙÛɯÛÏÌɯ$ÎÎÓÌÚÛÖÕɯÌßÏÐÉÐÛÐÖÕɯÈÕËɯÉÖÖÒȭɯɁ ÚɯàÖÜɯÒÕÖÞȮɯ(ɯconsider Eggleston to be 

                                                      

262 Southern Folklife Collection, FT ɬ 10204 LC, Southern Folklife Collection 

William R. Ferris Colle ction , 11-10-1976 
263 1ÐÊÏÈÙËɯ!ȭɯ6ÖÖËÞÈÙËȮɯɁ,ÌÔ×ÏÐÚɯ!ÌÈÜɂɯVanity Fair (October 1991): 242. 
264 Ibid.  



 

 

159 

one of the very brightest and most talented photographers working today, and I feel that 

ÐÛɯÐÚɯÐÔ×ÖÙÛÈÕÛɯÛÏÈÛɯÏÐÚɯÞÖÙÒɯÉÌɯÚÌÌÕɯÈÕËɯÈ××ÙÌÊÐÈÛÌËȭɂɯ3ÏÌÙÌɯÞÖÜÓËɯÉÌɯÕÖɯÞÈàɯÛÏÈÛɯ

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 -

ØÜÈÓÐÛàɯÊÖÓÖÙɯÙÌ×ÙÖËÜÊÛÐÖÕÚɯÍÖÙɯÛÏÌɯÊÈÛÈÓÖÎÜÌȭɯɁ$ÎÎÓÌÚÛÖÕɯÛÖÓËɯÈɯÎÙÖÜ×ɯÖÍɯÝÐÌÞÌÙÚɯÈÛɯ8ÈÓÌɯ

4ÕÐÝÌÙÚÐÛàɯÛÏÈÛɯÏÌɯÞÈÚɯÛÙàÐÕÎɯÛÖɯÍÐÕËɯÈɯÞÈàɯÛÖɯËÖɯɁÊÏÌÈ×ɯÔÈÚs color printing with 

ÕÌÎÈÛÐÝÌɯÍÐÓÔȱ(ɀÔɯÐÕÛÌÙÌÚÛÌËɯÐÕɯɯÈɯÓÈÙÎÌɯÕÜÔÉÌÙɯÖÍɯÐÔÈÎÌÚɯÈÕËɯÞÖÙÒÐÕÎɯÊÖÓÖÙɯÐÚɯÑÜÚÛɯ

ÝÌÙàɯÌß×ÌÕÚÐÝÌȭɂ265 And with the serious 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 

ÕÌÌËɯÖÍɯÖÜÙɯ×ÙÖÎÙÈÔȭɂ266  

  A May 10, 1976 letter from Katz accompanied two checks from Vivitar, Inc. for 

$15,000 ($62,000 in 2012 U.S. dollars) to support the exhibition and $500 ($2,098.52 in 

ƖƔƕƖɯ4ȭ2ȭɯËÖÓÓÈÙÚȺɯÈÚɯÈɯÊÖÕÛÙÐÉÜÛÐÖÕɯɁÛÖɯÛÏÌɯÊÖÊÒÛÈÐÓɯÙÌÊÌ×ÛÐÖÕɯÞÏÐÊÏɯÞÐÓÓɯÒÐÊÒɯÖÍÍɯÛÏÌɯ

$ÎÎÓÌÚÛÖÕɯÌßÏÐÉÐÛÐÖÕȭɂ267 The letter stated that while 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 ɬ 10204 LC, Southern Folklife Collection, William R. Ferris 

Collection  

11-10-1976 
266 Letter 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. Louis, http://research.stlouisfed.org/fred2/  
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,ÈÊ%ÈÙÓÈÕÌȭɯɁ(ÛɯÐÚɯÈɯÙÌÈÓɯ×ÓÌÈÚÜÙÌɯÛÖɯÚÜ××ÖÙÛɯ,., ɀÚɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯ×ÙÖÎÙÈÔɯÈÕËɯ(ɯÈÔɯ

ÚÜÙÌɯÛÏÈÛɯÛÏÌɯ$ÎÎÓÌÚÛÖÕɯÌßÏÐÉÐÛÐÖÕɯÞÐÓÓɯÉÌɯÉÖÛÏɯÈÕɯÈÙÛÐÚÛÐÊɯÈÕËɯÈÛÛÌÕËÈÕÊÌɯÚÜÊÊÌÚÚȭɂ268 

  A May 18, 1976 letter from Szarkowski to Katz accompanied an advance copy of 

6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌȮɯÈÕËɯÛÖÜÛÌËɯÛÏÌɯ×ÙÖËÜÊÛÐÖÕɯØÜÈÓÐÛàɯÖÍɯÛÏÌɯÊÈÛÈÓÖÎÜÌȭɯɁ ÓÓÖÞɯÔÌɯ

to tell you again how very grateful the Museum is for the contribution that Vivitar, Inc. 

has made to this project. My guess is that the show and the book are going to receive 

ÊÖÕÚÐËÌÙÈÉÓÌɯÈÛÛÌÕÛÐÖÕȮɂɯ2áÈÙÒÖÞÚÒÐɯÞÙÖÛÌȭɯ ÊÒÕÖÞÓÌËÎÐÕÎɯÛÏÌɯÊÏÌcks totaling $20,000 

($47,144.78 in 2014 U.S. dollars) from Ponder & Best, Szarkowski continued in his show 

of gratitude. 269 Ɂ ÛɯÈɯÛÐÔÌɯÐÕɯÞÏÐÊÏɯÛÏÐÚɯ,ÜÚÌÜÔɯÐÚɯÊÖÕÍÙÖÕÛÌËɯÞÐÛÏɯÚÌÝÌÙÌɯÍÐÕÈÕÊÐÈÓɯ

problems, this kind of support is of inestimable importance to the continued vitality and 

ËÐÝÌÙÚÐÛàɯÖÍɯÖÜÙɯ×ÙÖÎÙÈÔȭɯ6ÌɯÈÙÌɯÌßÛÙÌÔÌÓàɯÎÙÈÛÌÍÜÓȭɂ270 

  A July 14, 1976 letter from Szarkowski to Harold Dreyfus of the publicity group 

Ɂ3ÏÌɯ#ÙÌàÍÜÚɯ ÎÌÕÊàȮɂɯËÌÚÊÙÐÉÌÚɯÛÏÌɯÊÜÙÈÛÖÙɀÚɯËÌÚÐÙÌɯÛÖɯÙÌÔÈÐÕɯÐÕɯÛÖÜÊÏɯÞÐÛÏɯÛÏÌɯ

×ÜÉÓÐÊÐÛàɯÌßÌÊÜÛÐÝÌɯÈÕËɯɁËÙÖ×ɯÏÐÔɯÈɯÕÖÛÌɯÍÙÖÔɯÛÐÔÌɯÛÖɯÛÐÔÌɯÛÖɯÐÕÍÖÙÔɂɯÏÐÔɯÖÍɯɁÈÚ×ÌÊÛÚɯ

ÖÍɯÖÜÙɯ×ÙÖÎÙÈÔɯÛÏÈÛɯÔÐÎÏÛɯÐÕÛÌÙÌÚÛɯàÖÜȭɂɯ2áÈÙÒÖÞÚki also discussed the possibility of 

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 Letter from Ponder & Best President J.S. Katz to John Szarkowski, May 10, 1976. 
269 Bureau of Labor Statistics CPI Inflation Calculator located at: http://data.bls.gov/cgi -bin/cpicalc.pl  
270 Letter 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 

ÉÖÖÒȭɯɁ3ÏÌÙÌɯÞÐÓÓɯÊÖÕÛÐÕÜÌɯÖÍɯÊÖÜÙÚÌɯÛÖɯÉÌɯÕÌÞɯ×ÐÌÊÌÚɯÈ××ÌÈÙÐÕÎɯÍÖÙɯÈɯÓÖÕÎɯÛÐÔÌȮɂɯ

Szarkowski wrote, suggesting that the exhibition and book were intended to garner 

considerable critical attention. 271  

  Szarkowski began ÞÖÙÒÐÕÎɯÞÐÛÏɯ,Ö, ɀÚɯÚ×ÌÊÐÈÓɯÌÝÌÕÛÚɯËÌ×ÈÙÛÔÌÕÛɯÐÕɯ,ÈÙÊÏɯÛÖɯ

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 this par ÛÐÊÜÓÈÙɯÖ×ÌÕÐÕÎȭɯ5ÐÝÐÛÈÙȮɯÏÌɯÞÙÖÛÌȮɯɁÐÚɯÈɯÓÈÙÎÌɯÖ×ÛÐÊÈÓɯÊÖÔ×ÈÕàɯ

which is contributing to our program for the first time. We feel that it is important to 

×ÓÈÕɯÈɯ×ÈÙÛàɯÍÖÙɯÛÏÐÚɯÙÌÈÚÖÕɯÈÚɯÞÌÓÓɯÈÚɯÛÖɯÏÖÕÖÙɯÛÏÌɯÈÙÛÐÚÛȭɂ272  

  The MoMA show resulted in an art mark et boom for Eggleston. A limited edition 

ÍÖÓÐÖɯÖÍɯÌÓÌÝÌÕɯƖƔɯßɯƖƘɯËàÌɯÛÙÈÕÚÍÌÙɯ×ÙÐÕÛÚɯÍÙÖÔɯÛÏÌɯɁ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÙÈÊÌÓÈÕËɂɯ

show in Washington D.C., for example, sold for $20,000 in 1983 ($45,175.78 in 2012 U.S. 

dollars).273 However, journalist Richard B. Woodward reported that although Eggleston 

had the MoMA stamp of approval, he had more difficulty finding widespread 

ÈÊÊÌ×ÛÈÕÊÌɯÐÕɯÛÏÌɯÎÈÓÓÌÙàɯÚàÚÛÌÔȭɯɁ ÛɯÍÐÙÚÛȮɯÛÏÌɯÙÈËÐÊÈÓɯÕÈÛÜÙÌɯÖÍɯÏÐÚɯÝÐÚÐÖÕɯÈÕËȮɯÓÈÛÌÙȮɯÈɯ

careless attitude toward the sale of his prints ×ÙÌÝÌÕÛÌËɯÔÖÙÌɯÌß×ÖÚÜÙÌȭɂɯ ÓÛÏÖÜÎÏɯÏÌɯ

                                                      

271 Letter 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.  
272 March 10, 1976, to Jeanne Thayer from John Szarkowski, The Museum of Modern Art Archives, N.Y.  
273 1ÐÊÏÈÙËɯ'ÈÙÙÐÕÎÛÖÕȮɯɁ&ÙÈÊÌÓÈÕËȯɯ(ÔÈÎÌÚɯÖÍɯÈɯ%ÈÓÓÌÕɯ*ÐÕÎȮɂɯThe Washington Post (December 10, 1983): D1. 
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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 

ÐÕÛÌÙÍÌÙÌËɯÞÐÛÏɯÏÐÚɯÊÈÙÌÌÙȭɯɁ&ÌÛÛÐÕÎɯÏÐÔɯÛÖɯÙÌÓÌÈÚÌɯÈɯÚÌÛɯÖf prints in time for a show has 

ÈÓÞÈàÚɯÉÌÌÕɯÈɯÕÐÎÏÛÔÈÙÌȮɂɯ6ÖÖËÞÈÙËɯÞÙÖÛÌȭɯɁ6ÖÙÚÌȮɯÖÕÓàɯÏÐÚɯÔÖÚÛɯÙÌ×ÙÖËÜÊÌËɯ

×ÐÊÛÜÙÌÚɯÍÙÖÔɯÛÏÌɯÌÙÈɯÖÍɯÛÏÌɯ&ÜÐËÌɯÊÖÔÔÈÕËɯÏÐÎÏɯ×ÙÐÊÌÚȭɂɯ6ÖÖËÞÈÙËɯÞÙÖÛÌɯÐÕɯƕƝƝƖɯÛÏÈÛɯ

ÈɯÊÖÕÚÌÙÝÈÛÐÝÌɯÌÚÛÐÔÈÛÌɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÖÜÛ×ÜÛɯÞÖÜÓËɯÏÈÝÌɯÉÌÌÕɯƙƔ,000 photographs, 

ÐÕÊÓÜËÐÕÎɯÞÖÙÒɯ×ÙÐÕÛÚɯÈÕËɯÞÏÈÛɯÏÌɯÊÈÓÓÚɯɁÜÚÈÉÓÌɂɯ×ÙÐÕÛÚȭɯ ÓÓɯÖÍɯÛÏÌÚÌɯÞÌÙÌɯÚÊÈÛÛÌÙÌËɯÐÕɯ

various homes, among friends, vaults, museums and dealers.274 

   2áÈÙÒÖÞÚÒÐɀÚɯÌÍÍÖÙÛÚɯÛÖɯÈÛÛÙÈÊÛɯÈÛÛÌÕÛÐÖÕɯÛÖɯÛÏÌɯÚÏÖÞɯÉàɯ×ÓÈÕÕÐÕÎɯÈÕɯÌÓÈÉÖÙÈÛÌɯ

reception and contacting dozens of press representatives paid off. A spirited critical 

ËÌÉÈÛÌɯÖÝÌÙɯÛÏÌɯÈÌÚÛÏÌÛÐÊɯÔÌÙÐÛɯÖÙȮɯÉàɯÊÖÕÛÙÈÚÛȮɯÉÈÕÒÙÜ×ÛÊàȮɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒȮɯ

ÍÖÓÓÖÞÌËɯÛÏÌɯÖ×ÌÕÐÕÎȭɯ'ÐÓÛÖÕɯ*ÙÈÔÌÙɀÚɯ,ÈàɯƖƜȮɯƕƝƛƚɯÙÌÝÐÌÞɯÖÍɯÛÏÌɯÚÏÖÞɯÐÚɯÖÍÛÌÕɯ

considered embleÔÈÛÐÊɯÖÍɯÛÏÌɯÏÖÚÛÐÓÌɯÙÌÚ×ÖÕÚÌɯÛÖɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒȭɯɁ'ÐÚÛÖÙÐÊɯ

ÉÙÌÈÒÛÏÙÖÜÎÏÚɯÈÙÌɯÕÖÛȮɯÈÓÈÚȮɯÞÏÈÛɯÛÏÌàɯÜÚÌËɯÛÖɯÉÌȮɂɯ*ÙÈÔÌÙɯÕÖÛÌËȮɯɁÈÛɯÓÌÈÚÛɯÐÕɯÛÏÌɯÞÖÙÓËɯ

ÖÍɯÈÙÛȭɂɯ3ÏÌɯ$ÎÎÓÌÚÛÖÕɯÌßÏÐÉÐÛÐÖÕɯÏÈÙËÓàɯÔÌÙÐÛÌËɯÛÏÌɯÚÐÎÕÐÍÐÊÈÕÊÌɯ2áÈÙÒÖÞÚÒÐɯÈÛÛÙÐÉÜÛÌËɯ

to it with the pub ÓÐÊÈÛÐÖÕɯÖÍɯÛÏÌɯɁ×ÖÚÏàȮɯÏÈÙËÊÖÝÌÙɯÉÖÖÒɯÖÍɯƕƕƖɯ×ÈÎÌÚȮɂȹWilliam 

$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌȺɯÈɯɁÍÈÐÙÓàɯÜÕÜÚÜÈÓɯ×ÙÖÊÌËÜÙÌɯÍÖÙɯÛÏÌɯÍÐÙÚÛɯÚÖÓÖɯÌßÏÐÉÐÛÐÖÕɯÉàɯÈÕɯÈÙÛÐÚÛɯÍÌÞɯ

                                                      

274 1ÐÊÏÈÙËɯ!ȭɯ6ÖÖËÞÈÙËȮɯɁ,ÌÔ×ÏÐÚɯ!ÌÈÜȮɂɯVanity Fair (October 1991): 242. 
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×ÌÖ×ÓÌɯÏÈÝÌɯÌÝÌÙɯÏÌÈÙËɯÖÍȭɂ275 Furthermore in the text for the book, Szarkowski threw all 

caution to tÏÌɯÞÐÕËÚɯÉàɯÚ×ÌÈÒÐÕÎɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÐÊÛÜÙÌÚɯÈÚɯ×ÌÙÍÌÊÛȭɯɁ/ÌÙÍÌÊÛȳɯ/ÌÙÍÌÊÛÓàɯ

ÉÈÕÈÓȮɯ×ÌÙÏÈ×Úȭɯ/ÌÙÍÌÊÛÓàɯÉÖÙÐÕÎȮɯÊÌÙÛÈÐÕÓàȮɂɯ*ÙÈÔÌÙɯÍÈÔÖÜÚÓàɯÙÌÛÖÙÛÌËȭɯ'ÌɯÞÈÙÕÌËȮɯ

ÍÜÙÛÏÌÙÔÖÙÌȮɯÛÏÈÛɯ2áÈÙÒÖÞÚÒÐɀÚɯÝÐÌÞɯÖÕɯÛÏÌɯÞÖÙÒɯÈÊÏÐÌÝÌÚɯÈɯɁÙÈÙÌɯËÌÎÙÌÌɯÖÍɯÌßÊÌÓÓÌÕÊÌɯ

and originÈÓÐÛàȮɂɯÐÚɯÚÖÔÌÛÏÐÕÎɯÈÉÖÜÛɯÞÏÐÊÏɯÖ×ÐÕÐÖÕÚɯÞÐÓÓɯËÐÍÍÌÙȮɯɁÛÖɯ×ÜÛɯÛÏÌɯÔÈÛÛÌÙɯ

ÔÐÓËÓàȭɂ276  3ÏÌɯÌßÏÐÉÐÛÐÖÕɯÐÚɯÏÐÚÛÖÙÐÊɯÐÕɯÛÏÌɯÚÌÕÚÌɯÛÏÈÛɯÐÛɯÐÚɯÛÏÌɯÍÐÙÚÛɯɁÔÈÑÖÙɂɯÌßÏÐÉÐÛɯÖÍɯ

color photography and the very first publication on color photography, with 48 plates ɬ 

ɁÔÖÙÌɯÛÏÈÕɯÏÈÓÍɯÖÍɯÛÏÌɯÌßÏÐÉÐÛÐÖÕɂɯɬ printed in color. And since color is one of the hot 

×ÙÖÉÓÌÔÚɯÐÕɯÈɯÔÌËÐÜÔɯÓÖÕÎɯËÖÔÐÕÈÛÌËɯÉàɯÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯÐÔÈÎÌÚȮɯɁÐÛɯÞÖÜÓËɯÉÌɯÕÌÞÚɯ

ÐÕËÌÌËɯÐÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÐÊÛÜÙÌÚɯÞÌÙÌɯÛÏÌɯÔÈÚÛÌÙ×ÐÌÊÌÚɯÛÏÌàɯÈÙÌɯÊÓÈÐÔÌËɯÛÖɯÉÌȭɯ(ÕɯÔàɯ

opinioÕɯÛÏÌàɯÈÙÌɯÕÖÛȭɂɯ*ÙÈÔÌÙɯÊÖÕÛÐÕÜÌËȯ 

  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 especially 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 

ÉÌÛÞÌÌÕɯɁÖÉÝÐÖÜÚÓàɯ×ÙÌÛÛàɂɯÈÕËɯɁÖÉÝÐÖÜÚÓàɯÈÜÚÛÌÙÌȭɂɯ(ÛɯÐÚɯɁ×ÖÚÛÊÈÙËɯÉÙÐÎÏÛɂɯÖÙɯ

                                                      

275 'ÐÓÛÖÕɯ*ÙÈÔÌÙȮɯɁ ÙÛȯɯ%ÖÊÜÚɯÖÕɯ/ÏÖÛÖɯ2ÏÖÞÚɂɯThe New York Times (May 28, 1976): 62. 
276 Kramer, 62. 
277 Ibid . 
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×ÖÕËÌÙÖÜÚÓàɯÈÛÔÖÚ×ÏÌÙÐÊȭɂɯ*ÙÈÔÌÙɯÐÕÚÐÚÛÌËɯÛÏÈÛɯÛÏÌÙÌɯÞÈÚɯÕÖɯÈÌÚÛÏÌÛÐÊɯÍÌÈÛɯÐÕɯ×ÓÈÊÐÕÎɯ

subjects plunk down in the center of pictorial space, or just off center. The images belong 

to the caÛÌÎÖÙàɯÖÍɯÚÕÈ×ÚÏÖÛɯÊÏÐÊȮɯ*ÙÈÔÌÙɯÊÖÕÛÌÕËÌËȮɯɁÛÖɯÛÏÌɯ×ÖÚÛ-Diane Arbus, 

antiformalist esthetic that is now all the rage among many younger photographers and 

ÏÈÚɯÈÓÓɯÉÜÛɯËÌÙÈÐÓÌËɯ,Ùȭɯ2áÈÙÒÖÞÚÒÐɀÚɯÛÈÚÛÌɯÚÖɯÍÈÙɯÈÚɯÊÖÕÛÌÔ×ÖÙÈÙàɯ×ÏÖÛÖÎÙÈ×ÏàɯÐÚɯ

ÊÖÕÊÌÙÕÌËȭɂ278 EgglestÖÕɀÚɯÊÖÕÛÙÐÉÜÛÐÖÕɯÛÖɯÛÏÐÚɯÓÖÖÒɯÏÈÚɯÉÌÌÕɯÛÏÌɯÌÍÍÌÊÛÚɯÖÍɯ×ÏÖÛÖÙÌÈÓÐÚÛɯ

×ÈÐÕÛÐÕÎȮɯɁÈɯÊÈÚÌȮɯÐÍɯÕÖÛɯÖÍɯÛÏÌɯÉÓÐÕËɯÓÌÈËÐÕÎɯÛÏÌɯÉÓÐÕËȮɯÈÛɯÓÌÈÚÛɯÖÍɯÛÏÌɯÉÈÕÈÓɯÓÌÈËÐÕÎɯÛÏÌɯ

ÉÈÕÈÓȭɂ279 

  Writing for New York in 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 

ÞÙÖÛÌȭɯɁ3ÏÌɯÝÌÙàɯÍÈÊÛɯÛÏÈÛɯ2áÈÙÒÖÞÚÒÐɯÐÚɯÌßÏÐÉÐÛÐÕÎɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏÚɯÞÐÓÓɯÚ×ÜÙɯËÌÈÓÌÙÚȮɯ

collectors, curators, and photographers to reconsider color photography as a medium of 

ÚÈÓÈÉÓÌɯÈÕËɯÊÖÓÓÌÊÛÐÉÓÌɯÔÌÙÐÛȭɂ280 Callahan concedes to Szarkowski that Eggleston is an 

ÐÔ×ÖÙÛÈÕÛɯàÖÜÕÎɯÈÙÛÐÚÛȮɯÉÜÛɯÛÏÌɯÌÝÌÕÛɯÖÍɯÏÐÚɯÌßÏÐÉÐÛÐÖÕȮɯɁÍÐÕÈÕÊÌËɯÓÈÙÎÌÓàɯÉàɯ5ÐÝÐÛÈÙȮɯ

IncȭȮɂɯÐÚɯÈ×ÛɯÛÖɯÖÝÌÙÚÏÈËÖÞɯÏÐÚɯÈÊÏÐÌÝÌÔÌÕÛȭɯɁ(ÕÌÝÐÛÈÉÓàɯÐÛɯÙÈÐÚÌÚɯØÜÌÚÛÐÖÕÚɯÈÚɯÛÖɯÞÏàɯ

ÏÐÔɯÈÕËɯÞÏàɯÕÖÞȭɂɯ3ÏÌɯÈÕÚÞÌÙȮɯÍÖÙɯ"ÈÓÓÈÏÈÕȮɯÓÐÌÚɯÐÕɯÛÏÌɯÍÈÊÛɯÛÏÈÛȮɯÞÏÐÓÌɯÛÏÌÙÌɯÈÙÌɯÖÛÏÌÙɯ

                                                      

278 Ibid . 
279 Ibid . 
280 2ÌÈÕɯ"ÈÓÓÈÏÈÕȮɯɁ,., ɯ+ÖÞÌÙÚɯÛÏÌɯ"ÖÓÖÙɯ!ÈÙȯɯ2áÈÙÒÖÞÚÒÐɀÚɯ2ÏÖÞɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ6ÖÙÒɯÐÚɯ2ÜÙÌɯÛÖɯ2×ÜÙɯ

!ÜàÌÙÚɯÛÖɯ"ÖÕÚÐËÌÙɯ"ÖÓÖÙɯ/ÏÖÛÖÎÙÈ×ÏÚɯÈÚɯ(ÛÌÔÚɯÖÍɯ"ÖÓÓÌÊÛÐÉÓÌɯ,ÌÙÐÛȮɂɯNew York (June 28, 1976). 
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young photographers better known for their serious efforts in color such as Stephen  

2ÏÖÙÌȮɯ-ÌÈÓɯ2ÓÈÝÐÕȮɯÈÕËɯ2àÓɯ+ÈÉÙÖÛȮɯ$ÎÎÓÌÚÛÖÕɯɁÉÌÓÖÕÎÚɯÛÖɯÛÏÌɯ×ÌÙÚÖÕÈÓɯËÖÊÜÔÌÕÛÈÙàɯ

ÚÊÏÖÖÓȮɯÈɯÚÛàÓÌɯ2áÈÙÒÖÞÚÒÐɯ×ÈÙÛÐÊÜÓÈÙÓàɯÍÈÝÖÙÚȭɂɯ$ÎÎÓÌÚÛÖÕɯÐÚÕɀÛɯËÖÐÕÎɯÈÕàÛÏÐÕÎɯËÙÈÔÈÛÐÊɯ

ÞÐÛÏɯÊÖÓÖÙɯÐÕɯ"ÈÓÓÈÏÈÕɀÚɯÝÐÌÞȭɯɁ'ÐÚɯÛÈÓÌÕÛɯÐÚɯÐÕɯÕÖÛɯÖÝÌÙËÖÐÕÎɯÐÛȭɯ(ÕɯÉÙÐÕÎÐÕÎɯÛÏÌɯsnapshot 

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 

ÉÌàÖÕËɯÛÏÌɯÞÖÙÒÚɯÛÏÈÛɯÏÈÝÌɯÉÌÌÕɯÚÜÔÔÈÙÐÓàɯËÐÚÔÐÚÚÌËɯÈÚɯȿÚÕÈ×ÚÏÖÛɯÊÏÐÊȮɀɂɯ"ÈÓÓÈhan 

writes. 281 

   A June 1976 review in the SoHo Weekly News Éàɯ2ÏÌÓÓÌàɯ1ÐÊÌɯËÌÚÊÙÐÉÌËɯÈɯɁÎÈÓÈɯ

Ö×ÌÕÐÕÎɂɯÍÖÙɯÛÏÌɯ$ÎÎÓÌÚÛÖÕɯÌßÏÐÉÐÛȮɯÊÖÔ×ÓÌÛÌɯÞÐÛÏɯɁÈɯÓÖÛɯÖÍɯÉÌÈÜÛÐÍÜÓɯ×ÌÖ×ÓÌɂɯÈÕËɯɁÈɯÓÖÛɯ

ÖÍɯÉÌÈÜÛÐÍÜÓɯÊÓÖÛÏÌÚȭɂ282 !ÜÛɯ1ÐÊÌɀÚɯɁÊÜÓÛÜÙÈÓɯÚÜÚ×ÌÕÚÐÖÕɯÖÍɯËÐÚÉÌÓÐÌÍɂɯÞÖÜÓd not extend 

ÍÈÙɯÌÕÖÜÎÏɯÛÖɯÈÊÊÌ×Ûɯ2áÈÙÒÖÞÚÒÐɀÚɯÈÚÚÌÚÚÔÌÕÛɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÚɯɁ×ÌÙÍÌÊÛȭɂɯ

 ÓÛÏÖÜÎÏɯ,Ö, ɯÞÈÚɯÛÏÙÖÞÐÕÎɯÐÛÚɯÞÌÐÎÏÛɯÉÌÏÐÕËɯ$ÎÎÓÌÚÛÖÕɯÞÐÛÏɯÈÕɯɁÌßÛÌÕÚÐÝÌɯ

ËÖÞÕÚÛÈÐÙÚɯÌßÏÐÉÐÛÐÖÕɯÚ×ÈÊÌȮɂɯɁÊÓÈÚÚàɯÖ×ÌÕÐÕÎȮɂɯÈÕËɯɁ×ÜÉÓÐÊÈÛÐÖÕɯÖÍɯÛÏÌɯ,ÜÚÌÜÔɀÚɯÍÐrst 

ÔÖÕÖÎÙÈ×ÏɯÖÕɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×Ïàɂɯ1ÐÊÌɯÊÖÜÓËÕɀÛɯÜÕËÌÙÚÛÈÕËɯÞÏàȭ283 Like reviewers 

,ÐÊÏÈÌÓɯ$ËÌÓÚÖÕɯÈÕËɯ'ÐÓÛÖÕɯ*ÙÈÔÌÙȮɯ1ÐÊÌɯÚÜÎÎÌÚÛÌËɯÛÏÈÛɯÛÏÌɯÊÜÙÈÛÖÙɀÚɯ×ÙÐÝÐÓÌÎÐÕÎɯÖÍɯ

Eggleston was tied to his preference for certain kinds of photographs ɬ Ɂ×ÐÊÛÜÙÌɯ×ÖÚÛÊÈÙËɯ

                                                      

281 "ÈÓÓÈÏÈÕȮɯɁ,., Ȯɂɯƛƙȭ 
282 2ÏÌÓÓÌàɯ1ÐÊÌȮɯɁ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌɯÛÖɯÛÏÌɯ2ÖÜÛÏɂɯThe SoHo Weekly News (June 17, 1976): 29.  
283 1ÐÊÌȮɯɁ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌɯÛÖɯÛÏÌɯ2ÖÜÛÏȮɂɯƖƝȭ 
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ÝÐÌÞÚɯÖÍɯÛÏÌɯ ÔÌÙÐÊÈÕɯÓÈÕËÚÊÈ×Ìɂɯɬ low horizons, roadside stands, automobiles, and 

suburban houses. That Eggleston photographed these things in color made him 

ɁËÐÍÍÌÙÌÕÛɯÌÕÖÜÎÏɯÍÙÖÔɯ+ÌÌɯ%ÙÐÌËÓÈÕËÌÙɯÛÖɯÞÈÙÙÈÕÛɯÈɯÉÐÎɯ×ÈÙÛàȮɂɯ1ÐÊÌɯÕÖÛÌËȮɯÉÜÛɯɁÚÐÔÐÓÈÙɯ

enough tÖɯÈÓÓÖÞɯ,Ùȭɯ2áÈÙÒÖÞÚÒÐɯÛÖɯÙÐËÌɯÛÏÌɯÚÈÔÌɯÛÙÌÕËàɯÞÈÝÌɯÐÕÛÖɯÈɯÕÌÞɯÍÐÌÓËȭɂ284  

  When it was bad, Rice argued, the bland realism of the work was annoying and a 

ÞÈÚÛÌɯÖÍɯÊÖÓÖÙɯÍÐÓÔȭɯ!ÜÛɯÞÏÌÕɯÐÛɯÞÈÚɯÎÖÖËȮɯÐÛɯÙÌÍÓÌÊÛÌËɯÈɯɁËÌÌ×Óàɯ×ÌÙÚÖÕÈÓɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯ

of the SouthɂɯÛÏÈÛɯÊÖÔÉÐÕÌËɯÉÖÛÏɯÙÖÔÈÕÊÌɯÈÕËɯ×ÌÚÚÐÔÐÚÔȭ285 In one photograph, a youth 

ÍÙÖÔɯ,ÐÚÚÐÚÚÐ××ÐɯɁÙÐÎÐËÓàɯÚÌÈÛÌËɯÐÕɯÛÏÌɯËÈÙÒɯÉÈÊÒɯÚÌÈÛɯÖÍɯÈÕɯÈÜÛÖÔÖÉÐÓÌȮɯÏÈÙËÓàɯ

ÙÌ×ÙÌÚÌÕÛÚɯÛÏÌɯ ÔÌÙÐÊÈÕɯËÙÌÈÔɯÖÍɯÔÖÉÐÓÐÛàɯÈÕËɯÍÙÌÌËÖÔȭɂɯ(ÕËÌÌËȮɯÛÏÐÚɯÐÔÈÎÌɯÞÈÚɯ

emblematic of a common trÖ×ÌɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÖÍɯ×ÌÖ×ÓÌɯɬ the sense of a 

ÓÈÊÒɯÖÍɯÊÖÕÛÙÖÓɯÈÕËɯÍÌÌÓÐÕÎɯÖÍɯÌÕÛÙÈ×ÔÌÕÛȭɯ3ÏÌɯàÖÜÛÏɯÞÈÚɯɁÐÕÊÈÙÊÌÙÈÛÌËɯÙÈÛÏÌÙɯÛÏÈÕɯ

ÓÐÉÌÙÈÛÌËȮɂɯ1ÐÊÌɯÖÉÚÌÙÝÌËȭɯ6ÏÐÓÌɯÈÓÔÖÚÛɯÈÓÞÈàÚɯÊÌÕÛÌÙÌËɯÞÐÛÏÐÕɯÛÏÌɯÐÔÈÎÌȮɯÚÏÌɯÞÙÖÛÌȮɯ

Ɂ$ÎÎÓÌÚÛÖÕɀÚɯ×ÌÖ×ÓÌȱȭÚÌÌÔɯÛÖɯÏave no control over themselves or their surroundings. 

Their roles seem superimposed, dictated by the demands of the society which is the 

ËÖÔÐÕÈÕÛɯÔÖÛÐÍɯÐÕɯÈÓÓɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÙÐÕÛÚȭɂɯ3ÏÌɯ×ÌÖ×ÓÌɯÉÌÊÈÔÌɯ×Ü××ÌÛÚɯÖÍɯÛÏÌÔÚÌÓÝÌÚɯ

in the superstructure within whic h they exist.286  

  An August 1976 book review of 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ that appeared in Art 

                                                      

284 Rice, 29. 
285 Ibid.  
286 Rice, 29. 
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Direction ËÌÚÊÙÐÉÌËɯÛÏÌɯɁÝÐÖÓÌÕÛÓàɯÔÐßÌËɯÙÌÈÊÛÐÖÕɂɯ×ÙÖËÜÊÌËɯÉàɯÛÏÌɯÌßÏÐÉÐÛÐÖÕȭɯ3ÏÌɯ

ÌßÏÐÉÐÛÐÖÕɯɁÔÈÙÒÌËɯÛÏÌɯÖÍÍÐÊÐÈÓɯÊÖÔÐÕÎɯÖÍɯÈÎÌɯÖÍɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÕËɯÛÏÌɯÍÐÙst major 

ÊÖÔÔÐÛÔÌÕÛɯÛÖɯÛÏÌɯÔÌËÐÜÔɯÉàɯÈɯÔÈÑÖÙɯ ÔÌÙÐÊÈÕɯÔÜÚÌÜÔȭɂ287 %ÜÙÛÏÌÙÔÖÙÌȮɯ$ÎÎÓÌÚÛÖÕɀÚɯ

ÞÖÙÒɯÙÈÐÚÌËɯÚÖÔÌɯÐÕÛÌÙÌÚÛÐÕÎɯÐÚÚÜÌÚȮɯÐÍɯÕÖÛɯÕÖÝÌÓɯÖÕÌÚȭɯɁ3ÏÌÙÌɯÐÚɯÛÏÌɯÔÈÛÛÌÙɯÖÍɯÛÏÌɯÚÖ-

ÊÈÓÓÌËɯȿÚÕÈ×ÚÏÖ×ɯÚÊÏÖÖÓȮɀɯÞÏÐÓÌɯɁÔÖÙÌɯÖÉÝÐÖÜÚɯÐÚɯÛÏÌɯÙÌÕÈÚÊÌÕÛɯÊÖÕÛÙÖÝÌÙÚàɯÖÝÌÙɯthe 

nature and function of color in relation to principles developed only decades ago on the 

ÉÈÚÐÚɯÖÍɯÉÓÈÊÒɯÈÕËɯÞÏÐÛÌȭɂ288 3ÏÌɯÙÌÝÐÌÞÌÙɯÊÈÓÓÌËɯÛÏÌɯÊÖÓÖÙɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯɁÔÜÛÌËɂɯ

ÈÕËɯɁÚÛÙÈÐÕÌËȭɂɯ6ÏÐÓÌɯÐÕɯÈɯÝÈÊÜÜÔɯÐÛɯ×ÖÚÚÌÚÚÌËɯÈÕɯɁÖÛÏÌÙÞÖÙÓËÓàɯÌÌÙÐÕÌÚÚɯÈÔ×Óified by 

ÌßÊÌ×ÛÐÖÕÈÓÓàɯÚÏÈÙ×ɯÍÖÊÜÚȮɂɯÐÛɯÊÖÜÓËɯÕÖÛɯÉÌɯÓÖÖÒÌËɯÈÛɯÐÕɯÈɯÝÈÊÜÜÔɯÈÕËɯÚÌ×ÈÙÈÛÌËɯÍÙÖÔɯÛÏÌɯ

ÊÖÕÛÌßÛȭɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÖÓÖÙɯÞÈÚɯÐÕËÐÎÌÕÖÜÚɯÛÖɯÛÏÌɯÞÖÙÓËɯÏÌɯËÌ×ÐÊÛÌËȮɯÛÏÌɯÙÌÝÐÌÞÌÙɯÞÙÖÛÌȭɯ

(ÛɯÍÌÈÛÜÙÌËɯɁÎÈÜËàȮɯÖÙÈÕÎÌɯÐÕÛÌÙÐÖÙÚɯÖÍɯÚÖÜÛÏÌÙÕɯÏÖÔÌÚȮɯÈɯÉÓÈÊÒɯÚÏÈÙÌÊropper in a yellow 

dress against a slate-grey sky, grease-caked metal racks inside an oven, empty white 

×ÓÈÚÛÐÊɯÉÖÛÛÓÌÚɯÚÊÈÛÛÌÙÌËɯÈÊÙÖÚÚɯÈɯÉÈÒÌËɯËÐÙÛɯÓÖÛȭɂɯ3ÏÐÚɯÞÈÚɯÈÕɯÌßÖÛÐÊȮɯÍÖÙÌÐÎÕɯÞÖÙÓËɯÛÏÈÛɯ

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 for Camera 35 ÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÐÔÈÎÌÚɯÞÌÙÌɯØÜÌÚÛÐÖÕÈÉÓÌɯÈÚɯÚÌÙÐÖÜÚɯÌßÈÔ×ÓÌÚɯ

ÖÍɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÕËȮɯÍÜÙÛÏÌÙÔÖÙÌȮɯÞÌÙÌɯɁÑÜÚÛɯ×ÓÈÐÕɯËÜÓÓȭɂɯ$ËÌÓÚÖÕɯÈÓÚÖɯÊÈÓÓÌËɯÐÕÛÖɯ

                                                      

287 Ɂ3ÏÌàɯÚÈÐËȮɯÉÖÖÒɯÙÌÝÐÌÞÚȮɂɯArt Direction (August 1976): 60. 
288 Ibid.  
289 Ɂ3ÏÌàɯÚÈÐËȮɯÉÖÖÒɯÙÌÝÐÌÞÚȮɂɯArt Direction, 60 
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question SzakorwsÒÐɀÚɯÊÖÔÔÌÕÛÚɯÈÉÖÜÛɯÛÏÌɯÞÖÙÒɯÐÕɯÏÐÚɯÊÈÛÈÓÖÎÜÌɯÌÚÚÈàɯÈÕËɯÞÈÓÓɯÓÈÉÌÓɯ

ÍÖÙɯÛÏÌɯÚÏÖÞȭɯ2áÈÙÒÖÞÚÒÐɯÚÈÞɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÚɯÈÕɯÈÙÛÐÚÛÐÊɯÈÊÏÐÌÝÌÔÌÕÛɯÍÖÙɯ

ÓÐÕÒÐÕÎɯÊÖÓÖÙɯÈÕËɯÍÖÙÔȮɯÍÖÙɯÔÈÒÐÕÎɯÛÏÌÚÌɯÛÞÖɯÌÓÌÔÌÕÛÚɯÐÕÚÌ×ÈÙÈÉÓÌȮɯɁÈÚɯÛÏÖÜÎÏɯÛÏÌɯÉÓÜÌɯ

and the sky were oÕÌɯÛÏÐÕÎȭɂ290 $ËÌÓÚÖÕɯÞÈÚɯÖÜÛÙÈÎÌËɯÉàɯ2áÈÙÒÖÞÚÒÐɀÚɯÊÓÈÐÔɯÛÏÈÛɯÔÖÚÛɯÖÍɯ

the work in the medium of color photography has been puerile:  

  Puerile! Why then was Haas exhibited at the MoMA 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  

   ÉÜÛɯÐÕɯÉÖÛÏɯ2áÈÙÒÖÞÚÒÐɀÚɯÚÌÌÔÐÕÎÓàɯÜÕÐÕÍÖÙÔÌËɯÔÐÕËɯÈÕËɯ$ÎÎÓÌÚÛÖÕɀÚɯ 

   passé imagery.291 

   

 Edelson says he does not want to argue with Eggleston about the validity of 

 ÔÌÙÐÊÈɯÉÌÐÕÎɯÈɯÞÈÚÛÌÓÈÕËɯÓÈÕËÚÊÈ×ÌȭɯɁ'ÖÞÌÝÌÙȮɂɯÏÌɯÞÙÐÛÌÚȮɯɁÛÏÐÚɯÔÌÛÏÖËɯÖÍɯÐÕÍÖÙÔÐÕÎɯ

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 

ÈÕËɯÊÓÖÚÌÜ×ÚɯÖÍɯÚÏÖÞÌÙÚȮɯÖÝÌÕÚȮɯÈÕËɯÛÏÌɯÓÐÒÌȭɂɯ$ËÌÓÚÖÕɯËÐËÕɀÛɯÕÌÊÌÚÚÈÙÐÓàɯÉÌÓÐÌÝÌɯÛÏÈÛɯ

this vision of America was used up, but he thought Eggleston ÞÈÚɯÜÚÌËɯÜ×ɯɁÉÌÍÖÙÌɯÏÌɯ

even ÛÖÖÒɯÜ×ɯÛÏÌɯÊÈÔÌÙÈȭɂ292 

  Furthermore, Szarkowski must have considered long and hard before deciding 

ÖÕɯ$ÎÎÓÌÚÛÖÕɯÈÚɯÛÏÌɯÉÐÎɯÊÖÓÖÙɯÚÏÖÞȭɯ!ÜÛɯɁËÌÚ×ÐÛÌɯÛÏÌɯÎÓÈÔÖÜÙɯÈÕËɯÉÖÕɯÝÐÝÈÕÛɯ

                                                      

290 Szarkowski, 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ, 9. 
291 ,ÐÊÏÈÌÓɯ$ËÌÓÚÖÕȮɯɁ,Ö, ɯ2ÏÖÞÚɯ'ÌÙɯ"ÖÓÖÙÚȮɂɯCamera 35 (October 1976).  
292 Edelson, 10. 
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atmosphere of the opening that night at the MOMA, the Eggleston exhibit is 

unimpÖÙÛÈÕÛɯÐÕɯÛÏÌɯÚÊÏÌÔÌɯÖÍɯÛÏÐÕÎÚɯÌßÊÌ×ÛɯÞÏÌÕɯÊÖÕÚÐËÌÙÌËɯÐÕɯÛÌÙÔÚɯÖÍɯÐÛÚɯÍÈÐÓÜÙÌȭɂ293 

 ÕËɯÐÕɯÓÐÎÏÛɯÖÍɯÞÏÈÛɯÛÏÌɯÊÜÙÈÛÖÙɯÏÈÚɯÉÌÌÕɯÚÌÓÌÊÛÐÕÎɯÛÖɯÏÈÕÎɯÈÛɯÛÏÌɯ,ÖËÌÙÕȮɯɁÐÛɯÈ××ÌÈÙÚɯ

that Szarkowski is either hooked onto a certain kind of photography or is determined to 

ÔÈÒÌɯÏÐÚɯÔÈÙÒɯÐÕɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯÏÐÚÛÖÙàȭɂ294 The boredom in the images lies in the lack of 

ÐÕÚÐÎÏÛɯÈÕËɯÙÌ×ÌÛÐÛÐÝÌÕÌÚÚɯÖÍɯÛÏÌɯÐÔÈÎÌÚȭɯ%ÜÙÛÏÌÙÔÖÙÌȮɯÚÐÕÊÌɯÚÖɯÍÌÞɯ×ÌÖ×ÓÌɯÚÏÖÖÛɯɁÉÓÈÊÒɯ

ÈÕËɯÞÏÐÛÌɯÚÕÈ×ÚɯÛÏÌÚÌɯËÈàÚȮɂɯ$ËÌÓÚÖÕɯÞÙÐÛÌÚȮɯÛÏÌɯÊÖÓÖÙɯÛÏÌÙÌɯÖÕÓàɯÈÊÊÌÕÛÜÈÛÌÚɯÛÏÌ 

ÈÉÚÖÓÜÛÌɯÖÙËÐÕÈÙÐÕÌÚÚɯÖÍɯÊÖÕÊÌ×ÛÜÈÓÐÚÔɯÉÌÏÐÕËɯÛÏÌɯÐÔÈÎÌÚȭɯɁ3ÏÌÚÌɯÈÙÌɯÛÙÜÓàɯȿÕÖÔÐÕÈÓɯ

ÚÜÉÑÌÊÛÚɀɯÈÚɯ2áÈÙÒÖÞÚÒÐɯËÌÚÊÙÐÉÌÚɯÛÏÌÔȮɯÉÜÛɯÛÙÌÈÛÌËɯÐÕɯÈɯÏÖ×ÌÓÌÚÚÓàɯÕÖÔÐÕÈÓɯÔÈÕÕÌÙȭɂ295  

Rounding up the year in photography shows as seen from New York City, New York 

Times ×ÏÖÛÖÎÙÈ×ÏàɯÊÙÐÛÐÊɯ&ÌÕÌɯ3ÏÖÙÕÛÖÕɯÊÈÓÓÌËɯÛÏÌɯ$ÎÎÓÌÚÛÖÕɯÚÏÖÞɯɁÛÏÌɯÔÖÚÛɯÏÈÛÌËɯ

ÚÏÖÞɯÖÍɯÛÏÌɯàÌÈÙȮɂɯÕÖÛÐÕÎɯÛÏÈÛɯɁ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÚÛÙÖÕÎÓàɯÙÌÚÌÔÉÓÌɯÛÏÌɯÊÖÓÖÙɯ

ÚÓÐËÌÚɯÔÈËÌɯÉàɯÛÏÌɯÔÈÕɯÕÌßÛɯËÖÖÙȭɂ296 

    3ÏÌɯËÌÉÈÛÌɯÌßÛÌÕËÌËɯÛÖɯÖÛÏÌÙɯÌßÏÐÉÐÛÐÖÕÚɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯwork. Writing for the 

Village Voice in December 1977, following an Eggleston show at Castelli Graphics, Owen 

$ËÞÈÙËÚɯÈÙÎÜÌËɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÚÜÊÊÌÚÚɯÞÈÚɯÛÏÌɯÝÌÚÛÐÎÌɯÖÍɯɁÈÕɯÌÓÐÛÐÚÔɯÉÈÚÌËɯÖÕɯ

                                                      

293 Ibid.  
294 Ibid . 
295 Ibid , 10-11. 
296 &ÌÕÌɯ3ÏÖÙÕÛÖÕȮɯɁ/ÏÖÛÖÎÙÈ×Ïàɯ%ÖÜÕËɯÈɯ'ÖÔÌɯÐÕɯ ÙÛɯ&ÈÓÓÌÙÐÌÚȮɂɯThe New York Times (December 26, 1976): 

29. 
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ÐÎÕÖÙÈÕÊÌȭɂ297  $ÎÎÓÌÚÛÖÕɀÚɯƜƙɯ×ÏÖÛÖÎÙÈ×ÏÚɯÖÕɯÝÐÌÞɯÈÙÌȮɯÛÖɯ$ËÞÈÙËÚȮɯɁrelentlessly 

ÖÙËÐÕÈÙàɂɯÈÕËɯÛÏÌɯ,ÈàɯƕƝƛƚɯÚÏÖÞɯÈÛɯ,Ö, ɯÏÈËɯÍÌÈÛÜÙÌËɯÕÖÛÏÐÕÎɯÉàɯɁÎÓÖÚÚàɯ

×ÙÌÛÌÕÚÐÖÕȭɂɯ$ËÞÈÙËÚɯÈÙÎÜÌÚɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÖÓÖÙɯÚÌÌÔÚɯÐÕÊÖÕÚÐÚÛÌÕÛɯÈÕËɯÜÕÚÜÙÌȮɯ

ÚÏÐÍÛÐÕÎɯÍÙÖÔɯɁÌÝÖÊÈÛÐÝÌɯÊÖÔ×ÖÚÐÛÐÖÕɯÛÖɯÎÈÙÐÚÏȮɯÚÛÙÖÉÌ-lit surrealism to the kind of 

washed-ÖÜÛɯÞÌÈÙÐÕÌÚÚɯÜÚÜÈÓÓàɯÚÌÌÕɯÐÕɯËÌÔÖɯ×ÙÐÕÛÚɯÓÌÍÛɯÛÖÖɯÓÖÕÎɯÐÕɯÚÏÖ×ɯÞÐÕËÖÞÚȭɂɯɯ Ûɯ

least ten other photographers were superior to Eggleston, according to Edwards. 

Eggleston was like Peter Frampton ɬ ɁÈɯÊÙÌÈÛÌËɯÚÛÈÙȮɯÉÙÖÜÎÏÛɯÖÕÚÛÈÎÌɯÛÖɯÚÈÛÐÚÍàɯÛÏÌɯ

specific neÌËÚɯÖÍɯÖÛÏÌÙÚȮɯÉÖÛÏɯÈÌÚÛÏÌÛÐÊɯÈÕËɯÍÐÕÈÕÊÐÈÓȭɂɯ$ÎÎÓÌÚÛÖÕɀÚɯÍÐÙÚÛɯÚÏÖÞɯÞÈÚɯ

brought together and edited by skilled entrepreneurs. But without such skilled vetting, 

$ÎÎÓÌÚÛÖÕɀÚɯ"ÈÚÛÌÓÓÐɯÚÏÖÞɯÞÈÚɯɁÈɯÏÖËÎÌ×ÖËÎÌɯÞÐÛÏÖÜÛɯÈɯÚÌÕÚÐÉÐÓÐÛàɯÚÛÙÖÕÎɯÌÕÖÜÎÏɯÛÖɯ

glue it all together. 298 

  Despite the whiff of  ÞÌÈÓÛÏɯÈÕËɯ×ÙÐÝÐÓÌÎÌɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯËÌÔÌÈÕor, it is notable 

that he often ÜÚÌËɯÛÏÌɯÞÖÙËɯɁËÌÔÖÊÙÈÛÐÊɂɯÛÖɯËÌÚÊÙÐÉÌɯhis picture -making process. The 

ÞÖÙËÚɯɁËÌÔÖÊÙÈÛÐÊɂɯÈÕËɯɁËÌÔÖÊÙÈÊàɂɯhad a contested meaning and powerful curr 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 ɁÛÏÌÙÌɯÞÈÚɯÕÖɯ×ÐÊÛÜÙÌɯÛÏÌÙÌȭɯ(ÛɯÚÌÌÔÌËɯ

                                                      

297 .ÞÌÕɯ$ËÞÈÙËÚȮɯɁ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ-ÌÞɯ"ÓÖÛÏÌÚɂɯThe Village Voice December 12, 1977.  
298 $ËÞÈÙËÚȮɯɁ-ÌÞɯ"ÓÖÛÏÌÚȭɂ 
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like nÖÛÏÐÕÎȮɯÉÜÛɯÖÍɯÊÖÜÙÚÌɯÛÏÌÙÌɯÞÈÚɯÚÖÔÌÛÏÐÕÎɯÍÖÙɯÚÖÔÌÖÕÌɯÖÜÛɯÛÏÌÙÌȭɂɯ'ÌɯÉÌÎÈÕɯÛÈÒÐÕÎɯ

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 

ËÌÔÖÊÙÈÛÐÊÈÓÓàȮɯÛÌÓÓÐÕÎɯÛÏÌÔɯÛÏÈÛɯÏÌɯÏÈËɯÉÌÌÕɯɁÖÜÛËÖÖÙÚȮɯÕÖÞÏÌÙÌȮɯÐÕɯÕÖÛÏÐÕÎȮɂɯ

×ÏÖÛÖÎÙÈ×ÏÐÕÎɯÛÏÌɯÞÖÖËÚɯÈÕËɯËÐÙÛȮɯɁÈɯÓÐÛÛÓÌɯÈÚ×ÏÈÓÛɯÏÌÙÌɯÈÕËɯÛÏÌÙÌȭɂɯɁ(ɯÞÈÚɯÛÙÌÈÛÐÕÎɯ

things democrÈÛÐÊÈÓÓàȮɂɯÏÌɯÞÙÖÛÌȮɯɁÞÏÐÊÏɯÖÍɯÊÖÜÙÚÌɯËÐËÕɀÛɯÔÌÈÕɯÈɯÛÏÐÕÎɯÛÖɯÛÏÌɯ×ÌÖ×ÓÌɯ(ɯ

ÞÈÚɯÛÈÓÒÐÕÎɯÛÖȭɂ299  

  The ɁDemocratic Forestɂ project comprises 12,000 constituent images, allegedly 

ÊÖÔ×ÓÌÛÌÓàɯÜÕÌËÐÛÌËȭɯ(ÛɀÚɯÈɯÙÌÍÜÚÈÓɯÛÖɯÛÈÒÌɯÈɯÚÛÈÕËȮɯÛÖɯÊÏÖÖÚÌɯÖÕÌɯÐÔÈÎÌɯÈÎÈÐÕÚÛɯÛhe other, 

to search for criteria.300 Ɂ(ɯÏÈËɯÈÕɯÐËÌÈɯÈÍÛÌÙɯ×ÏÖÛÖÎÙÈ×ÏÐÕÎɯËÌÈËɯÓÌÈÝÌÚɯÖÕɯÈɯ,ÐÚÚÐÚÚÐ××Ðɯ

ÉÈÊÒÙÖÈËȮɂɯ$ÎÎÓÌÚÛÖÕɯÛÖÓËɯÈɯBritish Journal of Photography ÙÌ×ÖÙÛÌÙɯÐÕɯƕƝƝƖȮɯɁÛÏÈÛɯÖÕÌɯ

could photograph, say, the Lincoln Memorial and an anonymous street co rner with the 

same amount of care, and ÛÏÈÛɯÛÏÌɯÙÌÚÜÓÛÐÕÎɯ×ÐÊÛÜÙÌÚɯÞÖÜÓËɯÉÌɯÌØÜÈÓȭɂ301 But critic and 

ÈÙÛÐÚÛɯ'ÌÕÙàɯ!ÖÕËɯËÐÚ×ÜÛÌÚɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÓÈÐÔÚɯÛÖɯËÌÔÖÊÙÈÊàȮɯËÌÊÓÈÙÐÕÎɯÛÏÈÛɯɁÛÏÌÙÌɯÐÚɯÕÖɯ

ËÌÔÖÊÙÈÊàɯÐÕɯ×ÏÖÛÖÎÙÈ×ÏàɂɯÈÕËɯɁÕÖɯÖÉÑÌÊÛÐÝÐÛàɯÐÕɯÐÔÈÎÌɯÔÈÒÐÕÎȭɂɯ3ÏÌɯphotograph 

                                                      

299 Eggleston, The Democratic Forest, 171. 
300 Henry Bond in conversation with museum director Stephan Schmidt -Wulffen in the catalogue The Cult of 

the StreetȮɯ$ÔÐÓàɯ3ÚÐÕÎÖÜɯ&ÈÓÓÌÙàȮɯƕƝƝƝȭɯ!ÖÕËɯÞÙÐÛÌÚɯÛÏÈÛɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÙÖÊÌÚÚɯÚÌÌÔÌËɯÛÖɯÉÌɯÈÉÖÜÛɯÙÌÑÌÊÛÐÕÎɯÖÙɯ

×ÙÖÉÓÌÔÈÛÐáÐÕÎɯɁÛÏÌɯÐËÌÈɯÖÍɯÊÏÖÖÚÐÕÎȱ(ɯÈÔɯÍÈÚÊÐÕÈÛÌËɯÉàɯÛÏÈÛɯ×ÖÚÐÛÐÖÕɯÈÚɯÈɯÍÖÙÔÈÓɯÚÛÙÈÛÌÎàȭɂɯɯ+ÈÛÌÙȮɯ!ÖÕËɯ

ÚÈàÚȯɯɁ"ÌÙÛÈÐÕÓàȮɯÍÖÙɯÔÌɯÈÕɯÐÔÈÎÌɯÐÚɯÈÓÞÈàÚɯÊÖÓÖÜÙÌËȮɯÊÏÈÙÎÌËɯÈÕËɯÈÓÛÌÙÌËɯÉàɯÈÍÍÌÊÛÐÕÎɯÐÛÚɯÊÖÕÛÌßÛȭɂɯ 
301 Ɂ3ÌÕÕÌÚÚÌÌɯ6ÐÓÓÐÈÔȮɂɯThe British Journal of Photography (March 19, 1992): 19.  
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ÈÓÞÈàÚɯÙÌÍÓÌÊÛÚɯÈɯÊÏÖÐÊÌȮɯÈÕËɯ$ÎÎÓÌÚÛÖÕɀÚɯÖÉÚÌÚÚive practice reflects a choice to be deeply 

engaged with his environment. Furthermore, as Bond argues, context affects content. 

Eggleston and Szarkowski sometimes gave the impression that Eggleston was beyond or 

outside of the relationship shared by photographers and environment ɬ as Bond 

ÖÉÚÌÙÝÌÚȮɯɁ(ÛɯÚÌÌÔÚɯÛÏÈÛɯÏÌɯÐÚɯ×ÈÙÛɯÖÍɯÈɯÏÐÚÛÖÙàɯÞÏÐÊÏɯÐÚɯÚÛÙÐÊÛÓàɯ×ÏÖÛÖÎÙÈ×ÏÐÊȮɯÛÏÈÛɯÐÚɯÛÏÌɯ

×ÙÖÉÓÌÔȭɯ'ÌɯÏÈÚɯÔÈÕÈÎÌËɯÛÖɯÉÌɯÊÖÕÍÐÕÌËɯÖÙɯÊÖÕÍÐÕÌËɯÏÐÔÚÌÓÍȭɂ302 

  EgglesÛÖÕɀÚ democratic 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 spending afternoons photographing everything in sight. He 

is apparently indiscriminate ɬ 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 

ÛÏÌɯ2ÖÜÛÏȭɯ'ÌɯÏÈÚɯÏÌÓ×ÌËɯËÌÍÐÕÌɯÈɯ-ÌÞɯ2ÖÜÛÏɯÈÌÚÛÏÌÛÐÊȮɯÈÕËɯÏÐÚɯ×ÙÈÊÛÐÊÌɯÊÈÕɀÛɯÏÌÓ×ɯÉÜÛɯ

ÈËËÙÌÚÚɯÛÏÌɯÐÚÚÜÌɯÖÍɯÙÈÊÌɯÈÕËɯÚÖÜÛÏÌÙÕɯÏÐÚÛÖÙàȭɯ ÚɯÊÜÙÈÛÖÙɯ3ÐÕÈɯ*ÜÒÐÌÓÚÒÐɯ×ÖÐÕÛÚɯÖÜÛȮɯɁÈɯ

close examination of early and consistent strains of themes endemic to the South in 

$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÜÕÌÈÙÛÏÚɯÈɯÚÜÉÛÓÌɯÙÌÍÓÌÊÛÐÖÕɯÖÕɯÈÕɯÖÍÛÌÕÛÐÔÌÚɯÛÜÔÜÓÛÜÖÜÚɯÏÐÚÛÖÙàȭɂ303  

  (ÕËÌÌËȮɯ$ÎÎÓÌÚÛÖÕɀÚɯDemocratic Forest photograph of a white uniform hanging in 

                                                      

302 Henry Bond , conversation with Schmidt -Wulffen.  
303 3ÐÕÈɯ*ÜÒÐÌÓÚÒÐȮɯɁ"ÓÖÚÌËɯÖÕɯ3ÜÌÚËÈàÚȯɯ2ÖÔÌɯ/ÓÈÊÌɯÐÕɯ3ÏÌÚÌɯ/ÐÊÛÜÙÌÚȮɂɯÐÕɯ2ÜÚÚÔÈÕȮɯ$ÓÐÚÈÉÌÛÏȮɯWilliam 

Eggleston: Democratic Camera, Photographs and Video, 1961-2008 (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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ÈɯÛÙÌÌɯËÌÔÖÕÚÛÙÈÛÌÚɯÈɯɁÚÜÉÛÓÌɯÙÌÍÓÌÊÛÐÖÕɂɯÖÕɯÛÏÌɯÊÖÕÍÓÜÌÕÊÌɯÖÍɯÛÏÌɯÚÖÊÐÈÓɯÈÕËɯÈÌÚÛÏÌÛÐÊɯ

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 Forest image 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 the parking lot ɬ red, orange, yellow, green, red, and blue ɬ 

almost like a broken-up rainbow (figure 31). I 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, I 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 ɬ Birney Imes of Columbus, MS. How does Imes use 

color foÙɯɁÌÔÖÛÐÖÕÈÓɯÉÜÛÛÖÕɯ×ÜÚÏÐÕÎȮɂɯÐÕɯÛÏÌɯÞÖÙËÚɯÖÍɯ,ÐÛÊÏɯ$×ÚÛÌÐÕȳɯ!ÖÛÏɯImes and 

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  Imes to make photographs? How does color affect our perception of his 

ÞÖÙÒɀÚɯÙÌÈÓÐÚÔȳ 
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3. Birney Imes 

(ÍɯÊÖÓÖÙɯÐÚɯÔÖÙÌɯÙÌÈÓÐÚÛÐÊȮɯÛÏÌÕɯÊÈÕɀÛɯÐÛɯÉÌɯÜÚÌËɯÛÖɯÔÈÒÌɯÍÈÕÛÈÚàɯÈÕËɯÐÓÓÜÚÐÖÕɯ 

more believable?1 

 

Open the book and a man with a pool cue, shrouded by a red curtain, peers from 

the page (figure 32). Turn the page and a hand-×ÈÐÕÛÌËɯÚÐÎÕɯÉÌÊÒÖÕÚȯɯɁÖ×ÌÕɯÛÐÔÌȱ×ÈÙÛàɯ

ÛÐÔÌȵɂɯ3ÜÙÕɯÛÏÌɯÕÌßÛɯ×ÈÎÌɯÈÕËɯÚÛÜÔÉÓÌɯÖÕɯÈɯÞÖÙÓËɯÞÏÌÙÌɯÛÏÌɯËÌÛÈÐÓÚɯÈÙÌɯÚÏÈÙ×ÌÙȮɯÛÏÌɯ

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 ɬ 

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), a photographer from Columbus, Mississippi, made these 

photographs in  and around ÛÏÌɯÚÛÈÛÌɀÚɯËÌÓÛÈɯÙÌÎÐÖÕɯÛÏÙÖÜÎÏÖÜÛɯÛÏÌɯƕƝƜƔÚȭ3 One result of 

his photographic encounters is the 1990 book, Juke Joint, a 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.  
2 Ɂ3ÏÌɯËÌÊÖÙÈÛÐÖÕɯÖÍɯÛÏÖÚÌɯÊÈÍÌÚɯÈÕËɯÙÖÈËÏÖÜÚÌÚɯÈÕËɯÑÜÒÌɯÑÖÐÕÛÚɯÐÚɯÍÈÕÛÈÚÛÐÊȮɂɯÞÙÐÛÌÚɯÈÙÛɯÏÐÚÛÖÙÐÈÕɯ$ÚÛÐÓÓɯ"ÜÙÛÐÚɯ

/ÌÕÕÐÕÎÛÖÕȭɯɁ%ÈÕÛÈÚÛÐÊɯÐÕɯÛÏÌɯÚÌÕÚÌɯÖÍɯÈÚ×ÐÙÐÕÎɯÛÖɯÖÛÏÌÙÞÖÙÓËÓÐÕÌÚÚȮɯÛÏÌɯÞÈàɯÐÛɯÓÖÖÒÚɯËÖÞÕɯÈÛɯÛÏÌɯÊÓÜÉɯÞÏÌÙÌɯ

a few beers are 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 parked oÜÛɯÍÙÖÕÛɯÐÕɯÙÌÎÈÓɯÚ×ÓÌÕËÖÙȭɂɯ$ÚÛÐÓÓɯ"ÜÙÛÐÚɯ

/ÌÕÕÐÕÎÛÖÕȮɯɂ!ÐÙÕÌàɯ(ÔÌÚɯ(((Ȯɂɯ+ÈÜÙÌÕɯ1ÖÎÌÙÚɯ,ÜÚÌÜÔɯÖÍɯ ÙÛȮɯ2Ì×ÛÌÔÉÌÙɯƖƛ- October 31, 1984.  
3 Birney Imes is the son of Birney Imes Jr. and Birney Imes Sr. Therefore his full name is Vinton Birney Imes 

III. In th is dissertation,  I 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 I discuss Imes Jr. and 

Imes Sr., I will refer to Imes as Imes III to distinguish him from his father and grandfather.  
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  While  Juke Joint is a very different sort of album from 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯ&ÜÐËÌ, 

both are photobooks that ɁÊÙÌÈÛÌɯÈÕËɯÔÈÒÌɯ×ÜÉÓÐÊɯ×ÖÓÐÛÐÊÈÓɯÕÈÙÙÈÛÐÝÌÚɯÛÏÈÛɯÙÜÕɯÊÖÜÕÛÌÙɯ

ÛÖɂɯËÖÔÐÕÈÕÛɯÕarratives, using color photography to do so. 4 In this chapter I think 

ÛÏÙÖÜÎÏɯ(ÔÌÚɀÚɯ×ÙÖÊÌÚÚɯÍÖÙɯÔÈÒÐÕÎɯthis album as a native of the once deeply racially 

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 

sea changes 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 the Mississippi Delta region, a roughly two 

hour drive  west of his hometown.   In this chapter I 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.  

  (ɯÈÙÎÜÌɯÛÏÈÛɯÐÕɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÖÍɯÚÖÜÛÏÌÙÕɯÙÖÈËÏÖÜÚÌɯÚ×ÈÊÌÚȮɯÌßÈÎÎÌÙÈÛÐÖÕɯÖÍɯ

                                                      

4 Patrizia Di Bello, Colette Wilson, Shamoon Zamir. The Photobook: From Talbot to Ruscha and Beyond (London: 

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 consequent of, and alternative 

to the highly constricted culture of Mississippi. These images ɬ published in Juke Joint 

and the 1994 book Whispering Pines ɬ 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 

ÚÜÎÎÌÚÛɯÛÏÈÛɯÔÈÎÐÊÈÓɯÙÌÈÓÐÚÔɯÊÈÕɯÍÈÊÐÓÐÛÈÛÌɯÛÏÌɯɁÍÜÚÐÖÕɯÖÙɯÊÖÌßÐÚÛÌÕÊÌɯÖÍɯ×ÖÚÚÐÉÓÌɯÞÖÙÓËÚȮɯ

spaces, ÈÕËɯÚàÚÛÌÔÚɯÛÏÈÛɯÞÖÜÓËɯÉÌɯÐÙÙÌÊÖÕÊÐÓÈÉÓÌɯÐÕɯÖÛÏÌÙɯÔÖËÌÚɯÖÍɯÍÐÊÛÐÖÕȭɂ5 As 

manifestations of visual (rather than literary) art about physical spaces that are 

ÛÏÌÔÚÌÓÝÌÚɯÞÖÙÒÚɯÖÍɯÈÙÛɯȹÛÏÌɯÑÜÒÌɯÑÖÐÕÛÚȺȮɯ(ÔÌÚɀÚɯÙÖÈËÏÖÜÚÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÌß×ÓÖÙÌɯ

boundary -crossings between the interconnected worlds of black and white in post -civil 

rights  movement Mississippi. I argue that p hotography for Imes is a means of effecting 

these boundary crossings ɬ 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.6 His 

                                                      

5 )ÖÏÕɯ3ÏÐÌÔȮɯɁ3ÌßÛÜÈÓÐáÈÛÐÖÕɯÖÍɯÛÏÌɯ1ÌÈËÌÙȮɂɯÐÕɯLois Parkinson Zamora, Wendy B. Faris, eds. Magical 

Realism: Theory, History, Community (Durham, N.C.: D uke University Press, 1995): ƖƘƘȭɯ3ÏÐÌÔɯÞÙÐÛÌÚȯɯɁ,ÖÙÌɯ

ÛÏÈÕɯÖÛÏÌÙɯÔÖËÌÚȮɯÔÈÎÐÊÈÓɯÙÌÈÓÐÚÔɯÍÈÊÐÓÐÛÈÛÌÚɯÛÏÌɯÍÜÚÐÖÕɯÖÍɯ×ÖÚÚÐÉÓÌɯÉÜÛɯÐÙÙÌÊÖÕÊÐÓÈÉÓÌɯÞÖÙÓËÚȭɂ 
6 Birney Imes, Partial to Home (Washington and London: Smithsonian Institution Press, 1994), interview with 

5ÐÕÊÌɯ ÓÌÛÛÐȮɯ×ȭɯƕƔȭɯ(ÔÌÚɯÚÈÐËȯɯɁ&ÙÖÞÐÕÎɯÜ×ɯÐÕɯ,ÐÚÚÐÚÚÐ××ÐɯÐÕɯÛÏÌɯȿƙƔÚɯÈÕËɯȿƚƔÚɯÏÖÞɯÊÖÜÓËɯÖÕÌɯÕÖÛɯÉÌɯÖÉÚÌÚÚÌËɯ

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 ɬ  to do something that was taboo 

ÍÖÙɯÔÌɯÈÚɯÈɯÊÏÐÓËȭɂ 
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photographs of roadhouses and juke joints ɬ often containing figures that appear as 

ghostlike blurs due to a slow exposure ɬ reveal the elusive interiors of what were once 

highly regula ted and protected spaces. 

  The interior design of t he spaces Imes photographed appears in keeping with the 

ɁÔÈÙÝÌÓÖÜÚɯÙÌÈÓɂɯÈÚɯËÌÍÐÕÌËɯÉàɯ ÓÌÑÖɯ"ÈÙ×ÌÕÛÐÌÙɯÞÏÖɯÈÙÎÜÌËɯÐÕɯÈɯƕƝƘƝɯÌÚÚÈàɯÛÏÈÛɯɁÓÖɯÙÌÈÓɯ

ÔÈÙÈÝÐÓÓÖÚÖɯ ÔÌÙÐÊÈÕÖɂɯËÐÍÍÌÙÌËɯÍÙÖÔɯ$ÜÙÖ×ÌÈÕɯ2ÜÙÙÌÈÓÐÚÔɯÐÕ profound ways. In 

"ÈÙ×ÌÕÛÐÌÙɀÚɯÍÖÙÔÜÓÈÛÐÖÕȮɯÛÏÌɯÍÈÕÛÈÚÛÐÊɯÐÚɯÕÖÛɯÛÖɯÉÌɯËÐÚÊÖÝÌÙÌËɯÉàɯÚÜÉÝÌÙÛÐÕÎɯÙÌÈÓÐÛàɯÞÐÛÏɯ

abstract forms and contrived juxtapositions as Surrealism might have it. Rather, 

"ÈÙ×ÌÕÛÐÌÙɯÊÖÕÛÌÕËÚȮɯɁÛÏÌɯÍÈÕÛÈÚÛÐÊɯÐÕÏÌÙÌÚɯÐÕɯÛÏÌɯÕÈÛÜÙÈÓɯÈÕËɯÏÜman realities of time 

and place, where improbable juxtapositions and marvelous mixtures exist by virtue of 

+ÈÛÐÕɯ ÔÌÙÐÊÈɀÚɯÝÈÙÐÌËɯÏÐÚÛÖÙàȮɯÎÌÖÎÙÈ×ÏàȮɯËÌÔÖÎÙÈ×ÏàȮɯÈÕËɯ×ÖÓÐÛÐÊÚȱɂ7 In a similar 

way, the roadhouses Imes photographed in the post-colonial enviro nment of the U.S. 

South presented in readymade form unexpected and bizarre juxtapositions  ɬ 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, 67, 71). 3ÏÌɯɁÙÌÈÓÐÛàɂɯ

ÖÍɯÛÏÌÚÌɯ×ÓÈÊÌÚȮɯÐÕɯÖÛÏÌÙɯÞÖÙËÚȮɯÔÌÛɯ"ÈÙ×ÌÕÛÐÌÙɀÚɯËÌfinition of marvelous.  

  Thus, on one level, with their odd and inventive interior design and strict 

                                                      

7 Lois Parkinson Zamora, Wendy B. Faris, eds. Magical Realism: Theory, History, Community (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 makes 

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 

it ÐÕÛÖɯÈɯÔÈÎÐÊÈÓɯÙÌÈÓÐÚÛɯÖÙɯ2ÜÙÙÌÈÓÐÚÛɯÝÐÚÐÖÕɯÐÕɯÛÏÌɯÚÌÕÚÌɯÛÏÈÛɯÐÛɯÐÚɯɁ×ÙÌÔÌËÐÛÈÛÌËɯÈÕËɯ

ÊÈÓÊÜÓÈÛÌËɯÛÖɯ×ÙÖËÜÊÌɯÈɯÚÌÕÚÌɯÖÍɯÚÛÙÈÕÎÌÕÌÚÚɂɯÈÚɯ"ÈÙ×ÌÕÛÐÌÙɯ×ÜÛÚɯÐÛȭ8 Cut out from the 

context of the juke joint, scenes of bizarre, unexpected, surreal juxtapositions are 

ÌßÈÎÎÌÙÈÛÌËɯÉàɯÔÌÈÕÚɯÖÍɯ(ÔÌÚɀÚɯÈÙÛȭɯ"ÖÓÖÙɯÍÐÓÔɯÐÚɯÈÕɯÐÔ×ÖÙÛÈÕÛɯÔÌÈÕÚɯÖÍɯÌÍÍÌÊÛÐÕÎɯÛÏÐÚɯ

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 

ÞÌɯÔÖÝÌȮɯÈÊÛȮɯÈÕËɯÓÖÖÒȮɯÐÚɯɁÐÕɂ black-and-white.  A 1962 study at Michigan State 

University supports these observations. In the study , college students were shown short 

                                                      

8 Carpentier, in Zamora and Faris, eds. Magical Realism, 103.  After working  as a staff photographer at the 

Commercial Dispatch, he 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 populating his region and more on the places they congregated. Using small lens 

aperture to ÈÚÚÜÙÌɯÈËÌØÜÈÛÌɯËÌ×ÛÏɯÖÍɯÍÐÌÓËȮɯÓÖÕÎɯÌß×ÖÚÜÙÌÚɯÞÖÜÓËɯÉÓÜÙɯÔÖÝÐÕÎɯÍÐÎÜÙÌÚɯȹ/ÌÕÕÐÕÎÛÖÕȮɯɁ!ÐÙÕÌàɯ

(ÔÌÚɯ(((ɂȺȭɯ 
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film scenes in black-and-white and color and asked whether the scene was filmed or 

ÚÛÈÎÌËȭɯ%ÖÙɯÛÏÌɯÔÖÚÛɯ×ÈÙÛȮɯɁÛÏÌɯÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯÝÌÙÚÐon elicited a higher percentage of 

ÙÌÚ×ÖÕÚÌÚɯÐÕËÐÊÈÛÐÕÎɯÉÌÓÐÌÍɯÛÏÈÛɯÛÏÌɯÚÊÌÕÌÚɯÞÌÙÌɯÚÏÖÛɯÍÙÖÔɯÈÊÛÜÈÓÐÛàȭɂ9 (ÔÌÚɀÚɯ

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.  

  (ÕɯÛÏÌɯÞÈÒÌɯÖÍɯ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯÐÕÍÈÔÖÜÚɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÚÏÖÞɯÈÛɯ,Ö, ɯ

(discussed in chapter one), color photography was thought to have lost its shock value.10 

But had it? Why did Imes make photographs of Delta juke joints and prairie roadhouses 

ÛÏÙÖÜÎÏÖÜÛɯÛÏÌɯƕƝƜƔÚɯÈÕËɯÌÈÙÓàɯȿƝƔÚɯÚÖɯÚÜ×ÌÙÚÈÛÜÙÈÛÌËɯÞÐÛÏɯËÌÛÈÐÓɯÈÕËɯÊÖÓÖÙȮɯÍÈÙɯÉÌàÖÕËɯ

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 

ÌÚÚÌÕÛÐÈÓɯÛÖɯ(ÔÌÚɀs art. If no longer shocking, such color still resonated with emotion for 

Imes and for viewers. Color ɬ particularly its associations with unreality  and fantasy ɬ 

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 

                                                      

9 $ËÞÈÙËɯ/ȭɯ,Ê"ÖàȮɯɁ(ÕÍÓÜÌÕÊÌɯÖÍɯ"ÖÓÖÙɯÖÕɯ ÜËÐÌÕÊÌÚɀɯ1ÈÛÌËɯ/ÌÙÊÌ×ÛÐÖÕɯÖÍɯ1ÌÈÓÐÛàɯÐÕɯ%ÐÓÔȮɂɯAudio Visual 

Communication Review, vol. 10, no. 1 (1962): 71. 
10 )ÈÔÌÚɯ"ÙÜÔ×ȮɯɁ/ÖÚÛ-"ÏÙÖÔÈÛÐÊɯ2ÏÖÊÒȯɯ"ÖÕÛÌÔ×ÖÙÈÙàɯ ÙÛɯ/ÏÖÛÖÎÙÈ×Ïàɯ ÍÛÌÙɯƕƝƜƔȮɂɯÐÕɯStarburst: Color 

Photography in America, 1970-1980 (Ostfildern: Hatje Cantz, 2010), 42. 
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working in the Deep  South ɬ Eggleston, Imes, and William Greiner (of Baton Rouge, LA) 

ɬ ÚÖÜÎÏÛɯÛÖɯÊÖÕÛÙÖÓɯÈÕËɯÌß×ÓÖÐÛɯÊÖÓÖÙɀÚɯÈÉÐÓÐÛàɯÛÖɯɁ×ÜÚÏɯÉÜÛÛÖÕÚȭɂ11 Greiner has used 

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.12 $ÎÎÓÌÚÛÖÕɀÚɯÜÚÌɯÖÍɯÛÏÌɯËàÌɯÛÙÈÕÚÍÌÙɯ×ÙÖÊÌÚÚɯÚÜÎÎÌÚÛÌËɯÏÐÚɯ

desire for saturation, sometimes to the point of garishness.13 But all three photographers 

stayed in control even as they laid the color on thick. 14 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 

                                                      

11 (ɯÈÔɯÙÌÍÌÙÙÐÕÎɯÛÖɯ,ÐÛÊÏɯ$×ÚÛÌÐÕɀÚɯÙÌÔÈÙÒɯÛÏÈÛɯ×ÏÖÛÖÎÙÈ×ÏàɯËÜÔÉÌËɯÊÖÓÖÙɯËÖÞÕɯÛÖɯɁÌÔÖÛÐÖÕÈÓɯÉÜÛÛÖÕ-

×ÜÚÏÐÕÎɂɯÈÕËɯÛÏÌɯËÐÍÍÐÊÜÓÛÐÌÚɯÛÏÐÚɯ×ÙÖ×ÖÚÌËɯÍÖÙɯÏÐÔɯÈÚɯÈɯ×ÏÖÛÖÎÙÈ×ÏÌÙȭɯ0ÜÖÛÐÕÎɯ6ÐÕÖÎÙÈÕËȮɯÏÌɯÚÈÐËȮɯÏÌɯÍÌÓÛɯ

ɁÈÛɯÞÈÙɯÞÐÛÏɯÛÏÌɯÖÉÝÐÖÜÚȭɂɯ,ÐÛÊÏɯ$×ÚÛÌÐÕȮɯMitch Epstein: Work (Gottingen: Steidl, 2006), 14. 
12 Interview with William Greiner, June 24 2011; email from  William Greiner, June 25 2011. 
13 *ÌÝÐÕɯ,ÖÖÙÌȮɯƖƚȭɯɁ3ÏÐÚɯÚÜÉÛÙÈÊÛÐÝÌɯÊÖÓÖÙɯ×ÙÖÊÌÚÚȮɯÉÈÚÌËɯÖÕɯÛÏÌɯ×ÙÐÕÊÐ×ÓÌɯÛÏÈÛɯÎÌÓÈÛÐÕɯÊÈÕɯÚÖÈÒɯÜ×ȮɯÙÌÓÌÈÚÌȮɯ

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 -ØÜÈÓÐÛàɯ×ÙÐÕÛÚȭɂɯSarah Kennel. In the 

Darkroom: An Illustrated Guide to Photographic Processes Before the Digital AgeȮɂɯ(Washington 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 I 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 1994 interview with Grover Lewis for the Los Angeles Times that he 

ɁÛÏÐÕÒÚɯÌÝÌÙàÖÕÌɯÞÏÖɯ×ÏÖÛÖÎÙÈ×ÏÚɯÐÕɯÊÖÓÖÙɯÖÞÌÚɯÚÖÔÌÛÏÐÕÎɯÛÖɯ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕȭɂ16  

(ÕËÌÌËȮɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏȮɯThe Skin Man Place (figure 33), Belzoni, Mississippi, 1986 

(printed in Juke Joint) ÉÌÈÙÚɯÚÐÔÐÓÈÙÐÛàɯÛÖɯÛÞÖɯ×ÏÖÛÖÎÙÈ×ÏÚɯÐÕɯ$ÎÎÓÌÚÛÖÕɀÚɯƕƝƛƚɯÌßÏÐÉÐÛÐÖÕɯ

at the Museum of Modern Art.  All three photographs show relentlessly red, 

ÞÐÕËÖÞÓÌÚÚȮɯÊÙÈÔ×ÌËȮɯÊÓÈÜÚÛÙÖ×ÏÖÉÐÊɯÚ×ÈÊÌÚȭɯ$ÎÎÓÌÚÛÖÕɀÚɯɁÙÌËɯÊÌÐÓÐÕÎɂɯȹ&ÙÌÌÕÞÖÖËȮɯ

,2ȮɯÕȭËȭȺɯÈÕËɯ(ÔÌÚɀÚɯThe Skin Man Place both 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 Place, and even the name of the image 

itself ɬ call to minËɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏɯÖÍɯÈɯÕÈÒÌËɯÔÈÕɯÚÛÈÕËÐÕÎɯÈÐÔÓÌÚÚÓàɯ

(scratching his head) in a red room with ominous lookin g graffiti on the walls (figure 6 ).   

                                                      

15 If 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 a fair 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. 
16 &ÙÖÝÌÙɯ+ÌÞÐÚȮɯɁ)ÜÒÌɯ)ÖÐÕÛÚȮɯ1ÖÈËÏÖÜÚÌÚɯÈÕËɯ2ÖÜÛÏÌÙÕɯ/ÈÙÈbles: The Documentary Lyricism of 

/ÏÖÛÖÎÙÈ×ÏÌÙɯ!ÐÙÕÌàɯ(ÔÌÚȮɂɯLos Angeles Times (August 7, 1994).  
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  (ÕɯÛÏÌɯ×ÙÌÝÐÖÜÚɯÊÏÈ×ÛÌÙɯ(ɯËÐÚÊÜÚÚÌËɯ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯƕƝƛƚɯÌßÏÐÉÐÛÐÖÕɯÈÛɯÛÏÌɯ

Museum of Modern Art. I  demonstrated the way in which criticism of his photographs 

often noted his southern or aristocratic modes of dress, patterns of speech, hobbies, and 

ÏÈÉÐÛÚȭɯ(ɯÚÏÖÞÌËɯÛÏÈÛɯÊÖÝÌÙÛɯÈÕËɯÖÝÌÙÛɯÈÚÚÖÊÐÈÛÐÖÕÚɯÉÌÛÞÌÌÕɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÈÕËɯÛÏÌɯ

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. I also examined 

the paradoxical waàɯÐÕɯÞÏÐÊÏɯÛÏÌɯÊÜÙÈÛÖÙɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯƕƝƛƚɯ,Ö, ɯÌßÏÐÉÐÛÐÖÕȮɯ)ÖÏÕɯ

2áÈÙÒÖÞÚÒÐȮɯËÖÞÕ×ÓÈàÌËɯÛÏÌɯÕÖÔÐÕÈÓɯÚÜÉÑÌÊÛɯÖÍɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯɬ life in the 

southern U.S., Memphis and Mississippi in particular ɬ in favor of a formalist reading of 

$ÎÎÓÌÚÛÖÕɀÚɯÐÔÈÎÌs that emphasized color, form, composition, and the private and 

ÐËÐÖÚàÕÊÙÈÛÐÊɯȹÙÈÛÏÌÙɯÛÏÈÕɯÚÖÊÐÖ×ÖÓÐÛÐÊÈÓȺɯÕÈÛÜÙÌɯÖÍɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯÝÐÚÐÖÕȭɯ(ɯ

ÊÏÈÓÓÌÕÎÌËɯ2áÈÙÒÖÞÚÒÐɀÚɯÙÌÈËÐÕÎɯÖÍɯÛÏÌɯÞÖÙÒȮɯÈÕËɯ×ÙÖ×ÖÚÌËɯÛÏÈÛɯÛÏÐÚɯÙÌÈËÐÕÎɯÞÈÚɯÐÕɯ

ÒÌÌ×ÐÕÎɯÞÐÛÏɯ,Ö, ɀÚɯÈ×ÖÓÐÛÐcal approach to photography under his tenure. This was an 

institutional pattern that predated Szarkowski, as other scholars, such as Patricia 

Leighten and A.D. Coleman, have shown.17  

                                                      

17 (ÕɯÏÌÙɯÈÚÚÌÚÚÔÌÕÛɯÖÍɯÛÏÌɯƕƝƜƝɯÖ×ÌÕÐÕÎɯÖÍɯÛÏÌɯÌßÏÐÉÐÛÐÖÕɯɁ/ÐÊÈÚÚÖɯÈÕËɯ!ÙÈØÜÌȯɯ/ÐÖÕÌÌÙÐÕÎɯ"ÜÉÐÚÔɂɯÈÛɯÛÏÌɯ

Museum of Modern Art, and a symposium of Picasso and  Braque scholars, Patricia Leighten notes the 

×ÙÖÊÌËÜÙÌɯÖÍɯɁÉÜÚÐÕÌÚÚɯÈÚɯÜÚÜÈÓɂɯÈÛɯÛÏÌɯÔÜÚÌÜÔȭɯ6ÏÐÓÌɯÛÏÌɯ×È×ÌÙÚɯÈÛɯÛÏÌɯÚàÔ×ÖÚÐÜÔɯÌÕÎÈÎÌËɯÊÖÔ×ÓÌßɯ

historical considerations, the discussions accompanying the papers were different, says Leighten. They 

ɁËÐÚÊÓÖÚÌ more succinctly 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 I discuss, this chapter will examine the emotional impact of color 

photography in the Delta and prairie regions of Mississippi in 1975 -ƕƝƝƙȭɯ(ÔÌÚɀÚɯ

ÏÖÔÌÛÖÞÕɯÖÍɯ"ÖÓÜÔÉÜÚɯÐÚɯÕÌÈÙɯ,ÐÚÚÐÚÚÐ××ÐɀÚɯɁ!ÓÈÊÒɯ/ÙÈÐÙÐÌɂɯÙÌÎÐÖÕɯÖÍɯÍÌÙÛÐÓÌɯÉÓÈÊÒɯÚÖÐÓȮɯ

conducive to many types of agriculture and once the site of large cotton plantations. 18 

The Mississippi Delta is in the roughly northwestern quadrant  of the state, between the 

Mississippi and Yazoo rivers. 19 'ÌÙÌȮɯËÜÙÐÕÎɯ)ÐÔɯ"ÙÖÞȮɯɁÙÈÊÐÈÓɯ×ÙÖÚÊÙÐ×ÛÐÖÕɯÈÕËɯÝÐÖÓÌÕce 

ÞÌÙÌɯÛÏÌɯÖÙËÌÙɯÖÍɯÌÝÌÙàɯËÈàȱȭ2ÐÔ×ÓàɯÚÜÙÝÐÝÐÕÎɯÛÏÐÚɯÖ××ÙÌÚÚÐÝÌɯÌÕÝÐÙÖÕÔÌÕÛɯÞÈÚɯÈÓÓɯ

ÛÏÈÛɯÔÖÚÛɯ-ÌÎÙÖÌÚɯÊÖÜÓËɯÏÖ×ÌɯÍÖÙȭɂ20 In the 1870s, after Reconstruction, a network of 

small Delta towns developed, often derived from former plantation railroad stops. 

Ɂ3ÏÌÚÌɯÙÜÙÈÓɯÛÖÞÕÚɯÞÌÙÌɯÓÐÛÌÙÈÓÓàɯÉÜÐÓÛɯÖÕɯÛÏÌɯ×ÙÐÕÊÐ×ÓÌÚɯÖÍɯÙÈÊÐÈÓɯÚÌÎÙÌÎÈÛÐÖÕȮɂɯÈÊÊÖÙËÐÕÎɯ

ÛÖɯÏÐÚÛÖÙÐÈÕɯ)ÌÕÕÐÍÌÙɯ-ÈÙËÖÕÌȮɯɁÈÕËɯÛÏÌÙÌÍÖÙÌɯÖÍÍÌÙɯÈɯÏÐÎÏÓàɯÊÖÔ×ÓÌßɯÚàÚÛÌÔɯÖÍɯÚÖÙÛÐÕÎɯ

                                                      

 

its extraordinary deafness to voices in the street and beyond, and the remarkable comfort with which 

"ÜÉÐÚÔɀÚɯ×ÙÖÊÙÜÚÛÌÈÕɯÉÌËɯÊÈÕɯÉÌËɯÊÈÕɯÉÌɯÚÏÈÙÌËɯÉàɯÖÓË-fashioned formalists like  William  Rubin and 

cryptoformalists like Yve - ÓÈÐÕɯ!ÖÐÚɯÈÕËɯ1ÖÚÈÓÐÕËɯ*ÙÈÜÚÚȭɂɯ ÙÛɯÏÐÚÛÖÙÐÈÕÚɯÖÍɯÉÙÖÈËÌÙɯÌß×ÌÙÛÐÚÌɯÛÏÈÕɯ/ÐÊÈÚÚÖɯ

ÈÕËɯ!ÙÈØÜÌɯÈÕËɯÈÙÛɯÏÐÚÛÖÙÐÈÕÚɯÈËËÙÌÚÚÐÕÎɯÖÛÏÌÙɯÈÚ×ÌÊÛÚɯÖÍɯ,ÖËÌÙÕÐÚÔɯÞÌÙÌɯÕÖÛɯÐÕɯÛÏÌɯÊÖÕÝÌÙÚÈÛÐÖÕȭɯɁ3ÏÌɯ

eventɀÚɯÙÌËÜÊÛÐÝÌɯËÐÚÊÖÜÙÚÌɯÌÓÌÎÈÕÛÓàɯËÌÔÖÕÚÛÙÈÛÌËɯÏÖÞɯ1ÜÉÐÕɯÊÖÜÓËɯÕÖËɯÐÕɯÛÏÌɯËÐÙÌÊÛÐÖÕɯÖÍɯÊÜÓÛÜÙÈÓɯÚÛÜËÐÌÚɯ

even as the discussion proceeded along the well-worn formalist path, albeit with some semiotic twists and 

ÛÜÙÕÚȭɂɯ/ÈÛÙÐÊÐÈɯ+ÌÐÎÏÛÌÕȮɯɁ"ÜÉÐÚÛɯ ÕÈÊÏÙÖÕÐÚÔÚ: Ahistoricity, Cryptoformalism, and Business -as-Usual in 

-ÌÞɯ8ÖÙÒȮɂɯOxford Art Journal 17:2 (1994): 91. 
18 Ɂ!ÓÈÊÒɯ/ÙÈÐÙÐÌȮɂɯ$ÕÊàÊÓÖ×ÌËÐÈɯ!ÙÐÛÈÕÕÐÊÈȮɯhttp://www.britannica.com/EBc hecked/topic/68179/Black-

PrairieȰɯ!ÙÐËÎÌÛɯ'ÈàËÌÕȮɯɁ3ÏÌɯ'ÈÕËɯÖÍɯ&ÖËȯɯ"È×ÐÛÈÓÐÚÔȮɯ(ÕÌØÜÈÓÐÛàȮɯÈÕËɯ,ÖÙÈÓɯ&ÌÖÎÙÈ×ÏÐÌÚɯÐÕɯ,ÐÚÚÐÚÚÐ××Ðɯ

 ÍÛÌÙɯ'ÜÙÙÐÊÈÕÌɯ*ÈÛÙÐÕÈȮɂɯAnthropological Quarterly, vol. 83, no. 1 (Winter 2010): 177-203. 
19 Hayden, 182. 
20 Henry, Aaron and C onstance Curry. Aaron Henry: The Fire Ever Burning (Jackson, MS: University of 

Mississippi Press, 2000): ix. 

http://www.britannica.com/EBchecked/topic/68179/Black-Prairie
http://www.britannica.com/EBchecked/topic/68179/Black-Prairie
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ÖÜÛɯÛÏÌɯÊÖÔÔÜÕÐÛàɯÚ×ÈÛÐÈÓÓàȭɂɯ3ÏÌɯÊÜÓÛÜÙÈÓɯÓÈÕËÚÊÈ×ÌɯÖÍɯÛÏÌɯ#ÌÓÛÈɯÊÖÔ×ÙÐÚÌËɯÉÖÛÏɯthe 

ɁÖÍÍÐÊÐÈÓɂɯÓÈÕËÚÊÈ×Ìɯɬ one closely monitored by the dominant white culture ɬ and a 

ɁÔÖÙÌɯÊÖÝÌÙÛɯÓÈÕËÚÊÈ×ÌȮɯËÌÝÌÓÖ×ÌËɯÖÜÛɯÖÍɯÛÏÌɯËÌÍÐÈÕÊÌɯÖÍɯÛÏÌɯ ÍÙÐÊÈÕɯ ÔÌÙÐÊÈÕɯ

ÊÖÔÔÜÕÐÛàɂɯÛÖÞÈÙËɯÛÏÌɯÖÍÍÐÊÐÈÓɯÓÈÕËÚÊÈ×Ìȭ21 

  Imes used the camera and color film to cross racial boundaries into this  once 

Ɂcovert landscape.ɂ 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 

"ÖÓÜÔÉÜÚɀÚɯÏÐÚÛÖÙà. Berkley Hudson, now a journali st, ÈÛÛÌÕËÌËɯ"ÖÓÜÔÉÜÚɀÚɯStephen D. 

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,  

   I 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. I grew  

   Ü×ɯÓÌÈÙÕÐÕÎɯÛÖɯÚÏÜÛɯÖÜÛɯÌÝÌÕɯÏÌÈÙÐÕÎɯÛÏÌɯÞÖÙËɯȿÕÐÎÎÌÙɀɯÞÏÌÕɯ 

   people I loved and knew and those I 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 

                                                      

21 -ÈÙËÖÕÌȮɯ)ÌÕÕÐÍÌÙȭɯɁ1ÖÖÔÍÜÓɯÖÍɯ!ÓÜÌÚȯɯ)ÜÒÌÑÖÐÕÛÚɯÈÕËɯÛÏÌɯ"ÜÓÛÜÙÈÓɯ+ÈÕËÚÊÈ×ÌɯÖÍɯÛÏÌɯ,ÐÚÚÐÚÚÐ××Ðɯ#ÌÓÛÈȮɂɯ

Perspectives in Vernacular Architecture, vol. 9 (2003): 166-175. 
22 Hudson, Berkley. Possum Town Photo-Biography: Culture, History, and Identity through the Mississippi lens of 

O.N. Pruitt , 1920-1955. PhD diss. 2003, University of North Carolina Chapel Hill, xviii.  
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Photographs, Inc. and in 1987 purchased a collection of images made by another 

Columbus photographer ɬ O.N. Pruitt. 23 /ÙÜÐÛÛɀÚɯ×ÏÖÛÖÎÙÈ×Ïà practice had been an 

opportunity  for interaction between blacks and whites within this  rigidly segregated 

community. 24 3ÏÙÖÜÎÏɯÏÐÚɯ×ÏÖÛÖÎÙÈ×ÏàɯÚÛÜËÐÖɯÐÕɯÛÏÌɯƕƝƖƔÚɯÈÕËɯƕƝƗƔÚȮɯ/ÙÜÐÛÛɯɁÚÜ××ÓÐÌËɯ

vital images for the bÓÈÊÒɯÊÖÔÔÜÕÐÛàɀÚɯÜÚÌȭɂ25  One might say that, like Pruitt in his day, 

Imes was part of the white, male power structure in Columbus. 26 !ÜÛɯ(ÔÌÚɀÚɯ

photographs are sites of his own resistance. .ÕÌɯÔÐÎÏÛɯÓÖÖÒɯÈÛɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯ

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 In his dissertation, Hudson expÓÈÐÕÌËɯÏÐÚɯÖÞÕɯÈÕËɯ(ÔÌÚɀɯÐÕÛÌÙÌÚÛɯÐÕɯÛÏÌɯ/ÙÜÐÛÛɯÊÖÓÓÌÊÛÐÖÕɯÈÚɯÍÖÓÓÖÞÚȯɯɁ(ÕɯÛÏÌɯ

early 1970s, as a photographer and a writer on college publications at the University of Michigan and then at 

Columbia University, I became interested in the Pruitt photographs, ɂɯ'udson writes.  Ɂ(ɯÞÈÚɯÛÈÒÐÕÎɯÓÖÛÚɯÖÍɯ

×ÐÊÛÜÙÌÚɯÛÏÌÕȮɯÚÖÔÌÛÐÔÌÚɯÞÐÛÏɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯÍÙÐÌÕËÚɯ!ÐÙÕÌàɯ(ÔÌÚɯÈÕËɯ,ÈÙÒɯ&ÖÖÊÏȱ6ÐÛÏÖÜÛɯÛÏÌɯ/ÖÚÚÜÔɯ

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 

ÏÈÝÌɯÎÐÝÌÕɯÛÖɯÔÌɯÐÕÊÙÌËÐÉÓÌɯÐÕÚÐÎÏÛÚɯÐÕÛÖɯ/ÙÜÐÛÛɯÈÕËɯÏÐÚɯ×ÏÖÛÖÎÙÈ×ÏÚȭɂɯȹ'ÜËÚÖÕȮɯßÐȺ 
24 Hudson noted that while ÚÖÔÌɯÖÍɯ/ÙÜÐÛÛɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯËÌÔÖÕÚÛÙÈÛÌËɯÛÏÌɯÐÕÌØÜÐÛÐÌÚɯÉÌÛÞÌÌÕɯÉÓÈÊÒÚɯÈÕËɯ

ÞÏÐÛÌÚɯÐÕɯ"ÖÓÜÔÉÜÚȮɯɁÞÏÌÕɯ/ÙÜÐÛÛɯ×ÏÖÛÖÎÙÈ×ÏÌËɯ ÍÙÐÊÈÕɯ ÔÌÙÐÊÈÕÚɯÐÕɯÛÏÌÐÙɯÊÏÜÙÊÏÌÚɯÈÕËɯÏÖÔÌÚȮɯÛÏÌɯ

subjects often seemed to co-ÊÙÌÈÛÌɯÛÏÌɯÐÔÈÎÌɯÞÐÛÏɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙȭɂɯ2ÜÊÏɯɁÊÖ-creatÐÖÕɂ also occurred when 

Pruitt  photographed African Americans in his studio, which Hudson says must have been unusual at the 

ÛÐÔÌȭɯɁ3ÏÐÚɯÞÈÚɯÏÈ××ÌÕÐÕÎɯÐÕɯÈɯÛÖÞÕɯÞÏÌÙÌɯÜÕÛÐÓɯÛÏÌɯƕƝƛƔÚȮɯȿÊÖÓÖÙÌËɯÖÕÓàɀɯÖÙɯȿÞÏÐÛÌÚɯÖÕÓàɀɯÚÐÎÕÚɯÞÌÙÌɯ×ÖÚÛÌËɯ

in virtually every pub ÓÐÊɯ×ÓÈÊÌȭɂɯ/ÙÜÐÛÛɯÐÕÝÐÛÌËɯ ÍÙÐÊÈÕɯ ÔÌÙÐÊÈÕÚɯÛÖɯÏÐÚɯÚÛÜËÐÖɯÛÖɯ×ÏÖÛÖÎÙÈ×ÏɯÛÏÌÔȮɯÈÕËɯ

went to their houses to take their pictures. (Hudson, 29-30) 
25 Hudson, Possum Town Photo-Biography, 29. 
26 'ÜËÚÖÕɯÙÌÍÌÙÙÌËɯÛÖɯ.ȭ-ȭɯ/ÙÜÐÛÛɯÈÚɯÌÝÌÕÛÜÈÓÓàɯÉÌÊÖÔÐÕÎɯ×ÈÙÛɯÖÍɯÛÏÌɯɁwhite, male Columbus power 

ÚÛÙÜÊÛÜÙÌȭɂɯȹ'ÜËÚÖÕȮɯPossum Town, 30). Hudson 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, I built upon many of the incisive observations made by curator 

*ÌÝÐÕɯ,ÖÖÙÌɯÈÉÖÜÛɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÐÕɯÛÏÌɯƕƝƛƔÚȭɯ,ÖÖÙÌɯËÐÚÊÜÚÚÌÚɯÛÏÌɯɁËÌÔÖÊÙÈÛÐÊɂɯ

ÍÌÌÓɯÖÍɯÌßÏÐÉÐÛÐÖÕÚɯÓÐÒÌɯ2ÛÌ×ÏÌÕɯ2ÏÖÙÌɀÚɯÚÏÖÞɯÈÛɯ+ÐÎÏÛɯ&ÈÓÓÌÙàɯÐÕɯÍÈÓÓɯƕƝƛƖȮɯÐÕɯÞÏÐÊÏɯƗƕƖɯ

3x5-inch drugs tore 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 

poÓÐÛÐÊÚȮɯÐÕÚÛÌÈËɯÖÍÍÌÙÐÕÎɯɁÈɯÊÈÚÜÈÓÓàɯÜÕÌÕÎÈÎÌËȮɯÈÔÉÐÎÜÖÜÚɯÝÐÌÞɯÖÍɯ ÔÌÙÐÊÈÕɯÊÜÓÛÜÙÌȮɂɯ

which would be increasingly identified with William Eggleston and the color 

photography of the 1970s.27  Such an affect of disengagement (and I argued in chapter 

one that EÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÊÖÜÓËɯÉÌɯÐÕÛÌÙ×ÙÌÛÌËɯÈÚɯÕÖÛɯÙÌÈÓÓàɯÏÈÝÐÕÎɯÛÏÐÚɯÈÍÍÌÊÛȺ is in 

sharp contrast ÞÐÛÏɯ(ÔÌÚɀÚɯÈ××ÙÖÈÊÏɯÛÖɯÏÐÚɯÚÔÈÓÓ range of subjects. In his photographs of 

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 

ÔÈÒÐÕÎɯ×ÖÙÛÙÈÐÛÚȭɯ(ÕɯÏÐÚɯɁÈÙÛÐÚÛÐÊɂɯor personal work,  he gestated a smaller range of 

deeply engaged, ongoing projects ɬ including the juke joints and the series of 

                                                      

27 Kevin Moore, Starburst: Color Photography in America, 1970 -1980, 9-10.  
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photographs (made from 1975-1993) that resulted in Whispering Pines, a book about a 

formerly segregated roadhouse and eatery roughly twenty miles south of Columbus. 28  

One theme that seems to compel Imes is 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. 29 Building on the work of novelists 

and scholars who have explored marvelous and magical realism in the context of 

literature and postco lonial theory, I ÈÙÎÜÌɯÛÏÈÛɯ(ÔÌÚɀÚɯÛÏÌÔÌÚɯÖÍɯÉÖÜÕËÈÙàɯÊÙÖÚÚÐÕÎɯÈÕËɯ

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 ɬ chroma and a subject 

ÔÈÛÛÌÙɯÛÏÈÛɯÞÖÜÓËɯÉÌɯÊÖÕÚÐËÌÙÌËɯɁÈÉÑÌÊÛɂɯȹÈÓÛÏÖÜÎÏɯÏÌɯÞÖÜÓËɯÕÖÛɯÜÚÌɯÛÏÐÚɯÞÖÙËɯÛÖɯÙÌÍÌÙɯ

to his subjects). This theme of the abject or grotesque is indebted to Carson McCullers, 

6ÐÓÓÐÈÔɯ%ÈÜÓÒÕÌÙȮɯ%ÓÈÕÕÌÙàɯ.ɀ"ÖÕÕÖÙȮɯÈÕËɯÖÛÏÌÙɯ2ÖÜÛÏÌÙÕɯ&ÖÛÏÐÊÐÚÛÚȭɯ"ÖÓÜÔÉÜÚɯÞÈÚɯÐÕɯ

the thick of such literary mythology ɬ 3ÌÕÕÌÚÚÌÌɯ6ÐÓÓÐÈÔÚɀÚɯÉÐÙÛÏ×ÓÈÊÌɯÞÈÚɯÈɯÍÌÞɯ

ÔÐÕÜÛÌÚɀɯÞÈÓÒɯÛÖɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×Ïàɯstudio above the Princess movie theater in the 

                                                      

28 Imes made initial visits to Whispering  Pines when he first worked as a photographer at the Commercial 

Dispatch from 1975-76. He and Sammie McDavid, then a staff reporter at the Dispatch, did a 

ÚÛÖÙàɤ×ÏÖÛÖÎÙÈ×ÏɯÍÌÈÛÜÙÌɯ×ÈÊÒÈÎÌȭɯɁ(ÛɯÞÈÚɯ×ÙÖÉÈÉÓàɯÛÏÌɯ×ÓÈÊÌɯÛÖɯÎÖɯÍÖÙɯÈɯÛÐÔÌȮɂɯ(ÔÌÚɯÚÈÐËȭɯɁ8ÖÜɯÊÖÜÓËɯÖÙËÌÙɯ

steaks, fried shrimp, and hamburgers there. And you could dance on the concrete dance floor under the 

×ÐÕÌÚȭɯ2ÔÐÛÏȮɯ3ÈÔÔàɯ,ȭȮɯɁ6ÏÐÚ×ÌÙÐÕÎɯ/ÐÕÌÚȯɯ3ÐÔÌȮɯ/ÓÈÊÌɯ"È×ÛÜÙÌËɯÐÕɯ(ÔÌÚɀÚɯ/ÏÖÛÖÎÙÈ×ÏÚȭɂɯCommercial 

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. He haÛÌËɯÏÐÚɯÖÞÕɯÏÖÔÖÚÌßÜÈÓÐÛàȮɯÈÕËɯÐÕɯÈɯƕƝƙƕɯÚÏÖÙÛɯÚÛÖÙàȮɯɁ3ÏÌɯ

1ÌÚÌÔÉÓÈÕÊÌɯ!ÌÛÞÌÌÕɯÈɯ5ÐÖÓÐÕɯ"ÈÚÌɯÈÕËɯÈɯ"ÖÍÍÐÕȮɂɯËÌÚÊÙÐÉÌËɯÛÏÌɯàÖÜÕÎɯÔÈÓÌɯ

×ÙÖÛÈÎÖÕÐÚÛɀÚɯÜÙÎÌÚɯÍÖÙɯother ÔÌÕɯÈÚɯÚÖÔÌÛÏÐÕÎɯÔÖÕÚÛÙÖÜÚȯɯɁ'ÖÞɯÖÕɯÌÈÙÛÏɯËÐËɯ(ɯÌß×ÓÈÐÕɯ

to myself, at that time, confessing tÖɯÔàÚÌÓÍȮɯÛÏÈÛɯ(ɯÞÈÚɯÈɯÓÐÛÛÓÌɯÔÖÕÚÛÌÙȳɂɯ6ÐÓÓÐÈÔÚɯ

wrote.31 4×ÖÕɯÔÖÝÐÕÎɯÛÖɯ-ÌÞɯ.ÙÓÌÈÕÚɯÈÛɯÈÎÌɯƖƜȮɯ6ÐÓÓÐÈÔÚɯËÐÚÊÖÝÌÙÌËɯɁÕÌÞɯ

ÕÌÛÏÌÙÞÖÙÓËÚȮɂɯÈÕËɯÔÈÕàɯÖÍɯÏÐÚɯ×ÓÈàÚɯɬ Ɂ3ÏÌɯ&ÓÈÚÚɯ,ÌÕÈÎÌÙÐÌȮɂɯɁ ɯ2ÛÙÌÌÛÊÈÙɯ-ÈÔÌËɯ

#ÌÚÐÙÌȮɂɯɁ!ÈÉàɯ#ÖÓÓȮɂɯÈÕËɯɁ"ÈÛɯÖÕɯÈɯ'ÖÛɯ3ÐÕɯ1ÖÖÍɂɯËÌÈÓɯwith such netherworlds, 

featuring outcasts, vagrants, the grotesque, and family dysfunction. 32 Sidney Lumet 

ËÐÙÌÊÛÌËɯÛÏÌɯÍÐÓÔɯÝÌÙÚÐÖÕɯÖÍɯ6ÐÓÓÐÈÔÚɀÚɯƕƝƙƛɯ×ÓÈàȮɯɁ.Ù×ÏÌÜÚɯ#ÌÚÊÌÕËÐÕÎɂɯɬ the 1959 film 

The Fugitive Kind. In the story, a drifter with a guitar auto graphed by musicians like Fats 

Waller, Bessie Smith, and Leadbelly wanders into a Mississippi town from a place called 

6ÐÛÊÏÌÚɯ!ÈàÖÜȭɯ!ÈÊÒɯÏÖÔÌɯÛÏÌɯËÙÐÍÛÌÙɯÏÈËɯÓÌÈÙÕÌËɯÛÖɯÚÒÐÕɯɁÞÐÓËɯÛÏÐÕÎÚɂɯɬ his nickname 

is Snakeskin for the snakeskin jacket he wears.  An older Italian woman ɬ Lady Torrance 

                                                      

30 Tennessee Williams, Memoirs (New Directions PublisÏÐÕÎȮɯƕƝƛƙȺȮɯƕƖȭɯ6ÐÓÓÐÈÔÚɀÚɯÍÈÔÐÓàɯÔÖÝÌËɯÛÖɯ2Ûȭɯ+ÖÜÐÚɯ

when he was 8 years old. 
31 Kenison, Katrina, ed. Best American Short Stories of the Century (Boston, New York: Houghton Mifflin, 

1999): 319. 
32 ,ÌÓɯ&ÜÚÚÖÞȮɯɁ3ÌÕÕÌÚÚÌÌɯ6ÐÓÓÐÈÔÚɯÐÚɯ#ÌÈËɯ'ÌÙÌɯÈÛɯƛƕȯɯ3ÌÕÕÌÚÚÌÌɯ6ÐÓÓÐÈÔÚȮɯƛƕȮɯ#ÐÌÚɯÐÕɯ'ÐÚɯ'ÖÛÌÓɯ2ÜÐÛÌȮɂɯ

New York Times (February 26, 1983),  
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ɬ 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 

and racial cross-ËÙÌÚÚÐÕÎȭɯ ɯɁ-ÌÎÙÖɯ"ÖÕÑÜÙÌɯ,ÈÕɂɯÊÖÔÌÚɯÐÕÛÖɯÛÏÌɯÚÛÖÙÌɯÞÌÈÙÐÕÎɯ

ÎÈÙÔÌÕÛÚɯɁÍÈÕÛÈÚÛÐÊÈÓÓàɯÉÌËÐáÌÕÌËɯÞÐÛÏɯÔÈÕàɯÛÈÓÐÚÔÈÕÚɯÈÕËɯÎÖÖË-luck charms of shell 

and bone and feather. His blue-ÉÓÈÊÒɯÚÒÐÕɯÐÚɯËÈÜÉÌËɯÞÐÛÏɯÊÙà×ÛÐÊɯÚÐÎÕÚɯÐÕɯÞÏÐÛÌɯ×ÈÐÕÛȭɂ33 

Snakeskin is seduced in a cemetery by a youngȮɯɁÊÖÙÙÜ×ÛȮɂɯÉÖÏÌÔÐÈÕɯÞÏÐÛÌɯÞÖÔÈÕɯÞÏÖɯ

ÈÚÒÚɯÏÐÔɯÛÖɯÎÖɯɁÑÖÖÒÐÕÎɂɯÞÐÛÏɯÏÌÙȭɯ3ÖÞÈÙËɯÛÏÌɯÌÕËɯÖÍɯÛÏÌɯÚÛÖÙàȮɯ+ÈËàɯ3ÖÙÙÈÕÊÌɯ

ÈÕÕÖÜÕÊÌÚɯÚÏÌɯÐÚɯ×ÙÌÎÕÈÕÛɯÞÐÛÏɯ2ÕÈÒÌÚÒÐÕɀÚɯÊÏÐÓËɯÈÕËɯÏÌɯËÌÊÐËÌÚɯÛÖɯÙÌÔÈÐÕɯÐÕɯÛÖÞÕɯ

against a vicious warning from t he local sheriff.34  The story ends with past tragedies 

ÙÌ×ÌÈÛÐÕÎɯÛÏÌÔÚÌÓÝÌÚɯÈÚɯ3ÖÙÙÈÕÊÌɯÈÕËɯ2ÕÈÒÌÚÒÐÕɯÈÙÌɯÒÐÓÓÌËɯÐÕɯÈɯÍÐÙÌɯÚÌÛɯÉàɯ3ÖÙÙÈÕÊÌɀÚɯ

ÑÌÈÓÖÜÚɯÏÜÚÉÈÕËɯȹ+ÈËàɀÚɯÍÈÛÏÌÙɯÞÈÚɯÒÐÓÓÌËɯÐÕɯÈɯÍÐÙÌɯÚÌÝÌÙÈÓɯËÌÊÈËÌÚɯ×ÙÐÖÙȮɯÈÓÚÖɯÚÌÛɯÉàɯ

+ÈËàɀÚɯÏÜÚÉÈÕËȺȭ 

  Writer Michael Pearson, who traveleËɯÛÖɯÚÖÔÌɯÑÜÒÌÚɯÞÐÛÏɯ(ÔÌÚɯÐÕɯÛÏÌɯÓÈÛÌɯȿƜƔÚɯÖÙɯ

ÌÈÙÓàɯȿƝƔÚȮɯÕÖÛÌËɯÛÏÈÛɯÛÏÌɯÈÊÛÐÝÐÛÐÌÚɯÐÕɯÈɯ×ÈÙÛÐÊÜÓÈÙɯÑÜÒÌɯɬ ɁÈɯÉÓÌÕËɯÖÍɯÙÈ×ɯÈÕËɯÚÖÜÓɯÔÜÚÐÊɯ

ÚÏÈÒÐÕÎɯÛÏÌɯÞÐÕËÖÞÚɯÈÕËɯÈɯ×ÐÎɯÙÖÈÚÛɯÍÓÈÔÐÕÎɯÖÜÛÚÐËÌɯÛÏÌɯÉÈÙɂɯɬ reminded him of Joanne 

6ÖÖËÞÈÙËɀÚɯËÌÍÐÕÐÛÐÖÕɯÖÍɯÑÜÒÐÕÎɯin The Fugitive KindȯɯɁàÖÜɯËÙÐÕÒɯÈɯÓÐÛÛÓÌɯÈÕËɯËÙÐÝÌɯÈɯ

little, then stop at a place and drink some more, and eventually you wind up in a bone 

                                                      

33 Tennessee Williams, Plays, Ɂ.Ù×ÏÌÜÚɯ#ÌÚÊÌÕËÐÕÎɂ 18. 
34 3ÌÕÕÌÚÚÌÌɯ6ÐÓÓÐÈÔÚȮɯɁ.Ù×ÏÌÜÚɯ#ÌÚÊÌÕËÐÕÎȮɂɯȹ#ÙÈÔÈÛÐÚÛɀÚɯ/ÓÈàɯ2ÌÙÝÐÊÌȮɯ(ÕÊȭȮɯƕƝƙƝȺȮɯƚƙȭ 
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ÖÙÊÏÈÙËɯÈÕËɯÔÈÒÌɯÓÖÝÌɯÖÕɯÈɯÎÙÈÝÌȭɂɯ!àɯƕÈÔȮɯ/ÌÈÙÚÖÕɯØÜÐ××ÌËɯÈÉÖÜÛɯÞÏÈÛɯÏÌɯÖÉÚÌÙÝÌËȮɯ

Ɂ(ɀÔɯÊÖÕÝÐÕÊÌËɯÛÏÌɯÊÌÔÌÛÌÙÐÌÚɯÞÐÓÓɯÏÈÝÌɯÛÏÌÐÙɯÝÐÚÐÛÖÙÚɯÛÖÕÐÎÏÛȭɂ35 

  3ÌÕÕÌÚÚÌÌɯ6ÐÓÓÐÈÔÚȮɯÈÓÖÕÎɯÞÐÛÏɯ,Ê"ÜÓÓÌÙÚȮɯ%ÈÜÓÒÕÌÙȮɯ.ɀ"ÖÕÕÖÙȮɯÈÕËɯ$ÎÎÓÌÚÛÖÕȮɯ

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, 

ÞÏÖɯÊÓÈÐÔÌËɯÛÏÌɯÍÖÙÔÌÙɯÈÚɯÈÕɯÐÕÍÓÜÌÕÊÌȭɯ(Õɯ&ÈÙÊÐÈɯ,ÈÙØÜÌáɀÚɯ100 Years of Solitude, there 

ÐÚɯÈɯɁ×ÌÙÚÐÚÛÌÕÛȮɯÔÖÙËÈÕÛɯÝÐÌÞɯÖÍɯÛÏÌɯ ÔÌÙÐÊÈÕɯ2ÖÜÛÏɯÞÏÐÊÏɯÙÜÕÚɯÈÚɯÈɯÓÌÐÛÔÖÛÐÍɯ×ÈÙÈÓÓÌÓɂɯ

ÛÖɯÛÏÌɯɁÝÐÚÐÖÕɯÖÍɯËÌÊÈàɯÈÕËɯÜÕËÌÙËÌÝÌÓÖ×ÔÌÕÛɂɯÐÕɯ&ÈÙÊÐÈɯ,ÈÙØÜÌáɀÚɯÍÐÊÛÐÖÕÈÓɯÙÌÎÐÖÕɯÖÍɯ

,ÈÊÖÕËÖȮɯÓÐÛÌÙÈÙàɯÚÊÏÖÓÈÙɯ'ÈÙÓÌàɯ#ȭɯ.ÉÌÙÏÌÓÔÈÕɯÏÈÚɯÖÉÚÌÙÝÌËȭɯɁ,ÈÊÖÕËÖɯÈÕËɯ

Yoknapatawpha County do have much in common, and Garcia Marquz does admit the 

ÐÕÍÓÜÌÕÊÌɯÖÍɯ%ÈÜÓÒÕÌÙɯÖÕɯÏÐÚɯÞÙÐÛÐÕÎÚȮɂɯ.ÉÌÙÏÌÓÔÈÕɯÕÖÛÌËȭ36 In 100 Years of Solitude, 

×ÜÉÓÐÚÏÌËɯÈÍÛÌÙɯ,ÈÙØÜÌáɯÝÐÚÐÛÌËɯÛÏÌɯ4ȭ2ȭɯ2ÖÜÛÏɯÐÕɯƕƝƚƕȮɯÛÏÌÙÌɯÐÚɯÔÖÙÌɯÌÝÐËÌÕÊÌɯÖÍɯɁÛÏÌɯ

ÚàÕÛÏÌÚÐÚɯÖÍɯÏÐÚɯÐÕÛÌÙÌÚÛɯÐÕɯ%ÈÜÓÒÕÌÙɯÈÕËɯÛÏÌɯ ÔÌÙÐÊÈÕɯ2ÖÜÛÏȮɂɯÛÏÈÕɯÐn any of Garcia 

,ÈÙØÜÌáɀÚɯÖÛÏÌÙɯÞÖÙÒÚɯÚÖɯÍÈÙȭ37 (ÔÌÚɀÚɯÞÖÙÒɯÉÙÐÕÎÚɯÛÏÌɯÝÐÌÞÌÙɯÐÕÛÖɯÈɯÛÌÙÙÐÛÖÙàɯÖÍɯ

southern strangeness and the grotesque. As is true of Eggleston, color is essential to this 

ÈÙÛÐÚÛÐÊɯÔÈÕÌÜÝÌÙȭɯ(ÔÌÚɀÚɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÙÌɯ×Ö×ÜÓÈÛÌËɯÉàɯÍÐÎÜÙÌs who challenge 

                                                      

35 Pearson, 75. 
36 Harley D. OberhelÔÈÕȮɯɁ&ÈÙÊÐÈɯ,ÈÙØÜÌáɯÈÕËɯÛÏÌɯ ÔÌÙÐÊÈÕɯ2ÖÜÛÏȮɂɯChasqui, vol. 5, no. 1 (November 

1975): 29-38: 29-30. 
37 Ibid.  
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lines of demarcation. They are liminal, metaphoric, intermediary figures existing 

ɁÐÕɤÉÌÛÞÌÌÕɤÖÕɯÔÖËÌÙÕÐÛàɀÚɯÉÖÜÕËÈÙÐÌÚɯÖÍɯ×ÏàÚÐÊÈÓɯÈÕËɯÚ×ÐÙÐÛÜÈÓȮɯÔÈÎÐÊÈÓɯÈÕËɯÙÌÈÓȭɂ38 

   In addition to exploring the themes of boundary crossing, the grotesqu e, and the 

ÔÈÙÝÌÓÖÜÚɯÖÙɯÔÈÎÐÊɯÙÌÈÓȮɯ(ÔÌÚɀÚɯÞÖÙÒɯÖ×ÌÕÚɯÜ×ɯÖÕÛÖɯÈɯÚÌÛɯÖÍɯÐÚÚÜÌÚɯÙÌÓÌÝÈÕÛɯÛÖɯ ÍÙÐÊÈÕɯ

American life in the Deep South  and beyond during the late 1970sɭearly 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 

ÉÓÈÊÒÚɯÈÕËɯÛÏÌɯ×ÖÖÙȭɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚȮɯÞÏÐÊÏɯÑÜßÛÈ×ÖÚÌɯÏÈÙËÊÖÙÌɯ×ÖÝÌÙÛàɯÞÐÛh 

chromatic splendor, present a kind of tinsel -and-detritus vision that, by invoking the 

specter of bravura and death, gesture toward the extremes ɬ or perceived extremes ɬ of 

African American life during this period.   

  Most of the images published in Juke Joint were made throughout the 1980s, a 

time when the South was on the rise economically, as discussed in the first chapter. The 

1980s also began a period 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 

                                                      

38 9ÈÔÖÙÈȮɯɁ,ÈÎÐÊÈÓɯ1ÖÔÈÕÊÌɤ,ÈÎÐÊÈÓɯ1ÌÈÓÐÚÔȯɯ&ÏÖÚÛÚɯÐÕɯ4ȭ2ȭɯÈÕËɯ+ÈÛÐÕɯ ÔÌÙÐÊÈÕɯ%ÐÊÛÐÖÕȮɂɯÐÕɯMagical 

Realism: Theory, History, Community, 497.  
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%!(ɀÚɯÈÛÛÌÔ×ÛɯÛÖɯÚÜ××ÙÌÚÚ others, had weakened the civil rights movement. Furthermore, 

school desegregation had faced massive 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. 39 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. 40 In 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. 41  

  Juke Joint  and Whispering Pines deal 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 

                                                      

39 *ÌÕÕÌÛÏɯ!ÈÕÊÙÖÍÛɯ"ÓÈÙÒɯÈÕËɯ)ÖÏÕɯ'Ö×Ìɯ%ÙÈÕÒÓÐÕȮɯɁ3ÏÌɯ-ÐÕÌÛÌÌÕɯ$ÐÎÏÛÐÌÚɯ/ÙÖÓÖÎÜÌɯÈÕËɯ/ÙÖÚ×ÌÊÛȮɂɯ)ÖÐÕÛɯ

Center for Political Studies, Washington DC, copyright 1981, pp: 13-15. 
40 Clark and Franklin, 17. 
41 Ibid.  
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and Clark raise with respect to African American life in urban and rural areas 

nationwide.  An image in Juke Joint shows a boy wearing an open pink coat leaning 

against a darkened entrance to a dilapidated building called the Pink Pony Café  (figure 

34). The word Ɂ×ÐÕÒɂɯÐÚɯÛÏÌɯÊÓÌÈÙÌÚÛɯ×ÈÙÛɯÖÍɯÛÏÌɯÚÐÎÕȮɯÌÊÏÖÐÕÎɯÛÏÌɯÉÖàɀÚɯÊÓÖÛÏÐÕÎȭɯɯ3ÏÌɯ

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 casts the 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.   

  3ÏÌɯÚÏÈËÖÞɯÍÐÎÜÙÌÚɯÌÝÖÒÌɯÈÙÛÐÚÛɯ*ÈÙÈɯ6ÈÓÒÌÙɀÚɯ×È×ÌÙɯÊÜÛÖÜÛɯÚÐÓÏÖÜÌÛÛÌÚɯ

ËÌ×ÐÊÛÐÕÎɯÈɯÛÌÙÙÐÍàÐÕÎȮɯÜÕÊÈÕÕàɯ4ȭ2ȭɯ2ÖÜÛÏȭɯ(Õɯ6ÈÓÒÌÙɀÚɯÛÈÉÓÌÈÜßȮɯÛÏÌɯÎÙÖÛÌÚØÜÌɯ

sometimes takes the form of black children ɬ sometimes mutated or joined together as 

Siamese twins ɬ 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)ȭɯ)ÜÚÛɯÈÚɯ6ÈÓÒÌÙɀÚɯÚÐÓÏÖÜÌÛÛÌÚɯÊÖÕÑÜÙÌɯÜÕÚ×ÌÈÒÈÉÓÌɯÏÐÚÛÖÙÐÌÚȮɯÚÖɯËÖɯÛÏÌɯ

child shadows in The Pink Pony Cafe insist 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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ɁÚÜÉÑÌÊÛ-ËÖÔÐÕÈÛÌËɯ×ÖÙÛÙÈÐÛÚɂɯÈÕËɯÉÓÈÊÒɯ ÔÌÙÐÊÈÕ-informed strategi es of modern style, 

ɁÍÜÕËÈÔÌÕÛÈÓɯÛÖɯÛÏÌɯÍÖÙÔÜÓÈÛÐÖÕɯÖÍɯÔÈÕàɯÌßÈÔ×ÓÌÚɯÖÍɯÉÓÈÊÒɯ×ÖÙÛÙÈÐÛÜÙÌɯÈÕËɯÐÛÚɯÊÈ×ÈÊÐÛàɯ

ÛÖɯÊÖÕÝÌàɯËÈÛÈɯÝÐÈɯÈɯËÐÚÊÜÙÚÐÝÌɯÍÐÎÜÙÌȭɂ42 3ÏÌɯÕÜÈÕÊÌËɯÚÌÕÚÌɯÖÍɯɁÚÏÈÙ×ÕÌÚÚɂɯ/ÖÞÌÓÓɯ

explores by means of selected examples throughout the history of black portraiture is at 

×ÓÈàɯÐÕɯÚÖÔÌɯÖÍɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÖÍɯ#ÌÓÛÈɯÑÜÒÌɯÑÖÐÕÛɯÐÕÏÈÉÐÛÈÕÛÚȭɯ!ÓÈÊÒɯÔÈÓÌɯÚÜÉÑÌÊÛÚɯ

ÌÝÐÕÊÌɯɁÚÏÈÙ×ÕÌÚÚȮɂɯÈÕËɯÛÈÒÌɯɁÝÐÚÊÌÙÈÓɯÈÕËɯ×ÚàÊÏÐÊɯ×ÓÌÈÚÜÙÌɂɯÐÕɯËÖÐÕÎɯÚÖȭɯ43 In Freedom 

Village Juke, three boys pose in a windowless corner of the Freedom Village Juke in 1985 

(figure  37).  Messages are scrawled on the red, patched-up walls behind them while the 

water-stained ceiling above their heads buckles and sags. One of the chalk-drawn 

ÔÌÚÚÈÎÌÚɯÙÌÈËÚɯɁ(Úɯ&ÖËɯÛÏÌɯÈÕÚÞÌÙȳɂɯÞÏÐÓÌɯÈÕÖÛÏÌÙɯÐÚɯÈÕɯÖËÌɯÛÖɯɁÛÙÜÌɯÓÖÝÌȮɂɯÈÕËɯ×ÌÖ×ÓÌɯ

ɁƖ-kool 2-be 4-ÎÖÛÛÌÕȭɂɯ3ÏÌɯÛÏÙÌÌɯÉÖàÚɯÍÖÙÔɯÈɯÛÐÎÏÛɯÛÙÐÖȮɯÛÞÖɯÖÍɯÛÏÌÔɯÚÛÖÕÌ-faced, 

flanking a third boy, who smiles invitingly, playfully, tossing white pool ball. The ball 

hovers just above his hand mid-toss, as though he can suspend 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 

,ÐÎÙÈÛÐÖÕȮɯ/ÖÞÌÓÓɯÞÙÐÛÌÚȮɯɁ3ÏÌɯÈËÑÌÊÛÐÝÌɯÛÏÈÛɯÐÕÝÈÙÐÈÉÓàɯÊÖÔÌÚɯÛÖɯÔÐÕË when I see this 

photograph  is sharpȭɂɯ'ÌɯÊÖÕÛÐÕÜÌÚȮɯɁÔÈÕàɯÍÈÚÏÐÖÕÈÉÓÌɯ×ÌÖ×ÓÌɯÏÈÝÌɯÈɯ×ÙÌÊÐÚÌɯÈÕËɯ

                                                      

42 Richard J. Powell, Cutting a Figure: Fashioning Black 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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ÌßÈÊÛÐÕÎɯÌËÎÌȮɯÈɯÚÌÕÚÌɯÖÍɯÏÖÞɯÛÖɯÓÖÖÒȮɯÖÍɯÏÖÞȮɯÍÐÎÜÙÈÛÐÝÌÓàɯÚ×ÌÈÒÐÕÎȮɯÛÖɯȿÚÛÈÕËɯÖÜÛɀɯÈÕËɯ

ÉÌɯȿÈɯÊÜÛɯÈÉÖÝÌɀɯÛÏÌɯËÜÓÓɯÈÕËɯÊÖÔÔÖÕ×ÓÈÊÌȭɂ44 A portrait is a two -way street and a 

reciprocal relationship. What we see in Freedom Village Juke are black figures constructing 

themselves, socially and historically. Powell argues: 

   Photographs of southern black migrants recently  

    ÈÙÙÐÝÌËɯȿÜ×ɯ-ÖÙÛÏȮɀɯÓÐÒÌɯÛÏÌɯÖÕÌɯÖÍɯÔàɯÍÈÛÏÌÙɯÈÕËɯ 

    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  

    ÚÛàÓÌɯÍÖÙɯÚÛàÓÌɀÚɯÚÈÒÌȭ45 

   

 

  There is something fundamentally artistic in the way the boys in Freedom Village 

Juke ÙÌ×ÙÌÚÌÕÛɯÛÏÌÔÚÌÓÝÌÚȭɯ Úɯ/ÖÞÌÓÓɯÈÙÎÜÌÚȮɯɁÛÏÌɯÚÌÕÚÌɯÖÍɯ×ÙÐËÌɯÈÕËɯÌßÏÐÉÐÛÐÖÕÐÚÔɂɯ

ÐÔ×ÓÐÊÐÛɯÐÕɯɁÊÜÛÛÐÕÎɯÈɯÍÐÎÜÙÌɂɯɁÈÙÌɯÖÍÛÌÕɯØÜÈÓÐÍÐÌËɯÉàɯÙÈÊÌȮɯÊÓÈÚÚȮɯÈÕËɯÏÐÚÛÖÙÐÊÈÓɯ

ÊÐÙÊÜÔÚÛÈÕÊÌÚȭɂ46 The boys cut a figure 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 

excess, Freedom Village Juke ËÐÚ×ÓÈàÚɯɁÈÕÈÛÖÔÐÊÈÓɯËÐÚÛÖÙÛÐÖÕȮɯÌÔÉÓÌÔÈÛÐÊɯ×ÖÚÛÜÙÐÕÎȮɯÈÕËɯÈɯ

                                                      

44 Richard J. Powell, Cutting a Figure: Fashioning Black Portraiture (Chicago: University of Chicago, 2008), 4. 
45 Powell, Cutting, 4.  
46 Powell, Cutting a Figure, 10. 
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ÊÖÕÛÙÈÚÛÐÝÌɯËÌÚÐÎÕɯÚÊÏÌÔÌȭɂ47  

  The dress, posing, and posturing of the three boys connects them to the broader 

 ÔÌÙÐÊÈÕɯÊÜÓÛÜÙÌɯÖÜÛÚÐËÌɯÖÍɯÛÏÌɯ#ÌÌ×ɯ2ÖÜÛÏɯËÜÙÐÕÎɯÛÏÌɯƕƝƜƔÚȭɯ,ÐÊÏÈÌÓɯ)ÈÊÒÚÖÕɀÚɯThriller 

was the best-selling album in the world in 1983. In the music video for the single of the 

same name, Jackson wore a shiny red jacket with diagonal black stripes that became the 

ɁÏÖÛÛÌÚÛɯÖÜÛÌÙÞÌÈÙɯÍÈËɯÖÍɯÛÏÌɯÔÐË-ƕƝƜƔÚȭɂ48 Millions of people  copied the style (figures 

38 and 39). By 1984, Jackson was such an important cultural figure Ronald Reagan 

presented him with a President ial Public Policy Communication Award for allowing the 

ÚÖÕÎɯɁ!ÌÈÛɯ(ÛɂɯÛÖɯÉÌɯÜÚÌËɯÐÕɯÈɯ×ÜÉÓÐÊɯÚÌÙÝÐÊÌɯÊÈÔ×ÈÐÎÕɯÈÎÈÐÕÚÛɯÛÌÌÕɯËÙÐÕÒÐÕÎɯÈÕËɯ

driving. 49 The jackets worn by the boys in Freedom Village Juke are a very similar style as 

)ÈÊÒÚÖÕɀÚȮɯÊÖÕÕÌÊÛÐÕÎɯÛÏÌÔɯÛÖ the wider world of popular culture.  

  (ÔÌÚɀÚɯÑÜÒÌɯÑÖÐÕÛɯÚÌÙÐÌÚɯÊÈÔÌɯÖÕɯÛÏÌɯÏÌÌÓÚɯÖÍɯÛÏÌɯɁÉÓÈÊÒɯÈÙÛÚɯÔÖÝÌÔÌÕÛɂɯÐÕɯÛÏÌɯ

United States (1967-1979) 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 Century (Andrews 

McMeel Publishing, 2005), 487. 
49 )ÈÊÒÚÖÕɀÚɯƕƝƜƔÚɯÝÐËÌÖÚɯÐÕÊÖÙ×ÖÙÈÛÌËɯÌÓÌÔÌÕÛÚɯÖÍɯÏÖÙÙor and magic: in Thriller, Jackson turns into a monster 

and dances with a crowd of zombies and other ÔÖÕÚÛÌÙÚȭɯ(ÕɯÛÏÌɯÝÐËÌÖɯÍÖÙɯÏÐÚɯƕƝƜƖɯÚÐÕÎÓÌȮɯɁ!ÐÓÓÐÌɯ)ÌÈÕȮɂɯ

Jackson dances through a dark urban wasteland. The ground glows with every step he takes. When he 

ÛÏÙÖÞÚɯÈɯÊÖÐÕɯÐÕÛÖɯÈɯÏÖÔÌÓÌÚÚɯÔÈÕɀÚɯÊÜ×ȮɯÛÏÌɯÊÜ×ɯÓÐÎÏÛÚɯÜ×ɯÈÕËɯÛÏÌɯÔÈÕɯÐÚɯÛÙÈÕÚÍÖÙÔÌËɯÍÙÖÔɯÙÈÎÚɯÐÕÛÖɯÈɯ

white suit.  
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ÌÔÌÙÎÌËɯËÜÙÐÕÎɯÛÏÌɯÉÓÈÊÒɯÈÙÛÚɯÔÖÝÌÔÌÕÛȭɯɯ'ÌÕËÙÐÊÒÚɀÚɯ×ÈÐÕÛÐÕÎÚɯÞÌÙÌɯÙÖÖÛÌËɯÐÕ the 

academic Western portraiture that had elevated white subjects to monumentality, 

ÈÊÊÖÙËÐÕÎɯÛÖɯ/ÖÞÌÓÓȭɯ(ÕÚÛÌÈËɯÖÍɯÞÏÐÛÌɯÚÜÉÑÌÊÛÚȮɯ'ÌÕÙÐÊÒÚɀÚɯ×ÈÐÕÛÐÕÎÚɯÍÌÈÛÜÙÌËɯɁàÖÜÕÎȮɯ

urbane blacks whose claims to pictorial posterity resided neither in deeds nor dictates 

ÉÜÛɯÐÕɯÛÏÌÐÙɯÊÓÖÛÏÌÚȮɯÊÈÙÙÐÈÎÌȮɯÈÕËɯÊÖÓÖÙȮɂɯ/ÖÞÌÓÓɯÞÙÐÛÌÚȭɯɁ(ÕɯÛÏÈÛɯÌÙÈɯÖÍɯ×ÖÓÐÛÐÊÈÓɯ

conspicuousness and public performances of blackness these portrayals of persons who 

ÏÐÚÛÖÙÐÊÈÓÓàɯÏÈËɯÉÌÌÕɯËÐÚ×ÈÙÈÎÌËɯÉÌÊÈÔÌɯÛÏÌɯÕÌÞɯÈÌÚÛÏÌÛÐÊɯÉÈÙÖÔÌÛÌÙȭɂ50 'ÌÕËÙÐÊÒÚɀÚɯ

subjects, Powell observes, seem to be conscious of being the object of thousands of 

Ú×ÌÊÛÈÛÖÙÚȮɯÈÕËɯ(ɯÞÖÜÓËɯÈÙÎÜÌɯÛÏÈÛɯÛÏÌɯÔÌÕɯÐÕɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯ×ÖÚÌɯÞÐÛÏɯÈɯÚÐÔÐÓÈÙɯ

awareness.  

  (ÕɯÈÕÖÛÏÌÙɯ×ÏÖÛÖÎÙÈ×ÏɯÖÍɯÛÏÌɯ/ÐÕÒɯ/ÖÕàɯ"ÈÍõɯÐÕɯ#ÈÙÓÐÕÎȮɯƕƝƜƗȮɯÈɯÔÈÕɀÚɯÉÖËàɯ

ÛÈÒÌÚɯÖÕɯÛÏÌɯÙÐÊÏȮɯÖÉÚÌÚÚÐÝÌȮɯËÌÛÈÐÓɯÈÍÍÖÙËÌËɯÉàɯ(ÔÌÚɀÚɯÚmall aperture and large format 

camera (figure 40). The maÕɀÚɯÈÙÔÚɯÈÙÌ ideall y formed and h is 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 crispness in his affect that makes him 

                                                      

50 Powell, 128. 
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ɁɀÈɯÊÜÛɯÈÉÖÝÌɀɯÛÏÌɯËÜÓÓɯÈÕËɯÊÖÔÔÖÕ×ÓÈÊÌȭɂ51 'ÌɯÐÚÕɀÛɯÑÜÚÛɯ×ÖÚÐÕÎȭɯ'ÐÚɯÊÓÖÛÏÌÚȮɯÓÐÒÌɯÛÏÌɯ

ÔÈÎÐÊÈÓɯÙÌÔÖÝÌɯÖÍɯÛÏÌɯÑÜÒÌȮɯÍÖÙÔɯɁÈɯ×ÙÖÛÌÊÛÐÝÌɯÞÈÓÓɯÈÎÈÐÕÚÛɯÙÈÊÐÚÔɯÈÕËɯÐÛÚɯÜÕÊÈÕÕàɯ

ÈÉÐÓÐÛàɯÛÖɯÙÌÕËÌÙɯ×ÌÖ×ÓÌÚɯÖÍɯÊÖÓÖÙɯÜÕÚÌÌÕȭɂ52 

  TÏÌɯ×ÏÖÛÖÎÙÈ×ÏɯÐÚɯÚÐÔÐÓÈÙɯÐÕɯÊÖÔ×ÖÚÐÛÐÖÕɯÛÖɯ'ÌÕËÙÐÊÒÚɀÚɯƕƝƛƗɯ×ÈÐÕÛÐÕÎȮɯ ÙÙÐÝÐÕÎɯ

Soon, which shows a black woman ɬ 'ÌÕËÙÐÊÒÚɀÚɯÍÙÐÌÕËɯ ÕÎÐÌɯ)ÖÏÕÚÖÕɯÖÍɯ labama ɬ as 

she sits next to a Coke machine holding a phallic balloon that communicates her 

ɁÈÎÎÙÌÚÚÐÝÌɯ×ÙÖ×ÌÕÚÐÛàɂɯȹÍÐÎÜÙÌ 41).53 /ÖÞÌÓÓɯ×ÖÐÕÛÚɯÛÖɯÛÏÌɯɁÉÖËÐÓàɯÈÕËɯÚÈÙÛÖÙÐÈÓɯ

ËÌÍÌÕÚÌÚɂɯÌÔ×ÓÖàÌËɯÉàɯ)ÖÏÕÚÖÕɯÐÕɯÏÌÙɯÙÌÊÓÜÚÐÝÌɯÉÖËàɯÓÈÕÎÜÈÎÌɯÈÕËɯÈ××ÈÙÌÕÛɯÑÈËÌËÕÌÚÚȭɯ

Such reclusiveness and sartorial self-assertion is present in the Pink Pony Cafe portrait as 

well, with (ÔÌÚɀÚɯÚÜÉÑÌÊÛɯÚÓÐÎÏÛÓàɯÛÐÓÛÌËɯÍÙÖÔɯÛÏÌɯÝÐÌÞÌÙɯÈÚɯÏÌɯÚÐÛÚɯÖÕɯÛÏÌɯÉÓÖÖËɯÙÌËɯÛÈÉÓÌȮɯ

but with one slitted eye on the viewer ɬ ÏÌɀÚɯÕÖɯÖÉÑÌÊÛɯɬ ÏÌɀÚɯÈɯ×ÈÙÛÐÊÐ×ÈÕÛɯÐÕɯÛÏÐÚɯÈÊÛɯÖÍɯ

self-representation. Arriving Soon and Pink Pony Cafe are strikingly similar in th eir 

compositions as well ɬ 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.  

   ÕÖÛÏÌÙɯ×ÏÖÛÖÎÙÈ×ÏȮɯ(ÔÌÚɀÚɯMagic City (1989), shows a decrepit-looking juke 

exterior. Patches of black paint are peeled from the lower structure and a stained white 

cinderblock upper -story façade 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.  Ɂ,ÈÎÐÊɯ

"ÐÛàɂɯÐÚɯÚÛÌÕÊÐÓÌËɯÐÕɯÙÌËɯÖÕɯÛÞÖɯÚÐËÌÚɯÖÍɯÛÏÌɯÓÖÞÌÙɯÍÈÊÈËÌɯÐÕɯ×ÌÙÍÌÊÛɯÚàÔÔÌÛÙàȭɯɯ%ÓÈÕÒÐÕÎɯ

the front door are two young men leaning against makeshift wooden pillars. These 

Ɂ×ÐÓÓÈÙÚɂɯɬ impossibly thin and wispy looking, as if they could never support  the 

building ɬ 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 self-contained. They seem to stand guard over the teeming excitement, 

ÏÌÈÛȮɯÈÕËɯÕÖÐÚÌɯÉÌàÖÕËɯÛÏÌɯÖÙÈÕÎÌɯËÖÖÙÞÈàɯÛÖɯÛÏÌɯÑÜÒÌɀÚɯÐÕÕÌÙɯÚÈÕÊÛÜÔȭɯ 

  This photograph appears at the very end of Juke Joint ɬ it is the second-to-last 

image ɬ and crystallizes one of the messages transmitted by the entire series ɬ that a 

transformative, transcendent experience lies in wait behind the sometimes shoddy-

lookin g façade. The tidy young men on either side of  the orange, star-emblazoned 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 Joint.54 3ÏÐÚɯÞÈÚɯ$ÜËÖÙÈɯ6ÌÓÛàɀÚɯÓÈÙÎÌÚÛɯÉÖÖÒɯ

of photographs, titled Eudora Welty Photographsȭɯ/ÜÉÓÐÚÏÌËɯÛÏÌɯÚÈÔÌɯàÌÈÙɯÈÚɯ$ÎÎÓÌÚÛÖÕɀÚɯ

The Democratic Forest [for which Welty w ÙÖÛÌɯÛÏÌɯÍÖÙÌÞÖÙËȼȮɯ6ÌÓÛàɀÚɯÔÖÕÖÎÙÈ×Ïɯ

included a foreword by fellow southern writer Reynolds Price. From the vantage point 

ÖÍɯƕƝƜƝȮɯ6ÌÓÛàɀÚɯÐÔÈÎÌÚɯÖÍɯ#Ì×ÙÌÚÚÐÖÕ-era Mississippi are a throwback ɬ and not just 

because they depict older clothes, cars, agricultural practices, and people who have since 

grown older or died. They demonstrate an openness, according to Welty, to being 

×ÏÖÛÖÎÙÈ×ÏÌËɯÛÏÈÛɯÏÈËɯÉÌÊÖÔÌɯÈÓÓɯÉÜÛɯÌßÛÐÕÊÛɯÐÕɯÛÏÌɯƕƝƛƔÚɯÈÕËɯȿƜƔÚȭɯ3ÏÌɯ×ÌÖ×ÓÌɯÖÍɯƕƝƗƔÚɯ

Mississippi, Welty maintained, were more welc oming to a stranger with a camera than 

the people of subsequent decades.55 Ɂ'ÈËɯ(ɯÕÖɯÚÏÈÔÌɯÈÚɯÈɯÞÏÐÛÌɯ×ÌÙÚÖÕɯÍÖÙɯÞÏÈÛɯ

message might lie in my pictures of black persons? No, I was too busy imagining myself 

into their lives to be open to any generalities. I w ished no more to indict anybody, to 

prove or disprove anything by my pictures, than I would have wished to do harm to the 

×ÌÖ×ÓÌɯÐÕɯÛÏÌÔȮɯÖÙɯÏÈÝÌɯÌß×ÌÊÛÌËɯÈÕàɯÏÈÙÔɯÍÙÖÔɯÛÏÌÔɯÛÖɯÊÖÔÌɯÛÖɯÔÌȭɂ56   

                                                      

54 Juke Joint ÐÚɯÖÕÌɯÖÍɯÛÏÌɯ4ÕÐÝÌÙÚÐÛàɯ/ÙÌÚÚɯÖÍɯ,ÐÚÚÐÚÚÐ××ÐɀÚɯÛÏÙÌÌɯÛÖ×-selling photography books of all time. 54 

Signed special editions of the 1990 monograph sell for $750 at A Gallery for Fine Photography in New 

Orleans. The book has sold 8,035 hardcover and 8,156 paperback editions since its original publication in 

1990, according to Assistant Director of Marketing Steven B. Yates. Prints from the Juke Joint series were 

estimated at up to $5,000 at auction in 2005. 
55 6ÌÓÛàȮɯɁ(ÕÛÙÖËÜÊÛÐÖÕȯɯ$ÜËÖÙÈɯ6ÌÓÛàɯÈÕËɯ/ÏÖÛÖÎÙÈ×Ïàȯɯ Õɯ(ÕÛÌÙÝÐÌÞȮɂɯEudora Welty Photographs, xiv.  
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 a trope ɬ ÐÛɀÚɯÈɯɁÛÌÊÏÕÐØÜÌɯÍÖÙɯ×ÖÚÐÛÐÖÕÐÕÎɯÛÌßÛÚɯÈÛɯÛÏÌɯÌËÎÌɯÖÍɯÚÖÜÛÏÌÙÕɯ

ËÐÚÖÙËÌÙȮɂɯÈÊÊÖÙËÐÕÎɯÛÖɯÓÐÛÌÙÈÙàɯÚÊÏÖÓÈÙɯ/ÈÛÙÐÊÐÈɯ8ÈÌÎÌÙȭ57 The imminence of disorder is 

ÐÔ×ÌÓÓÌËɯÉàɯÛÏÌɯ×ÙÌÚÌÕÊÌɯÖÍɯÐÕÝÐÚÐÉÓÌɯÉÜÛɯÕÖÕÌÛÏÌÓÌÚÚɯ×ÙÌÚÌÕÛɯÉÖËÐÌÚȮɯɁÍÖÜÕËÈÛÐÖÕ-

bearing black folks who lie beneath the earth (the subjects of lynching, shooting, 

drowning, murder, beating, suicide, being ignored, or worked to death Ⱥȭɂ58 6ÌÓÛàɀÚɯ

ɁÍÙÌÈÒ-ÖÉÚÌÚÚÌËɂɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÕËɯÚÛÖÙÐÌÚɯÈÊÒÕÖÞÓÌËÎÌɯÛÏÐÚɯËÐÚÖÙËÌÙȮɯÈÊÊÖÙËÐÕÎɯÛÖɯ

Yaeger.59 Far from being anodyne tales of place, they tell of near-drownings and 

murders, of suffocating mansion interiors and sinister hitchhikers.  

  Printed jusÛɯÖÕÌɯàÌÈÙɯÈÍÛÌÙɯ6ÌÓÛàɀÚɯ×ÏÖÛÖÉÖÖÒȮɯ(ÔÌÚɀÚɯJuke Joint established his 

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 ɬ 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 

                                                      

57 Yaeger, Patricia, #ÐÙÛɯÈÕËɯ#ÌÚÐÙÌȯɯ1ÌÊÖÕÚÛÙÜÊÛÐÕÎɯ2ÖÜÛÏÌÙÕɯ6ÖÔÌÕɀÚɯ6ÙÐÛÐÕÎ, 1930-1990 (Chicago: University 

of Chicago Press, 2000), 13. 
58 Patricia Yaeger, Dirt and Desire, 13-20.  
59 Ibid.  
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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 BibliothèqueNational 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 Pinesȭɯ'ÌɯÞÖÕɯÛÏÌɯ&ÖÝÌÙÕÖÙɀÚɯ ÞÈÙËɯÍÖÙɯ$ßÊÌÓlence in the 

Arts in Mississippi the first year it was established ɬ 1988 ɬ ÍÖÙɯɁÈÙÛÐÚÛɀÚɯÈÊÏÐÌÝÌÔÌÕÛȭɂ60 

   ÓÛÏÖÜÎÏɯËÐÚÛÈÕÊÌËɯÍÙÖÔɯÊÌÙÛÈÐÕɯÛÙÌÕËÚɯÐÕɯÈÙÛɯ×ÏÖÛÖÎÙÈ×ÏàɯÖÍɯÛÏÌɯƕƝƜƔÚȮɯ(ÔÌÚɀÚɯ

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. 

Ɂ ÙÔÌËɯÞÐÛÏɯ×ÖÚÛÔÖËÌÙÕɯÛÏÌÖÙàȮɂɯÛÏÌÚÌɯÈÙÛÐÚÛÚɯɁÚÖÜÎÏÛɯÛÖɯÛÌÈÙɯËÖÞÕɯthe boundaries 

ÖÕÊÌɯ×ÙÌÚÊÙÐÉÌËɯÍÖÙɯÛÏÌɯÔÌËÐÜÔȭɂɯ3ÏÌɯƕƝƛƚɯ$ÎÎÓÌÚÛÖÕɯÌßÏÐÉÐÛÐÖÕɯÏÈËɯÜÕÓÌÈÚÏÌËɯɁÈɯ

ÛÖÙÙÌÕÛɯÖÍɯȿÕÌÞɀɯÔÌÛÏÖËÚɯÐÕɯÞÏÐÊÏɯÊÖÓÖÙɯÞÈÚɯÛÏÌɯËÖÔÐÕÈÕÛɯÔÖËÌɂɯÌß×ÓÖÐÛÌËɯÉàɯÛÏÌɯ

ɁÈ××ÈÙÌÕÛɯÏÌÐÙÚɯÛÖɯÛÏÌɯÓÌÎÈÊàɯÖÍɯÊÖÓÖÙɯ×ÏÖÛÖÎÙÈ×ÏàɯÖÍɯÛÏÌɯƕƝƛƔÚȭɂ61 These heirs included 

"ÐÕËàɯ2ÏÌÙÔÈÕȮɯ1ÐÊÏÈÙËɯ/ÙÐÕÊÌȮɯÈÕËɯ+ÖÜÐÚÌɯ+ÈÞÓÌÙȭɯɁ/ÏÖÛÖÎÙÈ×ÏàɯÞÈÚɯÕÖɯÓÖÕÎÌÙɯÚÌÌÕɯ

as a narrowly defined, self-referential technical process, but rather more broadly as 

                                                      

60 Patti Carr Black, Art in Mississippi, 268. 
61 )ÈÔÌÚɯ"ÙÜÔ×ȮɯɁ/ÖÚÛ-"ÏÙÖÔÈÛÐÊɯ2ÏÖÊÒȯɯ"ÖÕÛÌÔ×ÖÙÈÙàɯ ÙÛɯ/ÏÖÛÖÎÙÈ×Ïàɯ ÍÛÌÙɯƕƝƜƔȮɂɯÐÕɯ,ÖÖÙÌȮɯ*ÌÝÐÕȮɯÌËȭɯ

Starburst: Color Photography in America, 1970-1980 (Ostfildern: Hatje Cantz, 2010), 42.  
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ÚÐÔ×ÓàɯÈÕÖÛÏÌÙɯÔÌÈÕÚɯÛÖɯÐÔÈÎÌɯÔÈÒÐÕÎȭɂ62 )ÌÍÍɯ6ÈÓÓɀÚɯÌß×ÌÙÐÔÌÕÛÈÓȮɯÚÛÈÎÌËɯ×ÏÖÛÖÎÙÈphs 

ÊÏÈÓÓÌÕÎÌËɯÝÐÌÞÌÙÚɯÛÖɯÍÐÕËɯÔÌÈÕÐÕÎɯÐÕɯÖÙËÐÕÈÙàɯÚÐÛÜÈÛÐÖÕÚȭɯɁ1ÌËÖÓÌÕÛɯÖÍɯÓÐÛÌÙÈÙàɯÈÕËɯÈÙÛɯ

ÏÐÚÛÖÙÐÊÈÓɯÙÌÍÌÙÌÕÊÌÚȮɯ6ÈÓÓɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÙÌɯÖÍÛÌÕɯÊÖÔ×ÈÙÌËɯÉàɯÊÙÐÛÐÊÚɯÞÐÛÏɯÕÐÕÌÛÌÌÕÛÏ-

ÊÌÕÛÜÙàɯÛÈÉÓÌÈÜßȭɂ63  

  The urge to construct and stage photographic images took off in this period. 64  

%ÐÙÚÛɯÚÏÖÞÕɯÐÕɯÛÏÌɯÚÌÊÖÕËɯÐÕÚÛÈÓÓÔÌÕÛɯÖÍɯÛÏÌɯ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɀÚɯ-ÌÞɯ

/ÏÖÛÖÎÙÈ×ÏàɯÚÌÙÐÌÚɯÐÕɯƕƝƜƚȮɯ/ÏÐÓÐ×ɯ+ÖÙÊÈɯËÐ"ÖÙÊÐÈɀÚɯɁÚÜÉÛÓàɯÛÏÌÈÛÙÐÊÈÓɯÛÈÉÓÌÈÜßȮɂɯÈÚɯ

MoMA described them, address psychological themes and make use of fictioÕÈÓɯɁÈÊÛÖÙÚɂɯ

ȹËÐ"ÖÙÊÐÈɀÚɯÍÈÔÐÓàɯÈÕËɯÍÙÐÌÕËÚȺȮɯÞÏÖÔɯÛÏÌɯÈÙÛÐÚÛɯËÐÙÌÊÛÚɯÞÐÛÏɯÏÐÚɯÊÈÔÌÙÈȭɯ"ÙÜÔ×ɯ

ÖÉÚÌÙÝÌËɯÛÏÈÛɯÛÏÌɯÔÈÓÌɯ×ÙÖÚÛÐÛÜÛÌɯÚÌÙÐÌÚɯÞÈÚɯÚÐÔÐÓÈÙɯÛÖɯɁÙÌÊÌÕÛɯÕÖÐÙÐÚÏɯÍÐÓÔÚɯÛÏÈÛɯÌß×ÓÖÐÛɯ

color in a similar fashion ɬ visceral, raw, supersaturated color consonant with the 

ÔÖÛÐÖÕɯ×ÐÊÛÜÙÌÚɯÖÍɯÚÈàɯ#ÈÝÐËɯ+àÕÊÏɯÖÙɯ/ÌÛÌÙɯ&ÙÌÌÕÈÞÈàȭɂɯ3ÏÌÚÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÙÌɯÛÏÌɯ

result of staged productions on a scale that might rival a motion picture set. 65 (ÔÌÚɀÚɯ

work also veered into the realm of tableaux, depicting un -peopled juke join ts that 

sometimes took on the look of still lifes, as Ogden Museum of Southern Art curator 

Richard McCabe has observed.66 (ÕɯÊÖÕÛÙÈÚÛɯÞÐÛÏɯÛÏÌɯɁÊÈÛÊÏ-as-ÊÈÛÊÏɯÊÈÕɂɯ×ÜÙÐÚÔɯÖÍɯ

                                                      

62 "ÙÜÔ×ȮɯɁ/ÏÖÛÖÎÙÈ×Ïàɯ ÍÛÌÙɯƕƝƜƔȮɂɯƘƗȭɯ 
63 Crump, 44. 
64 Crump. 45. 
65 Ibid.  
66 2011 conversation with Richard McCabe. 
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ɁÚÛÙÈÐÎÏÛɂɯÈÕËɯɁÚÛÙÌÌÛɂɯ×ÏÖÛÖÎÙÈ×ÏàȮɯÖÙɯÛÏÌɯÚÖ-ÊÈÓÓÌËɯɁÊÓÐÊÒÐÕÎɯÔÈÊÏÐÕÌɂɯÈ××ÙÖÈÊÏɯÖnce 

attributed to Eggleston, Imes frequently posed people and objects in his photographs. 

He frequently applied lighting techniques from his commercial practice to his 

Ɂ×ÌÙÚÖÕÈÓɂɯÞÖÙÒȭ67 'ÌɯÞÈÚɯÕÖÛɯÈɯɁ/ÜÙÐÚÛɂɯÐÕɯÛÏÌɯÛÙÈËÐÛÐÖÕɯÖÍɯ$ËÞÈÙËɯ6ÌÚÛÖÕȮɯÕÖÙɯÈɯ

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 

"ÙÜÔ×ɀÚɯÈÚÚÌÙÛÐÖÕÚɯËÖÌÚɯÕÖÛɯÔÌÈÕȮɯÐÕɯÔàɯÝÐÌÞȮɯÛÏÈÛɯÚÈÛÜÙÈÛÌËɯÊÖÓÖÙɯÕÖɯÓÖÕÎÌÙɯÏÈËɯÈɯ

visceral effect on the viewer. It still retained its power to evoke vulgarity, create an 

alternate world, and enrapture viewers with its beauty.  

  While Imes È××ÌÈÙÌËɯÊÖÔÍÖÙÛÈÉÓÌɯÞÐÛÏɯ×ÖÚÛÔÖËÌÙÕÐÚÔɀÚɯÌÔÉÙÈÊÌɯÖÍɯÖÝÌÙÛɯ

manipulation, his orientation toward his subject was relatively relaxed with respect to 

postmodernist theories of representation and identity politics. In interviews, he does not 

                                                      

67 'ÜÎÖɯ6ÐÓÓÐÈÔÚȮɯɁ ɯ"ÓÐÊÒÐÕÎɯ,ÈÊÏÐÕÌɯÐÕɯÛÏÌɯ2ÖÜÛÏȮɯÛÏÌɯ5ÜÓÎÈÙɯ/ÏÖÛÖÎÙÈ×ÏàɯÖÍɯ6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕȭɂɯTimes 

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.68 But these very dynamics have made his work vulnerable to criticism. While 

some observers hÈÝÌɯÛÌÚÛÐÍÐÌËɯÛÖɯ(ÔÌÚɀÚɯÚÒÐÓÓȮɯ×ÙÖÍÌÚÚÐÖÕÈÓÐÚÔȮɯÈÕËɯÎÖÖËɯÐÕÛÌÕÛÐÖÕÚȮɯÏÐÚɯ

portrayal of black life has been publically called into question on at least one occasion.69 

Reviewing Juke Joint for the Clarion-Ledger Afi -.ËÌÓÐÈɯ$ȭɯ2ÊÙÜÎÎÚɯÈÙÎÜÌËɯÛÏÈÛɯ(ÔÌÚɀÚɯ

photographs of juke joints failed in their attempt to illuminate the legacy of segregation 

and deprivation in the Mississippi Delta ɬ they instead became part of it. Imes, Scruggs 

ÞÙÖÛÌȮɯɁÖÍÍÌÙÚɯ×ÈÎÌɯÈÍÛÌÙɯ×ÈÎÌɯÖÍɯÐÕÛÌÙÐÖÙÚȯɯÛÐÕàȮɯÚÖÔÌÛÐÔÌÚɯÚØÜÈÓÐËɯÙÖÖÔÚȰɯÌÔ×Ûàɯ

                                                      

68 In an interview with writer Vince Al ÌÛÛÐȮɯ(ÔÌÚɯÊÖÔÔÌÕÛÌËɯÛÏÈÛȮɯɁ6ÏÌÕɯ(ɯÚÏÖÞɯÛÏÌÚÌɯ×ÐÊÛÜÙÌÚɯÖÙɯÛÙàɯÛÖɯÛÈÓÒɯ

about them, someone invariably wants me to explain myself in terms of race ɬ my being white and the 

subjects being black. I have never really understood the point they were trying to mak e with the question. 

,ÈàÉÌɯÛÏÌɯÈÕÚÞÌÙɯÛÏÌàɯÈÙÌɯÓÖÖÒÐÕÎɯÍÖÙɯÐÚɯÐÕɯÛÏÌɯ×ÐÊÛÜÙÌÚȭɯ&ÙÖÞÐÕÎɯÜ×ɯÐÕɯ,ÐÚÚÐÚÚÐ××ÐɯÐÕɯÛÏÌɯȿƙƔÚɯÈÕËɯȿƚƔÚɯÏÖÞɯ

could one not be obsessed or at least intensely curious about the relationships between blacks and whites 

ÏÌÙÌȳɂɯ!ÐÙÕÌàɯ(ÔÌÚȮɯPartial to Home (Washington and London : Smithsonian Institution, 1994), 10.  
69 (ÕɯËÌÍÌÕËÐÕÎɯ(ÔÌÚɀÚɯJuke Joint book against the criticism of Afi -.ËÌÓÐÈɯ2ÊÙÜÎÎÚɀÚɯÙÌÝÐÌÞɯÐÕɯÛÏÌɯClarion-

LedgerȮɯ1ÐÊÏÈÙËɯ%ÖÙËɯÐÕÚÐÚÛÌËɯÛÏÈÛɯÛÏÌɯÉÖÖÒɯÞÈÚɯɁÎÌÕÛÓÌɯÈÕËɯÏÜÔÈÕÌɯÈÕËɯÍÖrthcoming; because at heart it is 

ÈÍÍÌÊÛÐÖÕÈÛÌɯÈÕËɯ×ÈÛÐÌÕÛɯÈÕËɯÈÛÛÌÕÛÐÝÌɯÛÖɯÛÏÌɯËÌÛÈÐÓÚɯÖÍɯÓÐÝÌËɯÓÐÍÌȭɂɯ3ÏÌɯ×ÏÖÛÖÎÙÈ×ÏɯÖÍɯÛÏÌɯÊÈÙËɯÛÈÉÓÌɯÐÕɯJuke 

JointȮɯÏÌɯÚÈÐËȮɯɁÐÚɯÈÛɯÓÌÈÚÛɯÈÚɯÌÓÖØÜÌÕÛɯÈÚɯ$ÝÈÕÚɀɯ×ÏÖÛÖÎÙÈ×ÏɯÖÍɯÛÏÌɯ&ÜËÎÌÙÚɀɯÊÖÖÒÚÛÖÝÌɯÐÕɯLet Us Now Praise 

Famous MenȮɯÈÕËɯÌØÜÈÓÓàɯÓÈÊÒÐÕÎɯÐÕɯÊÖÕËÌÚÊÌÕÚÐÖÕɯÖÙɯÚÖÊÐÖÓÖÎÐÊÈÓɯ×ÙÌÚÜÔ×ÛÐÖÕÚȱ%ÖÙɯÈÓÓÖÞÐÕÎɯÚÜÊÏɯÈɯ

ÊÈÓÓÖÜÚɯËÐÚÔÐÚÚÈÓɯÖÍɯÈɯ×ÌÙÚÖÕɀÚɯÏÈÙËɯÞÖÙÒȮɯÕÖÛɯÛÖɯÔÌÕÛÐÖÕɯÛÏÌɯÌÍÍÖÙÛÚɯÖÍɯÛÏÌɯ×ÜÉÓÐÚÏÌÙɯÈÕËɯ×ÙÐÕÛÌÙȮɯÛÏÌɯÉÖÖÒɯ

×ÈÎÌɯÌËÐÛÖÙɯÚÏÖÜÓËɯÙÌÚÐÎÕɯÐÕɯËÐÚÎÙÈÊÌȭɂɯȹ1ÐÊÏÈÙËɯ%Örd, Letter to the Editor, Jackson Clarion-Ledger, September 

6, 1990).  Another letter writer, Sallie Anderson of Meridian, took Imes at his word ɬ that he felt nothing 

ÚÏÖÙÛɯÖÍɯÈɯɁÕÌÌËɂɯÛÖɯÖÝÌÙÊÖÔÌɯÏÐÚɯÐÎÕÖÙÈÕÊÌɯÈÉÖÜÛɯÉÓÈÊÒɯÓÐÍÌɯÐÕɯÛÏÌɯ#ÌÓÛÈȭɯ3ÏÌɯÞÙÐÛÌÙɯÖÉÚÌÙÝÌÚȮɯɁÛÏÌɯÐÔ×ÓÐÌËɯ

moral imperative is attractive, laudable; and I want to know through the images selected by him what he is 

ÈÉÖÜÛɯÈÕËɯÞÏÈÛɯÝÌÙÚÐÖÕÚɯÖÍɯÙÌÈÓÐÛàɯÏÌɯÏÈÚɯÚÌÌÕɯÚÖɯÍÈÙȭɂɯ ÕËɯ#ÈÕɯ'ÐÚÌɯÖÍɯ)ÈÊÒÚÖÕɯÞÙÖÛÌɯÈÕÖÛÏÌÙɯÓÌÛÛÌÙȮɯ

ÚÛÈÛÐÕÎȯɯɁȱ(ÔÌÚɯÏÈÚɯÊÏÖÚÌÕ a dispassionate point of view calculated to let his subjects speak for themselvesɂ 

(Letters to the Editor, Jackson Clarion-Ledger, September 6, 1990). Vince Aletti, while interviewing Imes for 

Partial to HomeȮɯÙÌÔÈÙÒÌËɯÛÏÈÛɯÛÏÌÙÌɯÞÈÚɯɁÚÖÔÌÛÏÐÕÎɯÝÌÙàɯÐÕÛÐÔÈÛÌɂɯÈÉÖÜÛɯÛÏÌɯÊÖÕÕÌÊÛÐÖÕɯÉÌÛÞÌÌÕɯ(ÔÌÚɯÈÕËɯ

ÏÐÚɯÚÜÉÑÌÊÛÚȭɯɁ8ÖÜÙÚɯÐÚÕɀÛɯÈÕɯÐÕÛÙÜÚÐÝÌɯÌàÌȮɂɯÚÈÐËɯ ÓÌÛÛÐȮɯɁÈÕËɯÛÏÌÙÌɯÈÓÚÖɯÚÌÌÔÚɯÛÖɯÉÌɯÈɯÞÌÓÊÖÔÐÕÎɯÖÙɯ

ÌÔÉÙÈÊÐÕÎɯÖÕɯÛÏÌɯÚÜÉÑÌÊÛɀÚɯ×ÈÙÛȭɯ#ÖÌÚɯÐÛɯÏÌÓ×ɯÛÏÈÛɯàÖÜɀÙÌɯÚÖÜÛÏÌÙÕɯÈÕËɯÛÏÈÛȮɯÐÕɯÈɯÚÌÕÚÌȮɯÛÏÐÚɯÐÚɯÛÏÌɯÖÛÏÌÙɯÚÐËÌ 

ÖÍɯàÖÜÙɯÓÐÍÌɯÈÕËɯÊÜÓÛÜÙÌȳɂ 
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whiskey bottles left on tattered tablecloths; liquor advertisements tacked on peeling 

ÞÈÓÓÚȭɂɯ(ÕɯÔÈÕàɯÖÍɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÛÏÌɯ×ÌÖ×ÓÌɯÈÙÌɯÈÉÚÌÕÛȮɯÈÕËɯÞÐÛÏÖÜÛɯÛÏÌÔȮɯÚÏÌɯ

ÈÙÎÜÌËȮɯÛÏÌɯÚ×ÈÊÌÚɯÈÙÌɯÑÜÚÛɯɁÌÔ×ÛàȮɯÍÖÙÓÖÙÕɯ×ÓÈÊÌÚɯÒÕÖÞÕɯÊÖÓÓÖØÜÐÈÓÓàɯÈÚɯÑÜÒÌɯÑÖÐÕÛÚȭɂ70 

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 

ɁÌßÊÓÜÚÐÖÕɯÈÕËɯÖÔÐÚÚÐÖÕȯɂ 

   No stories are told. There are no comments 

    from owners o r patrons. They are photographed, 

    but never identified. Blacks have no voice in  

    (ÔÌÚɀÚɯÌßÈÔÐÕÈÛÐÖÕɯÖÍɯÛÏÌÐÙɯÌÕÝÐÙÖÕÚȭ71 

   

  Imes insists that his work is not an attempt to atone for anything that happened 

in Mississippi in the past, but he does ho×ÌɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯÏÈÝÌɯÏÌÓ×ÌËɯɁÖÛÏÌÙÚɯ

È××ÙÌÊÐÈÛÌɯÈÕËɯÌÔ×ÈÛÏÐáÌɯÞÐÛÏɯÈɯÊÜÓÛÜÙÌɯËÐÍÍÌÙÌÕÛɯÍÙÖÔɯÛÏÌÐÙɯÖÞÕɂɯÈÕËɯÛÏÈÛɯÐÕɯÚÖÔÌɯ

ÚÔÈÓÓɯÞÈàɯÛÏÌàɯÏÈÝÌɯɁÉÙÖÜÎÏÛɯÈÉÖÜÛɯÚÖÔÌɯÜÕËÌÙÚÛÈÕËÐÕÎȮɯÚÖÔÌɯÙÌÊÖÕÊÐÓÐÈÛÐÖÕȭɂ72 Ɂ(ɯ

ÞÖÜÓËɯÓÐÒÌɯÛÖɯÛÏÐÕÒɯÛÏÈÛɯÛÏÌɯÌßÊÏÈÕÎÌɯÏÈËɯÝÈÓÜÌȮɂɯÏÌɯsaid, the white guy from a 

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 trying to build a relationship 

                                                      

70 Afi -.ËÌÓÐÈɯ$ȭɯ2ÊÙÜÎÎÚȮɯɁ Õɯ$Ô×Ûàɯ2ÏÌÓÓɯÖÍɯÈɯ!ÖÖÒȯɯ!ÐÙÕÌàɯ(ÔÌÚɀɯ)ÜÒÌɯ)ÖÐÕÛɯ%ÈÐÓÚɯÛÖɯ2ÏÌËɯ+ÐÎÏÛɯÖÕɯÈɯ#ÈÙÒɯ

'ÐÚÛÖÙàɯÖÍɯ#Ì×ÙÐÝÈÛÐÖÕȮɂɯClarion-Ledger (August 19, 1990). 
71 Ibid.  
72 Birney Imes, Partial to Home, 10. 
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through the act of going out and making pictures.  

  2ÊÙÜÎÎÚɀÚɯÈÛÛÈÊÒɯÙÈÐÚÌÚɯÐÔ×ÖÙÛÈÕÛɯØÜÌÚÛÐÖÕÚɯËÌÙÐÝÐÕÎɯÍÙÖÔɯÛÏÌɯÓÌÚÚÖÕÚɯÖÍɯƕƝƛƔÚɯ

ÈÕËɯȿƜƔÚɯ×ÖÚÛÔÖËÌÙÕÐÚÛɯÊÙÐÛÐØÜÌÚɯÖÍɯËÐÚÊÐ×ÓÐÕÌÚɯÛÏÈÛɯÈÛÛÌÔ×ÛɯÛÖɯËÌÚÊÙÐÉÌɯÖÙɯÌß×ÓÈÐÕɯ

ɁÖÛÏÌÙÚȮɂɯÚÜÊÏɯas documentary photography, ethnography, and anthropology. 

According to the Routledge Encyclopedia of Philosophy, two key assumptions 

characterize postmodernism:  

  ȱÍÐÙÚÛȮɯÛÏÌɯÈÚÚÜÔ×ÛÐÖÕɯÛÏÈÛɯÛÏÌÙÌɯÐÚɯÕÖɯÊÖÔÔÖÕ 

   denominator ɬ ÐÕɯȿÕÈÛÜÙÌɯÖÙɯȿÛÙÜÛÏɀɯÖÙɯȿ&ÖËɀɯÖÙɯȿÛÐÔÌɀɭ  

   that guarantees either the One-ness of the world or the 

   possibility of neutral, objective thought; second, the  

   assumption that all human systems operate like language  

   as self-reflexive rather than referential systems, in other   

   words systems of differential function that are powerful  

   but finite, and that construct and maintain meaning and  

   value.73  

    

 Postmodern theorists sought to expose as false the notion that documentary 

photography was an objective or pure form  of representation. Furthermore, they 

questioned the terms of the relationships between documentarians, spectators, and 

subjects.   

  Seminal postmodern critiques of the Enlightenment subject and its visual 

                                                      

73 Ɂ/ÖÚÛÔÖËÌÙÕÐÚÔȮɂɯRoutledge Encyclopedia of Philosophy, Elizabeth 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. 

http://www.rep.routledge.com.proxy.lib.duke.edu/article/N044?ssid=475347230&n=1
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ÙÌ×ÙÌÚÌÕÛÈÛÐÖÕÚɯÖÍɯɁÖÛÏÌÙÚɂɯɬ African Americans, ÞÖÔÌÕȮɯɁ.ÙÐÌÕÛÈÓÚɂɯɬ were published 

between 1975 and 1995, influenced by feminist and postcolonial theory. These included 

Ɂ5ÐÚÜÈÓɯ/ÓÌÈÚÜÙÌɯÈÕËɯ-ÈÙÙÈÛÐÝÌɯ"ÐÕÌÔÈȮɂɯÉàɯ+ÈÜÙÈɯ,ÜÓÝÌàɯȹƕƝƛƙȺȮɯOrientalism by 

$ËÞÈÙËɯ2ÈÐËɯȹƕƝƛƜȺɯɁ(ÕȮɯÈÙÖÜÕËȮɯÈÕËɯÈÍÛÌÙÛÏÖÜÎÏÛÚɯȹÖÕɯËÖÊÜÔÌÕÛÈÙàɯ×ÏÖÛÖÎÙÈ×ÏàȺȮɂɯÉàɯ

,ÈÙÛÏÈɯ1ÖÚÓÌÙɯȹƕƝƜƕȺȮɯ ÓÓÈÕɯ2ÌÒÜÓÈɀÚɯɁ3ÏÌɯ!ÖËàɯÈÕËɯÛÏÌɯ ÙÊÏÐÝÌȮɂɯȹƕƝƜƚȺȮɯThe Burden of 

Representation by John Tagg (1988), Colonizing Egypt by Timothy Mitchell (1991), and 

Photography at the Dock by Abiga il Solomon-Godeau (1991). These critiques suggested 

that the documentary subject was constructed for a more powerful (usually male, 

6ÌÚÛÌÙÕɯ$ÜÙÖ×ÌÈÕȺɯÚ×ÌÊÛÈÛÖÙȭɯɁ6ÌɯÔÜÚÛɯÈÚÒȱÞÏÌÛÏÌÙɯÛÏÌɯËÖÊÜÔÌÕÛÈÙàɯÈÊÛɯËÖÌÚɯÕÖÛɯ

ÐÕÝÖÓÝÌɯÈɯËÖÜÉÓÌɯÈÊÛɯÖÍɯÚÜÉÑÜÎÈÛÐÖÕȮɂɯ ÉÐÎÈÐÓɯ2ÖÓÖÔÖÕ-Godeau writes in her 1991 book 

of essays, Photography at the DockȮɯɁÍÐÙÚÛɯÐÕɯÛÏÌɯÚÖÊÐÈÓɯÞÖÙÓËɯÛÏÈÛɯÏÈÚɯ×ÙÖËÜÊÌËɯÐÛÚɯÝÐÊÛÐÔÚȰɯ

and second, in the regime of the image produced within and for the same system that 

engenders the conditions it then re-×ÙÌÚÌÕÛÚȭɂ74   

  Solomon-Godeau observed that if one considers the act of looking at 

photographs with respect to gender or the operations of the psyche ɬ ÛÏÌɯɁÊÖÔ×ÓÌßɯÈÊÛÚɯ

ÖÍɯ×ÙÖÑÌÊÛÐÖÕȮɯÝÖàÌÜÙÐÚÔȮɯÐÕÝÌÚÛÐÛÜÙÌȮɯÍÈÕÛÈÚàȮɯÈÕËɯËÌÚÐÙÌɯÛÏÈÛɯÐÕÍÖÙÔɯÖÜÙɯÓÖÖÒÐÕÎɂɯɬ one 

inevitably has to diÚÊÈÙËɯɁÛÏÌɯÐÕÕÖÊÌÕÛɯÉÌÓÐÌÍɯÛÏÈÛɯÛÏÌɯËÖÊÜÔÌÕÛÈÙàɯÊÈÔÌÙÈɯ×ÙÌÚÌÕÛÚɯ

ÝÐÚÜÈÓɯÍÈÊÛÚɂɯÛÏÈÛɯÞÌÙÌɯɁÚÐÔ×ÓàɯȿÖÜÛɯÛÏÌÙÌɀɯÈÕËɯÞÏÐÊÏɯÞÌɯÕÖÞȮɯÚÐÔ×ÓàɯÈÕËɯ

                                                      

74 Solomon-Godeau, Photography at the Dock, 176.  
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ËÐÚÐÕÛÌÙÌÚÛÌËÓàȮɯÖÉÚÌÙÝÌɯÈÕËɯÙÌÎÐÚÛÌÙȭɂ75 Furthermore, Solomon-Godeau argues that the 

technology of the camera confers a position of visual mastery upon the spectator, 

ɁÞÏÖÚÌɯÐËÌÈÓȮɯÈÓÓ-ÚÌÌÐÕÎɯÌàÌɯÉÌÊÖÔÌÚɯÛÏÌɯÊÖÔÔÈÕËÐÕÎɯÓÖÊÜÚɯÖÍɯÛÏÌɯ×ÐÊÛÖÙÐÈÓɯÍÐÌÓËȭɂɯ3ÏÌɯ

perspective of the camera is very different from the orientation of natural vision, which 

has no vanishing point, is binoÊÜÓÈÙȮɯɁÜÕÉÖÜÕËÌËȮɯÐÕɯÊÖÕÚÛÈÕÛɯÔÖÛÐÖÕȮɯÈÕËɯÔÈÙÒÌËɯÉàɯ

ÓÖÚÚɯÖÍɯÊÓÈÙÐÛàɯÐÕɯÛÏÌɯ×ÌÙÐ×ÏÌÙàȭɂɯ!àɯÊÖÕÛÙÈÚÛȮɯÛÏÌɯÊÈÔÌÙÈɯɁÓÐÔÐÛÚɯÛÏÌɯÞÖÙÓËɯÉàɯÍÙÈÔÐÕÎȮɯ

lines it up at the proper distance, so that it offers itself as an object endowed with 

meaning.ɂɯ(ÛɯÐÚɯÍÖÙɯÛÏÐÚɯÙÌason, Solomon-&ÖËÌÈÜɯ×ÖÐÕÛÚɯÖÜÛȮɯÛÏÈÛɯɁÛÏÌɯÊÈÔÌÙÈɯÏÈÚɯ

historically engendered a vocabulary of mastery, possession, appropriation, and 

ÈÎÎÙÌÚÚÐÖÕȰɯÛÖɯÚÏÖÖÛɯÈɯ×ÐÊÛÜÙÌȮɯÛÖɯÛÈÒÌɯÈɯ×ÐÊÛÜÙÌȮɯÛÖɯÈÐÔɯÛÏÌɯÊÈÔÌÙÈȮɯÈÕËɯÚÖɯÍÖÙÛÏȭɂ76 

  Perhaps responding to such pressures, in the late 1960s John Szarkwski 

expanded the definition of documentary, referring to Diane Arbus, Garry Winogrand, 

ÈÕËɯ+ÌÌɯ%ÙÐÌËÓÈÕËÌÙɯÛÏÌɯɁÕÌÞɯËÖÊÜÔÌÕÛÈÙÐÈÕÚɂɯÞÏÖÚÌɯÞÖÙÒɯÙÌÍÓÌÊÛÌËɯÛÏÌÐÙɯÖÞÕɯ

personal visions rather than universal truths about humanity .  In 1980 the New York 

Times Magazine exposed the flaws of what had been considered one of the greatest 

achievements of Southern documentary photography ɬ Let Us Now Praise Famous Men 

(1936) by Walker Evans and James Agee. In the critique, Alabama native Howell 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 

ÛÖÓËɯ1ÈÐÕÌÚɯÛÏÈÛɯÛÏÌɯ×ÐÊÛÜÙÌÚɯ$ÝÈÕÚɯÔÈËÌɯɁÈÙÌɯÈɯÚÊÈÕËÈÓɯÖÕɯÛÏÌɯÍÈÔÐÓàȱɯ'Öw they got 

#ÈËËàɀÚɯ×ÐÊÛÜÙÌɯÞÐÛÏÖÜÛɯÈɯÚÏÐÙÛɯÖÕɯÈÕËɯÉÈÙÌÍÖÖÛÌËȮɯ(ɀÓÓɯÕÌÝÌÙɯÒÕÖÞȭɂ77  

  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 

ɁÌß×ÖÚõȮɯÊÖÔ×ÈÚÚÐÖÕȮɯÖÙɯÖÜÛÙÈÎÌȭɂɯ(ÛɯÏÈËɯËÌÝÖÓÝÌËɯÐÕÚÛÌÈËɯÐÕÛÖɯÌßÖÛÐÊÐÚÔȮɯÛÖÜÙÐÚÔȮɯ

voyeurism, psychologism and metaphysics, trophy hunting ɬ ÈÕËɯÊÈÙÌÌÙÐÚÔȭɂ78  The 

ɁÙÈËÐÊÈÓɯÊÏÐÊɂɯÖÍɯÛÏÌɯƕƝƚƔÚɯÏÈËɯÎÐÝÌÕɯÞÈàɯÛÖɯÛÏÌɯɁ×ÜÎÕÈÊÐÖÜÚɯÚÌÓÍ-ÐÕÛÌÙÌÚÛɂɯÖÍɯÛÏÌɯƕƝƜƔÚȭ79 

#ÖÊÜÔÌÕÛÈÙàɯÞÈÚɯÕÖÞɯÈɯÛÌÚÛÈÔÌÕÛɯÛÖɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯȹÕÖÛɯÛÏÌɯÚÜÉÑÌÊÛɀÚȺɯÊÏÈÙÈÊÛÌÙɯɬ 

his ÉÙÈÝÌÙàȮɯÌÝÌÕɯɁÔÈÕÐ×ÜÓÈÛÐÝÌÕÌÚÚɯÈÕËɯÚÈÝÝàȭɂɯ3ÏÌɯËÖÊÜÔÌÕÛÈÙÐÈÕɯÚÈÝÌËɯÜÚɯÛÏÌɯ

ÛÙÖÜÉÓÌɯÖÍɯÌÕÛÌÙÐÕÎɯÚÐÛÜÈÛÐÖÕÚɯɁÖÍɯ×ÏàÚÐÊÈÓɯËÈÕÎÌÙȮɯÚÖÊÐÈÓɯÙÌÚÛÙÐÊÛÌËÕÌÚÚȮɯÏÜÔÈÕɯËÌÊÈàȭɂ80  

3ÏÜÚɯÉàɯÛÏÌɯÛÐÔÌɯ$ÎÎÓÌÚÛÖÕɀÚɯÞÖÙÒɯÍÐÙÚÛɯÈ××ÌÈÙÌËɯÈÛɯ,Ö, ɯÐÕɯƕƝƛƚȮɯÚÖÊÐÈÓɯËÖÊÜÔÌÕÛÈÙàɯ

occupied a fallen status in the eyes of critics and the public. This was the moment Imes 

                                                      

77 'ÖÞÌÓÓɯ1ÈÐÕÌÚȮɯɁ+ÌÛɯ4Úɯ-ÖÞɯ1ÌÝÐÚÐÛɯ%ÈÔÖÜÚɯ%ÖÓÒȮɂɯThe New York Times Magazine (May 25, 1980): SM8. 
78 ,ÈÙÛÏÈɯ1ÖÚÓÌÙȮɯɁ(Õɯ ÙÖÜÕËȮɯÈÕËɯ ÍÛÌÙÛÏÖÜÎÏÛÚɯȹÖÕɯ#ÖÊÜÔÌÕÛÈÙàɯ/ÏÖÛÖÎÙÈ×ÏàȺȮɂɯÐÕ Richard Bolton, ed. 

The Contest of Meaning: Critical Histories of Photography. Cambridge, Mass.; London: MIT Press, 1989: 303-340: 

306. 
79 1ÖÚÓÌÙȮɯɁ(ÕȮɯ ÙÖÜÕËȮɯÈÕËɯ ÍÛÌÙÛÏÖÜÎÏÛÚȮɂɯƗƔƛȭ 
80 1ÖÚÓÌÙȮɯɁ(ÕȮɯ ÙÖÜÕËȮɯÈÕËɯ ÍÛÌÙÛÏÖÜÎÏÛÚȮɂɯƗƔƜȭɯ 
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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 

ÛÖÖÒɯÈÐÔɯÈÛɯÔÖËÌÙÕÐÚÔɀÚɯÐÕÚÛÐÛÜÛÐÖÕÚɯÈÕËɯÐÛÚɯÈÙÛȭ81 Collectors, dealers, artists and curators 

came to regard so-ÊÈÓÓÌËɯɁÚÌÓÍ-ÛÈÜÎÏÛȮɂɯɁÍÖÓÒȮɂɯÖÙɯɁÖÜÛÚÐËÌÙɂɯÈÙÛÐÚÛÚɯÈÚɯÌØÜÈÓɯÖÙɯÚÜ×ÌÙÐÖÙɯ

to their academically -trained counterparts. 82  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 ɬ 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 

ÛÏÌɯɁ/ÐÕÌÚɂɯɬ bright red curtains and black polka dots on the walls, trees growing from 

tables, a neon moon over a concrete dance floor in the woods ɬ is sometimes fantastic 

ÈÕËɯÌÝÌÕɯɁÚÜÙÙÌÈÓ.ɂ  As Imes said in an interview with the Nola Defender, each visit to 

                                                      

81 Lisa Phillips, The American Century: Art & Culture, 1950-2000 (New York: Whitney Museum of American 

Art, 1999): 286. 
82 Richard J. Powell, Black Art: A Cultural History ȹ+ÖÕËÖÕȯɯ3ÏÈÔÌÚɯȫɯ'ÜËÚÖÕȮɯƖƔƔƖȺȯɯƝƝȭɯ/ÖÞÌÓÓɯÞÙÐÛÌÚȮɯɁ(Ûɯ

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 

×ÙÖÍÌÚÚÐÖÕÈÓɯÈÙÛɯÞÖÙÓËȭɂ 
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6ÏÐÚ×ÌÙÐÕÎɯ/ÐÕÌÚɯɁÞÈÚɯÓÐÒÌɯÈɯÖÕÌ-ÈÊÛɯ×ÓÈàȱÚÖÔÌɯÚÜÙÙÌÈÓɯÚÛÜÍÍɯÞÌÕÛɯÖÕɯÛÏÌÙÌȭɂ83 His use 

of a pumped up, saturated color in his photographs e mphasized the glittering and 

uncanny decorative achievements of these self-taught 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 William A ÙÕÌÛÛɀÚɯÊÖÓÖÚÚÈÓȮɯ

two -volume monograph, Souls Grown Deep. These include painters Minnie Evans (1892-

1987), Clementine Hunter (1887-1988), and Mose Tolliver (1920-2006), all of whom used 

bright chroma to communicate mystical idiosyncratic visions. Tolliver in particular was 

ÒÕÖÞÕɯÍÖÙɯÏÐÚɯÚÖÔÌÞÏÈÛɯÏÖÙÙÐÍÐÊɯÐÔÈÎÌÚɯɁÙÌÕËÌÙÌËɯÐÕɯÈɯÏÐÎÏÓàɯÒÌàÌËɯ×ÈÓÌÛÛÌȭɂ84  In The 

Fugitive KindȮɯÈɯɁÝÐÚÐÖÕÈÙàɂɯÈÙÛÐÚÛɯÕÈÔÌËɯ5ÌÌɯ×ÈÐÕÛÚɯÐÕɯÙÌÚ×ÖÕÚÌɯÛÖɯÛÙÈÜÔÈȭɯɁ!ÌÍÖÙÌɯàÖÜɯ

ÚÛÈÙÛÌËɯÛÖɯ×ÈÐÕÛȮɯÐÛɯËÐËÕɀÛɯÔÈÒÌɯÚÌÕÚÌȮɂɯ2ÕÈÒÌÚÒÐÕɯÚÈÐËɯÛÖɯÏÌÙȭɯɁ8ÖÜɯÚÈÞɯÈÞÍÜÓɯÛÏÐÕÎÚɯÛÈÒÌɯ

×ÓÈÊÌȱÉÌÈÛÐÕÎÚȮɯÓàÕÊÏÐÕÎÚȮɯÌÛÊȭɂɯ5ÌÌɯÈÎÙÌÌÚȯɯɁ3ÏÌàɯÊÈÓÓɯÔÌɯÈɯÝÐÚÐÖÕÈÙàȱ3ÏÈÛɀÚɯÞÏÈÛɯÛÏÌɯ

New Orleans and Memphis newspaper people admire so much in my work. They call it 

Èɯ×ÙÐÔÐÛÐÝÌɯÚÛàÓÌȮɯÛÏÌɯÞÖÙÒɯÖÍɯÈɯÝÐÚÐÖÕÈÙàȭɂ85 Such spiritual and emotionally cathartic 

works of the subconscious made by self-taught artists are not apolitical, according to 

Powell. He points out that paintings by Minnie Evan s spoke to the effects of racism and 

                                                      

83 !ÙÈËɯ1ÏÐÕÌÚȮɯɁ!ÓÜÌÚɯ!ÌÈÛȯɯ.ÎËÌÕɯ/ÏÖÛÖÎÙÈ×Ïàɯ$ßÏÐÉÐÛɯ2×ÖÛÓÐÎÏÛÚɯ,ÐÚÚȭɯ1ÖÈËÏÖÜÚÌÚȭɂɯNola Defender 

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, 1992 (August, GA: Morris 

Communications Corp., 1992): 184. 
85 6ÐÓÓÐÈÔÚȮɯɁ.Ù×ÏÌÜÚɯ#ÌÚÊÌÕËÐÕÎȮɂɯƙƛȭ 

http://noladefender.com/content/blues-beat
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segregation on black aspirations and dreams in Jim-Crow -era North Carolina. 86 The 

same can be said of the juke joint environment and the self-taught art of its interiors.  

  The juke joint is a circumvention of an oppressive mainstream, a response to 

ÙÌ×ÙÌÚÚÐÖÕɯÐÕɯÛÏÌɯ×ÖÚÛÊÖÓÖÕÐÈÓɯ4ȭ2ȭɯ2ÖÜÛÏȭɯɁ)ÜÒÌɯÑÖÐÕÛȮɂɯÈÊÊÖrding to the Encyclopedia of 

Southern Culture, is 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 si tes.  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 

×ÓÈàÌËɯÉÓÜÌÚɯÈÕËɯɁÑÜÔ×-Ü×ÚɂɯÈÚɯÈɯÚÖÜÕËÛÙÈÊÒɯÍÖÙɯÎÈÔÉÓÐÕÎɯÈÕËɯËÈÕÊÐÕÎȭɯɁ.ÍÍÌÙÐÕÎɯ

entertainment as well as refreshments, these black-owned houses were invariably 

ÒÕÖÞÕɯÈÚɯÑÜÒÌÚɯÖÙɯÑÜÒÌɯÑÖÐÕÛÚȭɂ87  

  3ÏÌɯÞÖÙËɯɁÑÜÒÌɂɯÊÖÔÌÚɯÍÙÖÔɯÛÏÌɯ×ÙÖÕÜÕÊÐÈÛÐÖÕɯÖÍɯÛÏÌɯÞÖÙËɯɁÑÖÖÎɂɯÈÔÖÕÎɯ

Gullah -Geechee blacks of coastal South Carolina and Georgia and may derive from the 

word dzugu, a word  from the Bamana people of West Africa, ÔÌÈÕÐÕÎɯÞÐÊÒÌËȭɯɁ(ÕɯÛÏÌɯ

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 barrier was more rigid. Although 

                                                      

86 Powell, Black Art, 99.  
87 Charles Regan Wilson and William Ferris, Encyclopedia of Southern Culture (Chapel Hill: University of 

North Carolina Press, c.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 honky-tonks remain 

segregated.ɂ88  

  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 

ÖÉÚÌÙÝÌËȭɯ ÍÙÐÊÈÕɯ ÔÌÙÐÊÈÕÚɯËÌÝÌÓÖ×ÌËɯɁÈɯÚàÚÛÌÔɯÖÍɯÊÖÔÔÜÕÐÊÈÛÐÕÎɯÈÕËɯÔÖÝÐÕÎɯ

within the built environment with little or no detection by the ever -present white 

ÈÜÛÏÖÙÐÛàȮɂɯÚÏÌɯÞÙÐÛÌÚȭɯ)ÜÒÌɯÑÖÐÕÛÚɯÈÙÌɯÕÖÛɯ×ÌÙÔÈÕÌÕÛɯÚÛÙÜÊÛÜÙÌÚȮɯÉÜÛɯÖÍÛÌÕɯɁÐÕÏÈÉÐÛɯ

buildings originally intended for other purposes, and as a result, no real physical or 

ÈÌÚÛÏÌÛÐÊɯÊÖÔÔÖÕÈÓÐÛàɯÛÐÌÚɯÛÏÌÚÌɯÉÜÐÓËÐÕÎÚɯÛÖÎÌÛÏÌÙȭɂ89  Since public or communal 

ÎÈÛÏÌÙÐÕÎɯÖÍɯ ÍÙÐÊÈÕɯ ÔÌÙÐÊÈÕÚɯËÜÙÐÕÎɯÛÏÌɯ)ÐÔɯ"ÙÖÞɯÌÙÈɯÞÈÚɯËÈÕÎÌÙÖÜÚȮɯɁËÌÍÓÌÊÛÐÕÎɯ

ÈÛÛÌÕÛÐÖÕɯÍÙÖÔɯÛÏÈÛɯÚ×ÈÊÌɯÞÈÚɯÈɯÔÌÛÏÖËɯÖÍɯ×ÙÖÛÌÊÛÐÖÕȮɂɯÈÕËɯÛÏÌɯÚ×ÈÊÌÚɯÖÍÛÌÕɯÓÈÊÒÌËɯ

signage.90 There is a strict demarcation between interior and exterior space, and a careful 

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 Culture (Chapel Hill: University of 

North Carolina Press, c.1989). Entry on Roadhouses  
89 )ÌÕÕÐÍÌÙɯ-ÈÙËÖÕÌȮɯɁ1ÖÖÔÍÜÓɯÖÍɯ!ÓÜÌÚȯɯ)ÜÒÌɯ)ÖÐÕÛÚɯÈÕËɯÛÏÌɯ"ÜÓÛÜÙÈÓɯ+ÈÕËÚÊÈ×ÌɯÖÍɯÛÏÌɯ,ÐÚÚÐÚÚÐ××Ðɯ

#ÌÓÛÈȭɂPerspectives in Vernacular Architecture  9 (2003). 167. 
90 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.91  

  ,ÐÚÚÐÚÚÐ××ÐɀÚɯÚÛÈÛÜÚɯÈÚɯÈɯ×ÖÚÛ-plantation, post -colonial culture substantiates my 

ÙÌÈËÐÕÎɯÖÍɯ(ÔÌÚɀÚɯÑÜÒÌɯÑÖÐÕÛÚɯÈÕËɯÙÖÈËÏÖÜÚÌÚɯÈÚɯÔÈÙvelous real and magical realist 

spaces.  Scholars Jon Smith and Deborah Cohn point out that, according to a 

hemispherical definition of America, the experiences of defeat, occupation, and 

reconstruction ɬ particularly the experience of defeat under slavery  ɬ are shared 

between the southern United States and every other part of the Americas.92  Indeed there 

are many reasons for connecting the U.S. South to post-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 defines it), 

   poverty, state-sponsored right wing ter rorism,  

   insular communitie s, creole nativism and what 

   C. Vann  Woodward famoÜÚÓàɯÊÈÓÓÌËɯȿÛÏÌɯÌß×ÌÙÐÌÕÊÌ 

   ÖÍɯÔÐÓÐÛÈÙàɯËÌÍÌÈÛȮɯÖÊÊÜ×ÈÛÐÖÕȮɯÈÕËɯÙÌÊÖÕÚÛÙÜÊÛÐÖÕȭɀ94  

 

                                                      

91 Nardone, 169. 
92 Jon Smith and Deborah Cohn, eds. Look Away: The U.S. South in New World Studies (Durham and London: 

Duke University Press, 2004), 2. 
93 )ÖÕɯ2ÔÐÛÏȮɯɁ/ÖÚÛÊÖÓÖÕÐÈÓȮɯ!ÓÈÊÒȮɯÈÕËɯ-ÖÉÖËàɀÚɯ,ÈÙÎÐÕȯɯ3ÏÌɯ42ɯ2ÖÜÛÏɯÈÕËɯ-ÌÞɯ6ÖÙÓËɯ2ÛÜËÐÌÚȮɂɯAmerican 

Literary History vol. 16, no. 1 (Spring 2006): 1. 
94 Ibid.  
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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 

ɁÙÌ×ÙÌÚÌÕÛÚɯÈɯÊÙÜÊÐÈÓɯÓÖÊÜÚɂɯÍÖÙɯÛÏÌɯËÌÝÌÓÖ×ÔÌÕÛɯÖÍɯ$ÓÓÈɯ2ÏÖÏÈÛɀÚɯÛÏÌÖÙàɯÛÏÈÛɯ×ÖÚÛÊÖÓÖÕÐÈÓɯ

stuËÐÌÚɯÐÚɯÉÌÛÛÌÙɯÜÕËÌÙÚÛÖÖËɯÈÚɯɁ%ÐÙÚÛɤ3ÏÐÙËɯ6ÖÙÓËÚɂɯÛÏÌÖÙàȭɯ 

  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.95 While cities like Atlanta and Charlotte may 

be part of the industrial backbone  ÖÍɯÛÏÌɯÕÈÛÐÖÕȮɯɁÔÈÕàɯÙÜÙÈÓɯÈÕËɯÚÔÈÓÓ-town parts of the 

South, saddled with poorly -educated workforces whose industrial bases are moving 

offshore, seem to be moving in an ever-ÔÖÙÌɯ×ÌÙÐ×ÏÌÙÈÓɯËÐÙÌÊÛÐÖÕȭɂ96  Michael Hardt and 

Antonio Negri  ÏÈÝÌɯÈÙÎÜÌËɯÛÏÈÛɯɁÛÏÌɯÚ×ÈÛÐÈÓɯËÐÝÐÚÐÖÕÚɯÖÍɯÛÏÌɯÛÏÙÌÌɯ6ÖÙÓËÚɯȹ%ÐÙÚÛȮɯ2ÌÊÖÕËȮɯ

and Third) have  been scrambled so we continually find the First World in the Third, the 

3ÏÐÙËɯÐÕɯÛÏÌɯ%ÐÙÚÛȮɯÈÕËɯÛÏÌɯ2ÌÊÖÕËɯÈÓÔÖÚÛɯÕÖÞÏÌÙÌɯÈÛɯÈÓÓȱɂɯ!ÜÛɯÈÊÊÖÙËÐÕÎɯÛÖɯ2ÔÐÛÏȮɯÛÏÐÚɯ

                                                      

95 )ÖÕɯ2ÔÐÛÏȮɯɁ3ÏÌɯ4ȭ2ȭɯ2ÖÜÛÏɯÈÕËɯÛÏÌɯ%ÜÛÜÙÌɯÖÍɯÛÏÌɯ/ÖÚÛÊÖÓÖÕÐÈÓȮɂɯThe Global South 1 (Winter 2007): 154-155. 

 Úɯ2ÔÐÛÏɯ×ÖÐÕÛÚɯÖÜÛȮɯÛÏÐÚɯÝÐÚÐÖÕɯÖÍɯÚÜ××ÖÚÌËÓàɯÊÖÓÖÕÐáÌËɯÞÏÐÛÌÕÌÚÚɯÐÚɯÈɯÙÌÚÜÓÛɯÖÍɯÛÏÌɯÙÌÎÐÖÕɀÚɯÊÖÓÖÕÐÈÓɯ

economy and its reliance on slavery. 
96 2ÔÐÛÏȮɯɁ%ÜÛÜÙÌȮɂɯƕƙƚȭ 
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development does not render postcolonial theory obsolete. Rather, it makes the U.S. 

2ÖÜÛÏɯÖÍɯɁÊÙÜÊÐÈÓɯÐÕÛÌÙÌÚÛɯÛÖɯ×ÖÚÛÊÖÓÖÕÐÈÓɯÛÏÌÖÙàȭɂ97 

  Having experienced defeat and regarded at times as culturally, morally, and 

ÌÊÖÕÖÔÐÊÈÓÓàɯÔÈÙÎÐÕÈÓȮɯÛÏÌɯ2ÖÜÛÏɯÐÚȮɯÈÕɯɁÌß-ÊÌÕÛÙÐÊɂɯÚ×ÈÊÌȭɯɁ(ÛɯÐÚɯ×ÙÌÊÐÚÌÓàɯÛÏÌɯÕÖÛÐÖÕɯÖÍɯ

the ex-ÊÌÕÛÙÐÊȮɂɯÞÙÐÛÌÚɯÓÐÛÌÙÈÙàɯÚÊÏÖÓÈÙɯ3ÏÌÖ #ɀ'ÈÌÕȮɯɁin the sense of speaking from the 

ÔÈÙÎÐÕȮɯÍÙÖÔɯÈɯ×ÓÈÊÌɯȿÖÛÏÌÙɀɯÛÏÈÕɯȿÛÏÌɀɯÖÙɯȿÈɀɯÊÌÕÛÌÙɯɬ that seems to me an essential 

ÍÌÈÛÜÙÌɯÖÍɯÛÏÈÛɯÚÛÙÈÐÕɯÖÍɯ×ÖÚÛÔÖËÌÙÕÐÚÔɯÞÌɯÊÈÓÓɯÔÈÎÐÊɯÙÌÈÓÐÚÔȭɂ98 Magic realism, argues 

#ɀ'ÈÌÕȮɯÈ××ÙÖ×ÙÐÈÛÌÚɯÛÏÌɯÛechniques of the center and uses them to create an alternative 

ÞÖÙÓËɯÊÖÙÙÌÊÛÐÕÎɯÌßÐÚÛÐÕÎɯÙÌÈÓÐÛàɯÛÖɯÙÐÎÏÛɯÛÏÌɯÞÙÖÕÎÚɯÛÏÌɯɁÙÌÈÓÐÛàɂɯÖÍɯÛÏÌɯÌßÐÚÛÐÕÎɯÞÖÙÓËɯ

depends upon.99 %ÈÜÓÒÕÌÙȮɯÞÙÐÛÌÚɯ#ɀ'ÈÌÕȮɯÐÚɯɁÜÕËÖÜÉÛÌËÓàɯÖÕÌɯÖÍɯÛÏÌɯÔÖÚÛɯÌß-centric, in 

the sense that we have here gÐÝÌÕɯÛÖɯÛÏÈÛɯÞÖÙËȮɯÖÍɯ ÔÌÙÐÊÈÕɯÈÜÛÏÖÙÚȭɂ100 

  As I mentioned at the beginning of this chapter, Cuban writer Alejo Carpentier 

ÐËÌÕÛÐÍÐÌËɯɁÓÖɯÙÌÈÓɯÔÈÙÈÝÐÓÓÖÚÖɂɯÐÕɯƕƝƙƔɯÈÚɯÈɯÒÐÕËɯÖÍɯÓÐÛÌÙÈÛÜÙÌɯÛÏÈÛɯ×ÖÚÐÛÌËɯÈÕɯÌßÊÌ×ÛÐÖÕÈÓɯ

perspective distinct from mainstream texÛÚȭɯ'ÌɯÜÚÌËɯÛÏÌɯÛÌÙÔɯÛÏÌɯȿÔÈÙÝÌÓÖÜÚɯÙÌÈÓɀɯÛÖɯ

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 

                                                      

97 2ÔÐÛÏȮɯɁ%ÜÛÜÙÌȮɂɯƕƙƛȭ 
98 3ÏÌÖɯ+ȭɯ#ɀ'ÈÌÕȮɯɁ,ÈÎÐÊÈÓɯ1ÌÈÓÐÚÔɯÈÕËɯ/ÖÚÛÔÖËÌÙÕÐÚÔȯɯ#ÌÊÌÕÛÌÙÐÕÎɯ/ÙÐÝÐÓÌÎÌËɯ"ÌÕÛÌÙÚȮɂɯÐÕ Magical 

Realism: Theory, History, Community, ed. Lois Parkinson Zamora and Wendy B. Faris (Durham: Duke 

University Press, 1995), 194. 
99 #ɀ'ÈÌÕȮɯɁ,ÈÎÐÊÈÓɯ1ÌÈÓÐÚÔȮɂɯƕƝƙȭ 
100 #ɀ'ÈÌÕȮɯɁ,ÈÎÐÊÈÓɯ1ÌÈÓÐÚÔȮɂɯƖƔƕȭ 
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ÛÏÌɯÊÖÕÊÌ×ÛɯÐÚɯɁÈÛÛÙÈÊÛÐÝÌɯÛÖɯÛÏÌɯÚÛÜËàɯÖÍɯ×ÖÚÛÊÖÓÖÕÐÈÓɯÊÐÕÌÔÈȮɂɯÍÙÈÕÊÖ×ÏÖÕÌɯÚÛÜËÐÌÚɯ

scholar Carina Yervasi has observed. It functions as a revitalizing force that comes from 

a peripheral region.101  

8ÈÌÎÌÙɯÏÈÚɯÖÉÚÌÙÝÌËɯÛÏÈÛɯÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯ4ȭ2ȭɯ2ÖÜÛÏÌÙÕɯÞÖÔÌÕɀÚɯÞÙÐÛÐÕÎɯÐÚɯÈɯ

kind of marve lous realism and ÐÕÚÐÚÛÚɯÛÏÈÛɯ4ȭ2ȭɯ2ÖÜÛÏÌÙÕɯÞÖÔÌÕɯÞÙÐÛÌÙÚɯɁÛÈÒÌɯÛÏÌɯ

everyday ɬ the real, dirt ɬ ÈÕËɯÙÌÕËÌÙɯÐÛɯÔÈÙÝÌÓÖÜÚȮɯÞÖÕËÙÖÜÚȮɯÈÚÛÖÕÐÚÏÐÕÎȭɂ102  The 

ÞÖÔÌÕɯ8ÈÌÎÌÙɯÖÉÚÌÙÝÌÚɯÕÌÌËɯÛÖɯɁÐÕÝÌÕÛɯÕÌÞɯÍÖÙÔÚɯÍÖÙɯÛÏÐÕÒÐÕÎɯÈÉÖÜÛɯÛÏÌɯÜÕ-thought 

known and to circumvent  ÛÏÌɯÙÐÎÐËɯÚàÚÛÌÔÚɯÖÍɯÙÈÊÌɯÈÕËɯÎÌÕËÌÙȮɯÛÏÌɯȿÕÖÙÔÈÓɀɯËÌÍÖÙÔÐÛÐÌÚɯ

ÖÍɯÚÖÜÛÏÌÙÕɯÊÜÓÛÜÙÌȭɂ103  (ÕɯÈÙÎÜÐÕÎɯÍÖÙɯÛÏÌɯɁÏÈÓÓÜÊÐÕÈÛÖÙàɯ×ÓÖÛɯÛÞÐÚÛÚɂɯÈÕËɯɁÚÛÙÈÕÎÌɯ

ÏàÉÙÐËɯÐÔÈÎÌÚɂɯÐÕɯ"ÈÙÚÖÕɯ,Ê"ÜÓÓÌÙÚɀÚɯÕÖÝÌÓÓÈȮɯThe Member of the Wedding, Yeager notes 

that the work achieves a lucidity best summarized by the surrealists. Quoting from 

2ÌÙÎÌÐɯ$ÐÚÌÕÚÛÌÐÕȮɯ8ÈÌÎÌÙɯÈÙÎÜÌÚɯÛÏÈÛɯ,Ê"ÜÓÓÌÙÚɯɁÛÙÐÌÚɯÛÖɯȿÚÏÈÒÌɯÞÏÈÛɯÐÚɯÊÈÓÓÌËɯÙÌÈÓÐÛàɯÉàɯ

means of non-ÈËÈ×ÛÌËɯÏÈÓÓÜÊÐÕÈÛÐÖÕÚɯÚÖɯÈÚɯÛÖɯÈÓÛÌÙɯÛÏÌɯÝÈÓÜÌɯÏÐÌÙÈÙÊÏÐÌÚɯÖÍɯÛÏÌɯÙÌÈÓȭɂ104 In 

Surrealist art, furthermore, hallucination has the effect of breaking with the smooth 

                                                      

101 Yervasi, 47. 
102 Jon Smith, 153. 
103 Smith, 154 
104 Patricia Yaeger, #ÐÙÛɯÈÕËɯ#ÌÚÐÙÌȯɯ1ÌÊÖÕÚÛÙÜÊÛÐÕÎɯ2ÖÜÛÏÌÙÕɯ6ÖÔÌÕɀÚɯ6ÙÐÛÐÕÎȮɯƕƝƗƔ-1990. Chicago: University 

of Chicago Press, 2000: 171-179. Yaeger writes that from the very beginning of The Member of the Wedding, 

ɁÌÝÌÙàɯÏÈÉÐÛɯÚÌÌÔÚɯÜÕÊÈÕÕàȮɯÌÝÌÙàɯÚÛÖÙàȮɯÊÜÚÛÖÔȮɯÙÐÛÜÈÓȮɯÖÙɯÝÌÙÉÈÓɯÈÊÛɯÉÌÎÐÕÚɯÛÖɯÚÖÜÕËɯ×ÌÊÜÓÐÈÙȮɯÐÕÌß×ÓÐÊÈÉÓÌȮɯ

ÕÖÕÏÈÉÐÛÜÈÓȱ(ÕɯÈËËÐÛÐÖÕȮɯ,Ê"ÜÓÓÌÙÚɀÚɯÕÖÝÌÓÓÈɯÐÚɯÊÈÜÎÏÛɯÜ×ɯÐÕɯÛÏÌɯØÜÌÚÛÐÖÕɯÖÍɯȿÛÏÌɯ+ÈÞȮɀɯÈÚɯÛÏÌɯÓÖÊÈÓɯ×ÖÓÐÊe 

ÈÙÌɯËÌÚÊÙÐÉÌËɯÞÐÛÏɯÈɯÚÜÙÙÌÈÓÐÚÛɀÚɯÌàÌȭɂɯ8ÈÌÎÌÙɯÊÖÕÛÐÕÜÌÚɯÉàɯÕÖÛÐÕÎɯÛÏÈÛȮɯÐÕɯÛÌÙÔÚɯÖÍɯÛÏÌɯÕÖÝÌÓÓÈȮɯÛÏÌɯÖÕÓàɯ

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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ÔÈÊÏÐÕÈÛÐÖÕÚɯÖÍɯÊÜÓÛÜÙÌɯÈÕËɯÐÕÛÙÖËÜÊÐÕÎɯɁÉÓÖÊÒÚɯÖÍɯȿÈ-ÊÈÜÚÈÓÐÛàɀɂɯɬ alternatively 

Ú×ÌÌËÐÕÎɯÜ×ɯÈÕËɯÚÓÖÞÐÕÎɯËÖÞÕɯÖÜÙɯÈÊÊÌÚÚɯÛÖɯÙÌÈÓÐÛÐÌÚɯÛÏÈÛɯÏÈÝÌɯÉÌÌÕɯȿÈÉÚÜÙËÐÛàɯÎÐÝÌÕɯÈÚɯ

ÚÜÊÏȭɀɯ3ÏÐÚɯÈrt Ɂintroduces oscillations at the surface of things; the pattern of the real is 

ÛÖÙÕȭɂ105 Furthermore, a hallucinatory condition may result when one is confronted with 

overly constrictive social conditions of a southern town, Yaeger states: 

  (ɀÔɯÕÖÛɯÈÙÎÜÐÕg that the rigidities and proprieties  

   of this small southern town are hallucinato ry, but  

   that these practices create so many boundaries that  

   almost anyone can step ÖÜÛɯÖÍɯÛÏÌÐÙɯȿÙÐÎÏÛɯÔÐÕËɀɯ 

   into the condition of halluc ination. In addition, th ese 

   rigidities promulgate an inability to see how deeply  

   ×ÌÖ×ÓÌɀÚɯÓÐÝÌÚɯÈÙÌɯÐÕÛÌÙÊÖÕÕÌÊÛÌËȭ106 

 

 +ÐÒÌɯ2ÊÏÜàÓÌÙɀÚɯ×ÙÖÚÌȮɯ,Ê"ÜÓÓÌÙÚɀÚɯÕÖÝÌÓÓÈɯÙÌÕËÌÙÚɯÛÏÌɯÍÈÔÐÓÐÈÙɯÚÛÙÈÕÎÌȮɯÚÖɯÛÏÈÛɯ

ÌÝÌÕÛÚɯÛÏÈÛɯÏÈËɯɁÚÌÌÔÌËɯÖÉÝÐÖÜÚɯÖÙɯÔÈÛÛÌÙ-of-fact are suddenly causeless and 

ÐÕÊÖÔ×ÙÌÏÌÕÚÐÉÓÌȭɂɯ3ÏÌɯÊÖÕËÐÛÐÖÕɯÖÍɯÏÈÓÓÜÊÐÕÈÛÐÖÕɯ×ÙÖÝÐËÌÚɯÈɯÊÏÈÕÊÌɯÛÖɯÌß×ÓÖÙÌɯÛÏÌɯ

ɁÏÌÛÌÙÖÎÌÕÌÐÛàɯÖÍɯÛÏÌɯÚàÚÛÌÔÚɯÛÏÈÛɯÚÌÌÔɯÚÖɯÏÖÔÖÎÌÕÖÜÚȭɂɯ3ÏÐÚɯÖ××ÖÙÛÜÕÐÛàȮɯ(ɯÞÖÜÓËɯ

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 Realismus (1925) 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 19th-century German Romantic fantasy. In later criticism, 

ÛÏÌɯÛÌÙÔɯÏÈÚɯÉÌÌÕɯÜÚÌËɯÛÖɯËÌÚÊÙÐÉÌɯ×ÈÐÕÛÐÕÎɯÐÕɯÞÏÐÊÏɯÖÉÑÌÊÛÚɯÈÙÌɯɁËÌ×ÐÊÛÌËɯÞÐÛÏɯ

photographic naturalism but which because of paradoxical elements or strange 

juxtapositions convey a feeling of unreality, infusing the or dinary with a sense of 

ÔàÚÛÌÙàȭɂ108 Art historian Estill Curtis Pennington has observed tendencies toward 

magic realism in the paintings of several contemporary painters from the Deep South ɬ 

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, 

ÊÙÌÌÒÚȮɯÈÕËɯÉÈàÖÜÚɯÖÍɯ$ÈÚÛɯ3ÌßÈÚɯÈÕËɯ+ÖÜÐÚÐÈÕÈȭɯɁ+ÐÒÌɯÞÖÙÒÚɯÉàɯÖÛÏÌÙɯÈÙÛÐÚÛÚɯÐÕɯÛÏÐÚɯ

collection, notably Don Cooper and Douglas !ÖÜÙÎÌÖÐÚȮɂɯ/ÌÕÕÐÕÎÛÖÕɯÞÙÐÛÌÚȮɯBatÌÚɀÚɯ

ÞÖÙÒÚɯɁÛÙÌÈËɯÛÏÌɯÓÐÕÌɯÖÍɯÔÈÎÐÊɯÙÌÈÓÐÚÔȮɯÞÐÛÏɯÐÔÈÎÌÚɯÚÖɯÊÖÔÔÈÕËÐÕÎɯÈÕËɯÚÖɯ

                                                      

1083ÏÌÖɯ+ȭɯ#ɀ'ÈÌÕȮɯɁ,ÈÎÐÊÈÓɯ1ÌÈÓÐÚÔɯÈÕËɯ/ÖÚÛÔÖËÌÙÕÐÚÔȯɯ#ÌÊÌÕÛÌÙÐÕÎɯ/ÙÐÝÐÓÌÎÌËɯ"ÌÕÛÌÙÚȮɂɯÐÕɯ+ÖÐÚɯ/ȭɯ

Zamora and Wendy B. Faris, eds., Magical Realism: Theory, History, Community Magic Realism (Durham, NC: 

#ÜÒÌɯ4ÕÐÝÌÙÚÐÛàɯ/ÙÌÚÚȺȮɯƕƝƕȭ ÊÊÖÙËÐÕÎɯÛÖɯ.ßÍÖÙËɯ ÙÛɯ.ÕÓÐÕÌȮɯÔÈÎÐÊɯÙÌÈÓÐÚÔɯÐÚɯÈɯɁÚÛàÓÌɯÖÍɯ×ÈÐÕÛÐÕÎɯ×Ö×ÜÓÈÙɯÐÕɯ

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 Nach-Expressionismus: 

Magischer Realismus (1925) to describe a style deriving from Neue Sachlichkeit, but rooted in late 19th-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 René Magritte, wi ÛÏɯÏÐÚɯȿÍÈÕÛÈÚÐÌÚɯÖÍɯÛÏÌɯÊÖÔÔÖÕ×ÓÈÊÌȮɀɯÈÕËɯ

in the USA by Peter Blume, as in South of Scranton and The Eternal City. Later artists associated with Magic 

Realism include the American George Tooker, whose best-known 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 non-Western, particularly Latin American fiction was not 

connected with its artistÐÊɯÈ××ÓÐÊÈÛÐÖÕȭɯ.ßÍÖÙËɯ ÙÛɯ.ÕÓÐÕÌȮɯ&ÙÖÝÌɯ ÙÛɯ.ÕÓÐÕÌȮɯɁ,ÈÎÐÊɯ1ÌÈÓÐÚÔȮɂɯ

http://www.oxfordartonline.com/subscriber/article/grove/art/T053125?q=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 

ÍÈÔÐÓÐÈÙɯÎÙÌÌÛÐÕÎȭɂ109 New Orleans critics Roger Green and Eric Bookhardt see the art of 

#ÖÜÎÓÈÚɯ!ÖÜÙÎÌÖÐÚɯÈÚɯ×ÈÙÛɯÖÍɯÈɯ+ÖÜÐÚÐÈÕÈɯÔÖÝÌÔÌÕÛɯ!ÖÖÒÏÈÙËÛɯÛÌÙÔÌËɯÛÏÌɯɁÝÐÚÐÖÕÈÙàɯ

ÐÔÈÎÐÚÛÚȭɂɯ3ÏÌÚÌɯÈÙÛÐÚÛÚȮɯÈÊÊÖÙËÐÕÎɯÛÖɯ&ÙÌÌÕȮɯÞÖÙÒɯÐÕɯÈɯɁÛÐÎÏÛȮɯ×ÖÓÐÚÏÌËɯÍÐÎÜÙÈÛÐÝÌɯÚÛàÓÌȮɯ

usually with a palette of jewel -ÉÙÐÎÏÛɯÊÖÓÖÙÚȭɯ ÓÓɯÌß×ÙÌÚÚɯÔàÚÛÐÊÈÓɯÚÌÕÚÐÉÐÓÐÛÐÌÚȱɂ110 In the 

Atlanta -ÉÈÚÌËɯ#ÖÕɯ"ÖÖ×ÌÙɀÚɯ×ÈÐÕÛÐÕÎÚȮɯɁÛÏÌÙÌɯÐÚɯÛÏÌɯÚÜÎÎÌÚÛÐÖÕɯÖÍɯÕÈÛÜÙÌɯÜÕËÌÙɯÝÐÖÓÌÕÛɯ

ÈÚÚÈÜÓÛȮɯÈɯÝÐÖÓÌÕÊÌɯÙÌÕËÌÙÌËɯÔÖÙÌɯÛÏÙÌÈÛÌÕÐÕÎɯÉàɯÛÏÌɯÜÚÌɯÖÍɯÐÕÛÌÕÚÌɯÊÖÓÖÙȮɂɯÈÊÊÖÙËÐÕÎɯÛÖɯ

Pennington.  

  #ÖÜÎÓÈÚɯ!ÖÜÙÎÌÖÐÚɀÚɯÏÐÎÏÓàɯËÌÛÈÐÓÌËȮɯÚÜ×ÌÙÚÈÛÜÙÈÛÌËȮɯÙÌÓigious, and 

ÚÜ×ÌÙÕÈÛÜÙÈÓÐÚÛɯ×ÈÐÕÛÐÕÎÚɯÛÙÌÈËɯÖÕɯÚÐÔÐÓÈÙɯÈÌÚÛÏÌÛÐÊɯÎÙÖÜÕËɯÛÖɯ(ÔÌÚɀÚɯÊÖÓÖÙɯÞÖÙÒȭɯ

Bourgeois was raised on a small farm in the rural southern Lou isiana community of St. 

Amant, a thirty -minute drive from Baton Rouge.  Religion was a very importan t part of 

!ÖÜÙÎÌÖÐÚɀÚɯÓÐÍÌȮɯÈÕËɯÏÌɯÞÈÚɯÌÕÙÖÓÓÌËɯÐÕɯ"ÈÛÏÖÓÐÊɯÚÊÏÖÖÓɯÍÖÙɯÎÙÈËÌÚɯÛÏÙÌÌɯÛÏÙÖÜÎÏɯÌÐÎÏÛȭɯ

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.111  In 1968, he transferred out of the 

seminary and into public high school, then studied painting at Louisiana State 

University.  R oman Catholic mysticism  inflected his work with magic realist elements.  

                                                      

109 Pennington, A Southern Collection, 224 
110 Pennington, A Southern Collection, 226. 
111 Rubin, 2. 
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He created apparition paintings, for example, Blessed Virgin Appears to a Woman (1978), in 

ÞÏÐÊÏɯɁÏÖÓàɯÍÐÎÜÙÌÚɯÈÙÌɯÚÏÖÞÕɯÐÕɯËÙÌÈÔÓÐÒÌɯÝÐÚÐÖÕÚɯÉÌÍÖÙÌɯÊÖÔÔÖÕɯÓÈà×ÌÖ×ÓÌɯÐÕɯ

ÌÝÌÙàËÈàɯÚÌÛÛÐÕÎÚȭɂ112  

  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 Christmas, shows the singer with a brown skin tone and a dark, ashen 

ÍÐÝÌɯÖɀÊÓÖÊÒɯÚÏÈËÖÞɯÜÕËÌÙɯÏÐÚɯÊÏÐÕȭɯ!ÖÜÙÎÌÖÐÚɀÚɯƕƝƜƖɯ×ÈÐÕÛÐÕÎ Inger and the Hitchhikers 

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 

ÜÕÛÐÓɯÏÌÙɯËÌÈÛÏȮɯÞÏÐÊÏɯÔÈàɯÏÈÝÌɯÐÕÍÓÜÌÕÊÌËɯ!ÖÜÙÎÌÖÐÚɀÚɯchoices in this work. Another 

painting, Twenty-Five Gary Coopers (1981), 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 

Hitchhikers ËÌÔÖÕÚÛÙÈÛÌÚɯ!ÖÜÙÎÌÖÐÚɀÚɯ×ÌÕÊÏÈÕÛɯÍÖÙɯÛÏÌɯÍÈÕÛÈÚÛÐÊɯÈÕËɯÛÏÌɯÔàÚÛÐÊÈÓȭɯ3ÏÌɯ

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 

ÉÌÈÔÚɯÓÐÎÏÛɯ2ÛÌÝÌÕÚɀÚɯÞÈàȮɯÈÕËɯ×ÜÙ×ÓÐÚÏɯÔÖÜÕÛÈÐÕÚɯÙÌÊÌËÌɯÐÕɯthe distance. Red and 

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 fascinated with 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.   ÊÊÖÙËÐÕÎɯÛÖɯÊÜÙÈÛÖÙɯ*ÌÐÛÏɯ,ÈÙÚÏÈÓÓȮɯ,Ê"ÙÈËàɀÚɯ

×ÈÐÕÛÐÕÎÚɯɁÍÐÕËɯÈɯÊÖÔ×ÓÌÔÌÕÛÈÙàɯ×ÈÙÈÓÓÌÓɯÐÕɯÛÏÌɯÚÛÖÙÐÌÚɯÈÕËɯÕÖÝÌÓÚɯÖÍɯÊÖÕÛÌÔ×ÖÙÈÙàɯ

ÚÖÜÛÏÌÙÕɯÞÙÐÛÌÙÚȮɯ×ÈÙÛÐÊÜÓÈÙÓàɯ6ÐÓÓÐÈÔɯ%ÈÜÓÒÕÌÙȭɂɯ,Ê"ÙÈËàɀÚɯ×ÈÐÕÛÐÕÎÚɯÖÍɯ-ÌÞɯ.ÙÓÌÈÕÚɀÚɯ

%ÙÌÕÊÏɯØÜÈÙÛÌÙɯÊÖÜÓËɯɁ×ÙÖÝÐËÌɯÝÐÚÜÈÓɯÚÌÛÛÐÕÎÚɯÍÖÙɯ3ÌÕÕÌÚÚÌÌɯ6ÐÓÓÐÈÔÚɀÚɯÌÈÙÓàɯ×ÓÈàÚȭɂ113   

  +ÐÒÌɯ!ÖÜÙÎÌÖÐÚȮɯ,Ê"ÙÈËàɯÞÈÚɯËÌÌ×ÓàɯÐÕÍÓÜÌÕÊÌËɯÉàɯÙÌÓÐÎÐÖÕȭɯɁ,ÈÕɯÈÕËɯ&ÖËɯÈÙÌɯ

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 

-ÌÎÙÖɯ2×ÐÙÐÛÜÈÓÚȭɂ114 ,Ê"ÙÈËàɯÐÕÛÌÙ×ÙÌÛÌËɯÙÌÓÐÎÐÖÜÚɯÝÐÚÐÖÕÚɯÈÕËɯɁÉÙÌÈÛÏÌËɯÓÐÍÌɯÐÕÛÖɯÛÏÌÔɯ

ÖÕɯÏÐÚɯÊÈÕÝÈÚÌÚȭɂɯ'ÌɯËÐËɯÕÖÛɯËÐÚÛÐÕÎÜÐÚÏɯÉÌÛÞÌÌÕɯÙÌÈÓÐÛàɯÈÕËɯÍÈÕÛÈÚàȭɯɁ%ÖÙɯÏÐÔȮɯÛÏÌÙÌɯ

                                                      

113 Keith Marshall, John McCrady (New Orleans Museum of Art, 1975), 7. 
114 Ibid.  
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was a greater reality than that ÚÌÌÕɯÉàɯÛÏÌɯÕÈÒÌËɯÌàÌȭɂɯ In his 1937 painting Swing Low 

Sweet Chariot, a 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 figuresɭ the angel 

carrying a burning torch, the devil, and the dying person, who is covered in a red 

blanket (figure  44). 

  (ÕɯÈɯËÐÚÊÜÚÚÐÖÕɯÖÍɯÛÏÙÌÌɯÍÐÓÔÚɯÞÐÛÏɯØÜÈÓÐÛÐÌÚɯÖÍɯɁÔÈÎÐÊɯÙÌÈÓÐÚÔȮɂɯÓÐÛÌÙÈÙàɯÊÙÐÛÐÊɯ

Fredric Jameson identifies the  Ɂ×ÌÊÜÓÐÈÙɯÈÕËɯÊÖÕÚÛÐÛÜÛÐÝÌɯÍÜÕÊÛÐÖÕɂɯÖÍɯÊÖÓÖÙɯÐÕɯÛÏÌɯ

ËÌ×ÐÊÛÐÖÕɯÖÍɯÈɯÙÌÈÓÐÛàɯÛÏÈÛɯÐÚɯɁÈÓÙÌÈËàɯÐÕɯÐÛÚÌÓÍɯÔÈÎÐÊÈÓɯÖÙɯÍÈÕÛÈÚÛÐÊȭɂ115 Color in films, such 

as Fever, a Polish film by Agnuszka Holland, does not function as a homogenous 

medÐÜÔȮɯÉÜÛɯÐÚɯÊÈ×ÈÉÓÌɯÖÍɯɁÙÌÎÐÚÛÌÙÐÕÎɯÛÏÌɯ×ÜÓÚÈÛÐÖÕɂɯÖÍɯɁËÐÚÊÖÕÛÐÕÜÖÜÚɯÐÕÛÌÕÚÐÛÐÌÚȭɂ116  

)ÈÔÌÚÖÕɯ×ÖÐÕÛÚɯÛÖɯ×ÏÐÓÖÚÖ×ÏÌÙɯ2ÛÈÕÓÌàɯ"ÈÝÌÓÓɀÚɯÖÉÚÌÙÝÈÛÐÖÕÚɯÈÉÖÜÛɯÊÖÓÖÙɯÍÐÓÔɯÈÕËɯÛÏÌɯ

ÝÐÌÞÌÙɀÚɯ×ÌÙÊÌ×ÛÐÖÕɯÖÍɯÙÌÈÓÐÚÔȭɯ"ÈÝÌÓÓɯÈÙÎÜÌÚɯÛÏÈÛȮɯɁÞÏÌÕɯËÙÈÔÈÛÐÊɯÌß×ÓÈÕÈÛÐÖÕÚɯÊÌÈÚÌɯto 

ÉÌɯÖÜÙɯÕÈÛÜÙÈÓɯÔÖËÌɯÖÍɯÜÕËÌÙÚÛÈÕËÐÕÎɯÖÕÌɯÈÕÖÛÏÌÙɀÚɯÉÌÏÈÝÐÖÙȱÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯÊÌÈÚÌÚɯ

                                                      

115 %ÙÌËÙÐÊɯ)ÈÔÌÚÖÕȮɯɁ.Õɯ,ÈÎÐÊɯ1ÌÈÓÐÚÔɯÐÕɯ%ÐÓÔȭɂɯCritical Inquiry 12 (Winter 1986): 301-325:  311. 
116 )ÈÔÌÚÖÕȮɯɁ.Õɯ,Ègic Realism,ɂ 315. 
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ÛÖɯÉÌɯÛÏÌɯÔÖËÌɯÐÕɯÞÏÐÊÏɯÖÜÙɯÓÐÝÌÚɯÈÙÌɯÊÖÕÝÐÕÊÐÕÎÓàɯ×ÖÙÛÙÈàÌËȭɂɯ%ÐÎÜÙÌÚɯÐÕɯÊÖÓÖÙɯÈÙÌɯ

familiar to us and resemble us, but are no longer psychically present to us, Cavell 

obÚÌÙÝÌÚȭɯɁ6ÌɯÙÌÈËɯÛÏÌÔɯÈÚɯËÌ-psychologized, which, for us, means un-theatricalized. 

And from there it is only logical to project them as inhabiting a future, a mutation away 

ÍÙÖÔɯÛÏÌɯ×ÈÚÛɯÞÌɯÒÕÖÞɯȹÈÚɯÞÌɯÒÕÖÞɯÐÛȺȭɂ117  Cavell suggests that color can create an 

autonomous world.  

   ÊÊÖÙËÐÕÎɯÛÖɯÊÜÙÈÛÖÙɯ*ÈÛÏÌÙÐÕÌɯ!ÜÚÚÈÙËȮɯɁÞÐÛÏÖÜÛɯÈɯËÖÜÉÛȱÕÖɯÍÐÓÔɯÉÌÛÛÌÙɯ

dramatized the arrival of color than The Wizard of Ozȭɂ118 Produced in Technicolor, the 

films  Robin Hood and The Wizard of Oz ËÌÔÖÕÚÛÙÈÛÌËɯ"ÈÝÌÓÓɀÚɯÊÓÈÐÔɯÛÏÈÛȯ ɁÊÖÓÖr can serve 

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-

ÉÌÓÐÌÝÌȮɯÚÖɯÐÛɯÐÚɯÌÚÚÌÕÛÐÈÓɯÛÖɯÛÏÌÐÙɯÙÐÎÏÛÕÌÚÚɯÛÏÈÛɯÛÏÌÚÌɯÍÐÓÔÚɯÈÙÌɯÊÏÐÓËÙÌÕɀÚɯÛÈÓÌÚȭɂ119 Black-

and-white, Cavell observes, was the natural medium of visual drama, while color 

appeared less realistic.  Film colors were not accurate transcriptions of natural colors, for 

one thing, and many of the early stories shot in color were explicitly unrealistic, such as 

                                                      

117 2ÛÈÕÓÌàɯ"ÈÝÌÓÓȮɯɁ3ÏÌɯ6ÖÙÓËɯÈÚɯÈɯ6ÏÖÓÌȯɯ"ÖÓÖÙȮɂɯin  The World Viewed: Reflections on the Ontology of Film . 

Cambridge: Harvard University Press, 1979. 81. 
118 *ÈÛÏÌÙÐÕÌɯ!ÜÚÚÈÙËȮɯɁ%ÜÓÓɯ2×ÌÊÛÙÜÔȯɯ$ß×ÈÕËÐÕÎɯÛÏÌɯ'ÐÚÛÖÙàɯÖÍɯ ÔÌÙÐÊÈÕɯ"ÖÓÖÙɯ/ÏÖÛÖÎÙÈ×ÏàȮɂɯÐÕɯ

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 Oz, and Gone with the Wind.120  As Jameson notes, color in film 

ÏÈÚɯÉÌÊÖÔÌɯÛÏÌɯÕÖÙÔɯÙÈÛÏÌÙɯÛÏÈÕɯÛÏÌɯÌßÊÌ×ÛÐÖÕɯÚÐÕÊÌɯ"ÈÝÌÓÓɀÚɯÉÖÖÒɯÞÈÚɯ×ÜÉÓÐÚÏÌËȭɯ$ÝÌÕɯ

ÚÖȮɯÏÌɯÈÙÎÜÌÚȮɯ"ÈÝÌÓÓɀÚɯÏà×ÖÛÏÌÚÐÚɯɁÙÌÛÈÐÕÚɯÈÕɯÌÝÌÙ-scandalous power, suggesting that it 

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 

ÈÊÛȮɯÈÕËɯÓÖÖÒȮɯÐÚɯÔÖÙÌɯ×ÙÖ×ÌÙÓàɯÊÏÈÙÈÊÛÌÙÐáÌËɯÈÚɯÉÌÐÕÎɯȿÐÕɀɯÉÓÈÊÒ-and-ÞÏÐÛÌȭɂ121 

  (ÔÌÚɀÚɯÜÚÌɯÖÍɯÊÖÓÖÙɯÐÚɯÉÌÏÖÓËÌÕɯÕÖÛɯÖÕÓàɯÛo Eggleston, but to a kind of mid -

twentieth -century hyper -realism in the media, as expressed in Look magazine, 

Hollywood films, and contemporary, photo -ÙÌÈÓÐÚÛɯ×ÈÐÕÛÐÕÎȭɯɁ)ÜÚÛɯÈÚɯÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯ

had transformed the visible world into a monochromatic field of darks and lights, 

ÚÐÎÕÈÓÐÕÎɯÈÕɯÐÔÈÎÌɯÖÍɯËÖÊÜÔÌÕÛÈÙàɯÈÕËɤÖÙɯÈÙÛÐÚÛÐÊɯÐÕÛÌÕÛȮɂɯÞÙÐÛÌÚɯ*ÌÝÐÕɯ,ÖÖÙÌȮɯ

ɁÌßÈÎÎÌÙÈÛÌËɯÊÖÓÖÙÚɯÏÈËɯ×ÙÖËÜÊÌËɯÈɯÚÐÔÐÓÈÙɯÛÙÈÕÚÍÖÙÔÈÛÐÖÕȮɯËÐÚÛÐÓÓÐÕÎɯÈɯȿÊÖÓÖÙÐáÌËȮɀɯ

make-believe version of reality much like the one Hollywood, TV, and ad  agencies had 

ÉÌÌÕɯËÐÚÚÌÔÐÕÈÛÐÕÎɯÍÖÙɯÚÖÔÌɯÛÐÔÌȭɂ122  When Walker Evans referred to color 

photography as vulgar, Moore insists, he was referring to both commercial and amateur 

applications of color ɬ in advertising, fashion, National Geographic-style travel p ictures, 

postcards, and family snapshots. These images had certain aesthetic characteristics ɬ 

                                                      

120 Cavell, 91. 
121 Jameson, 315. 
122 Moore, Starburst, 19.  
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ÊÖÓÖÙÚɯÞÌÙÌɯÈÓÛÌÙÌËɯÈÕËɯÐÕÛÌÕÚÐÍÐÌËɯÐÕɯÛÏÌÚÌɯÝÌÙÕÈÊÜÓÈÙɯÐÔÈÎÌÚȭɯɁ3ÏÐÚɯÞÈÚɯËÜÌɯÐÕɯ×ÈÙÛɯÛÖɯ

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, and kitsch. Critic Bruce 

Downes praised fashion photographers John Rawlings, Irving Penn, and Cecil Beaton 

ÍÖÙɯȿËÌÓÐÉÌÙÈÛÌÓàɯÌß×ÓÖÐÛÐÕÎɯÛÏÌɯËÌÍÌÊÛÚɯÖÍɯÛÏÌɯÊÖÓÖÙɯ×ÙÖÊÌÚÚȭɀɂ123 

  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 

ÌÔÖÛÐÖÕÈÓɯÙÌÚÖÕÈÕÊÌɯÖÍɯ(ÔÌÚɀÚɯÌÕËÌÈÝÖÙɯÐÕɯ,ÐÚÚÐÚÚÐ××Ðȭɯ/ÏÖÛÖÎÙÈ×ÏÌÙɯ)ÖÌÓɯ,ÌàÌÙÖÞÐÛáɯ

has suggested that slow-speed color film invites a broader range of interpretations of 

reality than black -and-white film, which conditions viewer expectations for seriousness 

ÈÕËɯÍÈÊÛÜÈÓÐÛàȭɯ,ÌàÌÙÖÞÐÛáɀÚɯƕƝƛƜȮɯɁ"È×Ìɯ+ÐÎÏÛɂɯ,ÜÚÌÜÔɯÖÍɯ%ÐÕÌɯ ÙÛÚɯÌßÏÐÉÐÛÐÖÕɯÖÍɯ

                                                      

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 

'ÈÙÙÐÚɯÚÈÐËɯÛÏÈÛɯ,ÌàÌÙÖÞÐÛáɀÚɯÚÏÖÞɯÎÈve him permission to see in color. Imes 

ÈÊÒÕÖÞÓÌËÎÌËɯÛÏÈÛɯÏÌɯÙÌÈËɯ,ÌàÌÙÖÞÐÛáɀÚɯÐÕÚÛÙÜÊÛÐÖÕÚɯÈÕËɯÛÙÐÌËɯÛÏÌÔɯÖÜÛɯÏÐÔÚÌÓÍȭ125 

Ɂ"olor plays itself out along a richer band of feelings ɬ more wavelengths, more 

ÙÈËÐÈÕÊÌȮɯÔÖÙÌɯÚÌÕÚÈÛÐÖÕȮɂɯ,ÌàÌÙÖÞÐÛáɯÚÈÐËɯÐÕɯÈɯƕƝƛƛɯÐÕÛÌÙÝÐÌÞȭɯɁ(ɯÞÈÕÛÌËɯÛÖɯÚÌÌɯÔÖÙÌɯ

and experience more feelings from a photograph, and I wanted bigger images that 

would describe things more fully, more cohesively. Slow -speed color film provided 

ÛÏÈÛȭɂ126 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 

Ìß×ÙÌÚÚÐÝÌȮɯ×ÌÙÚÖÕÈÓɯÙÌÚ×ÖÕÚÌɯÐÕɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚȭ 

 (ÔÌÚɀs remarks about juke joints and black life in Mississippi indicate that these 

subjects sparked strong 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 

,ÌàÌÙÖÞÐÛáɀÚɯÔÌÛÏÖËɯÈÍÛÌÙɯÛÙàÐÕÎɯÐÛȭ 
126 Joel Meyerowitz, Cape Light. Boston: Museum of Fine Arts, 1978. Foreword, conversational interviews 

with Bruce MacDonald, dean of the Museum School, July 22-26, 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 

ÚÏÌɯÉÌÎÈÕɯÞÖÙÒÐÕÎɯÐÕɯÊÖÓÖÙɯÐÕɯÛÏÌɯÌÈÙÓàɯƕƝƜƔÚȭɯɁ(ÕɯÚÖÔÌɯÐÕÚÛÈÕÊÌÚȮɯÛÏÌɯÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯ

seemed like a waste of film, especially in the late afternoon or the quiet morning sun, 

wh ich enhanced the density of the colors and made me realize why I took the picture in 

ÛÏÌɯÍÐÙÚÛɯ×ÓÈÊÌȭɂ127 Seeing cultural and social changes taking place at that time prompted 

ÏÌÙɯÛÖɯÜÚÌɯÊÖÓÖÙȮɯÚÐÕÊÌɯɁÚÖÔÌɯÛÏÐÕÎÚɯÑÜÚÛɯÊÖÜÓËɯÕÖÛɯÉÌɯÍÜÓÓàɯÌß×ÙÌÚÚÌËɯÐÕɯÉÓÈÊÒ-and-

ÞÏÐÛÌȭɂ128 

  6ÌÚÛɀÚɯÍÐÙÚÛɯÛÙÐ×ɯÛÖɯ"ÜÉÈɯÐÕɯƕƝƝƚɯÞÈÚɯ×ÓÈÕÕÌËɯÉàɯthe Center for Cuban Studies out 

ÖÍɯ-ÌÞɯ8ÖÙÒȭɯɁ3ÏÈÛɯÍÐÙÚÛɯÛÙÐ×ɯÊÏÈÕÎÌËɯÔàɯÓÐÍÌȭɯ(ɯÞÌÕÛɯÍÙÖÔɯÉÌÐÕÎɯÈɯÚÈÛÐÚÍÐÌË-with -life 

person to a person aware of what real joy could be. 3ÏÌɯÌÕÌÙÎàɯ(ɯÍÌÓÛɯÊÈÕɀt be explained, 

ÈÕËɯÛÏÌɯÞÖÙÒɯÊÈÕɯÏÈÙËÓàɯÉÌɯÊÈÓÓÌËɯÛÏÈÛȱÐÛɯÞÈÚɯÈÓÓɯÔÈÎÐÊÈÓȭɂ129 West was energized by 

ÞÏÈÛɯÚÏÌɯÚÈÞɯÐÕɯ"ÜÉÈɯÍÙÖÔɯÛÏÌɯÔÖÔÌÕÛɯÚÏÌɯÈÙÙÐÝÌËȭɯɁ(ɯÍÌÓÛɯÈɯÊÖÕÕÌÊÛÐÖÕɯÐÕɯÛÏÌɯÚÛÙÖÕÎÌÚÛɯ

ÞÈàȮɂɯÚÏÌɯÛÖÓËɯÈɯÞÙÐÛÌÙɯÍÖÙɯÛÏÌɯSan Francisco Chronicle, who reviewed  her exhibition, 

Ɂ,ÐÓÓàɯ6ÌÚÛȯɯ"ÜÉÈɯÍÖÙɯ*ÌÌ×ÚȮɂɯ*ÙÖÞÚÞÖÙÒɯ&ÈÓÓÌÙàɯÐÕɯ.ÈÒÓÈÕËȮɯ"ÈÓÐÍÖÙÕÐÈɯÐÕɯƖƔƕƗȭɯ3ÏÌɯ

exhibition was accompanied by a book titled Cuba for KeepsȮɯËÌÚÐÎÕÌËɯÉàɯ6ÌÚÛɀÚɯ

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:  Ɂ,ÐÓÓàɯ6ÌÚÛɀÚɯ/ÏÖÛÖÎÙÈ×ÏÚɯÖÍɯ"ÜÉÈɯÈÛɯ2ȭ%ȭɯ&ÈÓÓÌÙàȮɂɯSan 

Francisco Chronicle  (December 4, 2013). Notes provided by Milly West in March 2014.  
129 Notes from interview of West by for San Francisco Chronicle from 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 1995-1996 application for a Guggenheim fellowship, she related 

×ÖÝÌÙÛàɯÐÕɯÛÏÌɯ#ÌÓÛÈɯÛÖɯÊÖÓÖÙȮɯÖÉÚÌÙÝÐÕÎɯÛÏÈÛȮɯɁÚÖÔÌÛÐÔÌÚɯÛÏÌɯ×ÖÖÙÌÚÛɯ×ÌÖ×ÓÌɯÐÕɯÛÏÌɯÞÖÙÓËɯ

are the most colorful in temperamenÛɯÈÚɯÞÌÓÓɯÈÚɯËÙÌÚÚȭɂɯ2ÏÌɯÊÖÕÛÐÕÜÌËȯɯɁ(ÕɯÍÈÊÛȮɯÐÛɯÐÚɯÖÍÛÌÕɯ

the color that attracts me to them in the first place ɬ bright clothes on a line, hot green 

×ÈÕÛÚȮɯ×ÐÕÒɯÖÙɯ×ÜÙ×ÓÌɯÞÈÓÓÚȭɯ(ÛɀÚɯÈɯÚÐÎÕɯÛÏÈÛɯÛÏÌÙÌɀÚɯÔÖÙÌɯÛÏÌÙÌȭɯ(ÛɀÚɯÈÓÔÖÚÛɯÕÌÝÌÙɯÈɯÍÈÓÚÌɯ

ÚÐÎÕȭɂ130 

  WestɀÚɯÊÖÔÔÌÕÛÚɯÙÌÍÓÌÊÛɯÈɯÉÌÓÐÌÍɯÐÕɯÛÏÌɯÈÓÔÖÚÛɯÛÈÓÐÚÔÈÕÐÊɯ×ÖÞÌÙɯÖÍɯÊÖÓÖÙɯɬ 

 it s ability to draw the photographer mystically to her subject. West has thought 

ÊÈÙÌÍÜÓÓàɯÈÉÖÜÛɯÛÏÌɯËÐÍÍÌÙÌÕÊÌÚɯÉÌÛÞÌÌÕɯÛÏÌɯÜÚÌÚɯÖÍɯÊÖÓÖÙɯÐÕɯ"ÜÉÈɯÈÕËɯÐÕɯÛÏÌɯ#ÌÓÛÈȭɯɁ(Õɯ

Cuba, the use of 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, I 

think, like I am hereȭɂ131 

  As she was coming into her own as a photographer, long before she went to 

                                                      

130 Milly West Guggenheim application, 1995 or 1996. 
131 -ÖÛÌÚɯÍÖÙɯÈÙÛÐÊÓÌɯÉàɯ-ÐÙÔÈÓÈɯ-ÈÛÈÙÈÑȮɯɁ,ÐÓÓàɯ6ÌÚÛɀÚɯ/ÏÖÛÖÎÙÈ×ÏÚɯÖÍɯ"ÜÉÈɯÈÛɯ2ȭ%ȭɯ&ÈÓÓÌÙàȮɂɯÐÕɯÛÏÌɯSan 

Francisco Chronicle. Notes 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 

×ÏÖÛÖÎÙÈ×ÏÌÙȭɯɁ3ÏÌÙÌɯÐÚɯÚÖÔÌÛÏÐÕÎɯÛÖɯÉÌɯÚÈÐËɯÍÖÙɯÛÙÜÚÛÐÕÎɯàÖÜÙɯÚÜÙÙÖÜÕËÐÕÎÚȮɂɯ6ÌÚÛɯtold 

ÐÕÛÌÙÝÐÌÞÌÙɯ"ÈÛÏÌÙÐÕÌɯ*ÐÙÒɯÍÙÖÔɯ#ÌÓÛÈɯ2ÛÈÛÌɯ4ÕÐÝÌÙÚÐÛàȭɯɁ(Íɯ(ɯÞÈÚɯÌÝÌÙɯÈÍÙÈÐËɯÖÍɯÎÖÐÕÎɯ

ÐÕÛÖɯÈÕàɯ×ÓÈÊÌȮɯÛÏÌÕɯÔàɯÞÖÙÒɯÞÖÜÓËɯÚÜÍÍÌÙȭɂɯ ÚɯÈɯ×ÏÖÛÖÎÙÈ×ÏÌÙȮɯ6ÌÚÛɯÏÈÚɯÈÓÞÈàÚɯÉÌÌÕɯ

ÍÜÌÓÌËɯÉàɯÊÜÙÐÖÚÐÛàȮɯÈÚÒÐÕÎɯØÜÌÚÛÐÖÕÚɯÓÐÒÌȯɯɁ6ÏÈÛɯÓÐÌÚɯÉÌàÖÕËɯÛÏÌɯËÖÖÙɯÖÍɯÛÏÌɯÏÖmes, the 

ÛÌÕÌÔÌÕÛɯÏÖÜÚÌÚȮɯÈÕËɯÐÕɯÛÏÌɯÑÜÒÌɯÑÖÐÕÛÚȳɂ132 

  6ÌÚÛɀÚɯÌÕÌÙÎàɯÐÚɯÐÕÚ×ÐÙÌËɯÕÖÛɯÑÜÚÛɯÉàɯÛÏÌɯ×ÙÖÊÌÚÚɯÖÍɯ×ÏÖÛÖÎÙÈ×ÏàɯÉÜÛɯÛÏÌɯɁÓÖÝÌɯ

and wonderment of the people who grac iously let me in. For example, every time I went 

to Clarksdale, nothing was forced or planned, but the resulting images were the best I 

ÌÝÌÙɯÛÖÖÒȭɂ133  

  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 ɬ 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. 
133 2011 email from West to author. 
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  6ÌÚÛɀÚɯÎÐÝÌÕɯÕÈÔÌɯÞÈÚɯ,ÐÓËÙÌËɯ/ÖÓÒɯ+ÌÞÐÚȭɯ2ÏÌɯÞÈÚɯÉÖÙÕɯÐÕɯ,ÌÔ×ÏÐÚɯÞÏÐÓÌɯÏÌÙɯ

ÍÈÔÐÓàɯÞÈÚɯÓÐÝÐÕÎɯÐÕɯ2ÜÕÍÓÖÞÌÙȮɯÞÏÌÙÌɯÏÌÙɯÔÖÛÏÌÙɯÉÌÊÈÔÌɯÈɯÞÐËÖÞɯÈÛɯÈÎÌɯƖƝȭɯ6ÌÚÛɀÚɯ

father, whose family came from Rosedale, Mississippi, died of a heart attack when she 

ÞÈÚɯÛÞÖɯàÌÈÙÚɯÖÓËȭɯ6ÌÚÛɀÚɯÎÙÈÕËÍÈÛÏÌÙɯÖÕɯÏÌÙɯÔÖÛÏÌÙɀÚɯÚÐËÌɯÞÈÚɯÈɯÊÖÛÛÖÕɯÉÙÖÒÌÙɯÈÕËɯÏÌÙɯ

paternal grandmother and uncle owned a drugstore in Rosedale called Lewis Drug 

Store. She learned a lot about Southern culture theÙÌȭɯɁ3ÏÌɯÊÏÐÓËÙÌÕɯÞÏÖɯÊÈÔÌɯÐÕɯÍÖÙɯÐÊÌɯ

cream ɬ black and white ɬ ÞÌÙÌɯÍÙÖÔɯËÐÍÍÌÙÌÕÛɯÞÖÙÓËÚȮɂɯ6ÌÚÛɯÛÖÓËɯ"ÈÛÏÌÙÐÕÌɯ*ÐÙÒȭ134 

  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 sÖɯÛÏÈÛɯ6ÌÚÛɀÚɯÔÖÛÏÌÙɯ

could attend pharmacy school at the University of Mississippi. West was an adolescent ɬ 

an eighth grader ɬ 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 

ÞÌÙÌɯ6ÌÚÛɀÚɯɁÞÌÓÊÖÔÐÕÎɯÊÖÔÔÐÛÛÌÌȮɂɯÞÙÐÛÌÙɯ&ary Bridgman recounted in a 2000 

interview with West for Memphis Magazine ɬ troops stopped the family on their way into 

                                                      

134 Notes for iÕÛÌÙÝÐÌÞɯÞÐÛÏɯ"ÈÛÏÌÙÐÕÌɯ*ÐÙÒɯÍÖÙɯ#ÌÓÛÈɯ2ÛÈÛÌɯ4ÕÐÝÌÙÚÐÛàɯÌßÏÐÉÐÛÐÖÕȮɯɁ"ÜÉÈɯÍÖÙɯ*ÌÌ×Úȭɂ 

Ɂ#ÌÓÛÈÚÛÈÛÌȭÌËÜȮɯɁ"ÜÉÈÕɯ×ÏÖÛÖÎÙÈ×Ïàɯ"ÖÔÌÚɯÛÖɯ%ÐÌÓËÐÕÎɯ6ÙÐÎÏÛȭɂɯ%ÌÉÙÜÈÙàɯƖƚȮɯƖƔƕƘȭɯ

https://www.deltastate.edu/news -and-events/cuban-photography -comes-to-fielding -wright/ . Notes 

provided to author by Milly West.  

https://www.deltastate.edu/news-and-events/cuban-photography-comes-to-fielding-wright/
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town and searched the car. Just one month later, the Cuban missile crisis unfolded and 

ɁÛÏÌɯÞÖÙÓËɯÍÖÜÕËɯÐÛÚÌÓÍɯÖÕɯÛÏÌɯÉÙÐÕÒɯÖÍɯÕÜÊÓÌÈÙɯ rmageddon as the U.S. and the U.S.S.R. 

each waited for each other to blinÒɯÖÝÌÙɯÛÏÌɯ2ÖÝÐÌÛɀÚɯ×ÓÈÊÌÔÌÕÛɯÖÍ medium -range 

ÉÈÓÓÐÚÛÐÊɯÔÐÚÚÐÓÌÚɯÖÕɯ"ÜÉÈÕɯÚÖÐÓȭɂ135 The magazine was featuring her work on 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 ÞÈÚÕɀÛɯ

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 

ÉÓÈÊÒɯÎÐÙÓÚɯÖÕÌɯËÈàȯɯɁ(ɯÛÏÖÜÎÏÛɯÐÛɯÞÈÚɯÎÖÐÕÎɯÛÖɯÉÌɯÖȭÒȭȮɯÉÜÛɯÐÛɯÞÈÚÕɀÛȭɯ(ɯÞÈÚɯÖÜÛɯÖÍɯÔàɯ

mind with wondering what would happen if someone saw me. My teeth began to 

chatter, my knees were literally shaking, and I could hardly speak to them to tell them 

ÞÏÌÙÌɯÛÖɯÎÖȭɯ2ÜÙÌÓàȮɯÛÏÌàɯÍÌÓÛɯÔàɯÍÌÈÙɯÈÕËɯÛÏÈÛɯÔÈËÌɯÐÛɯÞÖÙÚÌȭɂɯ3ÏÌɯÌß×ÌÙÐÌÕÊÌɯÖÍɯËÙÐÝÐÕÎɯ

home with the girls and being afraid someone would recognize her and be angry with 

                                                      

135 &ÈÙàɯ!ÙÐËÎÔÈÕȮɯɁ2ÏÖÖÛÐÕÎɯÛÏÌɯ1ÌÝÖÓÜÛÐÖÕȯɯ"ÜÉÈÕɯ/ÏÖÛÖÚɯ%ÐÕËɯÈÕɯ4ÕÓÐÒÌÓàɯ/ÖÙÛɯÖÍɯ$ÕÛÙàɯÐÕɯ.ßÍÖÙËȮɂɯ

Memphis Magazine, June 2000. 
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ÏÌÙɯɁÎÈÝÌɯÏÌÙɯ×ÌÙÔÐÚÚÐÖÕɯÖÙɯÚÛÙÌÕÎÛÏɯÕÖÛɯÛÖɯÉÌɯÈÍÙÈÐËɯÚÖɯÔÈÕàɯàÌÈÙÚɯÓÈÛÌÙɯÈÚɯ(ɯÞÈÓÒÌËɯ

ËÖÞÕɯÛÏÌɯÚÛÙÌÌÛÚɯÈÕËɯÈÓÓÌàÚɯÖÍɯ"ÓÈÙÒÚËÈÓÌɯÈÚɯÈɯ×ÏÖÛÖÎÙÈ×ÏÌÙȭɂ136 

   West graduated from the University of Mississippi with a BA in English and 

2×ÌÌÊÏɯÈÕËɯ3ÏÌÈÛÌÙȭɯɁ(ɯÚÛÈÙÛÌd photography in college while I was taking courses in 

journalism. My mother had a little Brownie and often took photos of us. I always felt 

ÊÖÔÍÖÙÛÈÉÓÌɯÞÐÛÏɯÛÏÌɯÊÈÔÌÙÈɯÈÕËɯÏÈËɯÎÙÌÈÛɯÍÜÕɯÐÕɯÛÏÌɯËÈÙÒÙÖÖÔȭɂ137 

  After traveling to Colorado, she and her husband  settled in Oxford. In 1984, West 

began a job recruiting blood donors for Mississippi Blood Services. 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 Mississippi Institute of Arts and Letters 

photography award for her Southern Heritage Collection. In 2014, she won the 

(ÕÚÛÐÛÜÛÌɀÚɯ×ÏÖÛÖÎÙÈ×ÏàɯÈÞÈÙËɯÍÖÙɯÏÌÙɯ"ÜÉÈÕɯÐÔÈÎÌÚɯÈÕËɯÉÖÖÒɯCuba for Keeps. 

  %ÖÜÙɯÖÍɯ6ÌÚÛɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÙÌɯÖÞÕÌËɯÉàɯÛÏÌɯ.ÎËÌÕɯ,ÜÚÌÜÔɯÖÍɯSouthern Art in 

New Orleans. One is the photograph titled Schwerner, Chaney, and Goodman, which West 

ÔÈËÌɯÈÛɯ ÈÙÖÕɯ'ÌÕÙàɀÚɯËÙÜÎÚÛÖÙÌɯÐÕɯƕƝƜƗ (figure 48). Henry was for many years the 

leader of the NAACP in Mississippi, served in the state legislature ɬ in the House of 

Representatives ɬ from 1979-1996. 

                                                      

136 Artist statement by Milly West.  
137 2014 email 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 

%!(ɯ×ÜÛɯÖÜÛɯÞÏÌÕɯÛÏÌɯÔÌÕɯÞÌÕÛɯÔÐÚÚÐÕÎȭɯɁ ÈÙÖÕɯ'ÌÕÙàɯgot blow -ups of the 

×ÏÖÛÖÎÙÈ×ÏÚɯÈÕËɯ×ÜÛɯÛÏÌÔɯÜ×ɯÛÏÌÙÌɯÍÖÙɯÌÝÌÙàÖÕÌɯÛÖɯÚÌÌȮɯÛÖɯÙÌÔÌÔÉÌÙȮɂɯ6ÌÚÛɯÚÜÙÔÐÚÌËȭ 

  6ÌÚÛɀÚɯ×ÏÖÛÖÎÙÈ×ÏɯÊÖÕÛÙÈÚÛÚɯÛÏÌɯ%!(ɯÐÔÈÎÌÚɯÞÐÛÏɯÛÏÌɯÔÜÕËÈÕÌɯÊÖÕÚÜÔÌÙɯ

products of everyday life ɬ batteries, Saltines, Lectric Shave, Afro Sheen, and other drug 

ÚÛÖÙÌɯÐÛÌÔÚȭɯ6ÌÚÛɯÙÌÊÈÓÓÚɯÏÌÙɯÌß×ÌÙÐÌÕÊÌɯÔÈÒÐÕÎɯÛÏÌɯ×ÏÖÛÖÎÙÈ×ÏȯɯɁ'ÌÙÌɯÐÛɯÞÈÚȮɯƕƝƜƗȭɯ(ɯ

ÞÈÚɯÞÈÓÒÐÕÎɯÈÙÖÜÕËɯ"ÓÈÙÒÚËÈÓÌȮɯÛÏÐÕÒÐÕÎɯÖÍɯÔàÚÌÓÍɯÈÚɯÈɯ×ÐÌËɯ×Ð×ÌÙȱÛÏÌÙÌɯÞÌÙÌɯÛÏÙÌÌɯ

little kids with me who had just started walking with me to take photos. We a ll sat down 

at the fountain. What I told Aaron Henry that day was that I admired him for keeping 

those photos there so people would remember what happened. Those kids I was with 

had no idea who those three men were, but at least they saw their faces and something 

ÔÐÎÏÛɯÏÈÝÌɯÙÌÎÐÚÛÌÙÌËȮɯÌÝÌÕɯÐÍɯÐÛɯÊÈÔÌɯàÌÈÙÚɯÓÈÛÌÙȭɂɯ6ÌÚÛɯ×ÖÐÕÛÚɯÖÜÛɯÛÏÈÛɯÚÏÌɯÞÈÚɯÈɯàÖÜÕÎɯ

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 

ÖÕɯÛÏÌɯÚÛÙÌÌÛÚȭɯɁ3ÐÔÌÚɯÏÈËɯÊÏÈÕÎÌËɯÈÕËɯ(ɯÏÈËɯÊÏÈÕÎÌËɯÔÖÙÌȱ,àɯÛÈÒÐÕÎɯÛÏÈÛɯ×ÏÖÛÖɯÐÚɯÈɯ

ÔÌÔÖÙàɯÛÏÈÛɯÚÛÈàÚɯÞÐÛÏɯÔÌȭɂ138 

  In another one ÖÍɯÏÌÙɯ×ÏÖÛÖÎÙÈ×ÏÚȮɯɁ/ÈÜÓÌÛÛÌɯÈÛɯ'ÌÙɯ,ÐÙÙÖÙȮɂɯÈ woman named 

                                                      

138 2014 email from Milly West to author.  
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Paulette stands in front of a mirror (figure  45).  Paulette was a bartender in Clarksdale. 

3ÏÌɯÝÐÌÞÌÙɯÐÚɯ×ÖÚÐÛÐÖÕÌËɯÈÛɯ/ÈÜÓÌÛÛÌɀÚɯÉÈÊÒȮɯÞÏÐÊÏɯÐÚɯ×ÈÙÛÓàɯÊÈÚÛɯÐÕɯÚÏÈËÖÞÚȭɯ/ÈÜÓÌÛÛÌ is 

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 

ÌÈÙÙÐÕÎȭɯɯ/ÈÜÓÌÛÛÌɀÚɯÔÐÙÙÖÙɯÐÚɯ×ÈÙÛɯÖÍɯÈɯÝÈÕÐÛàɯÊÖÝÌÙÌËɯÞÐÛÏɯÍÈÉÙÐÊÚɯÈÕËɯÉÖÛÛÓÌÚɯÈÕËɯÖÛÏÌÙɯ

items bathed in dusky light. The mirror, embellished with scalloping and rounded 

edges, and seems to mimic  PaulettÌɀÚɯÍÐÎÜÙÌ. Paulette is looking at her reflection in the 

mirror as she puts the finishing touches on her outfit. Thus the viewer has the sensation 

ÖÍɯÉÌÐÕÎɯÈɯÝÖàÌÜÙȮɯÈÚɯÛÏÌɯ.ÙÐÌÕÛÈÓÐÚÛɯ×ÈÐÕÛÐÕÎÚɯÖÍɯ.ËÈÓÐÚØÜÌÚȭɯ6ÌÚÛɯÞÖÕɯȿ!ÌÚÛɯÐÕɯ2ÏÖÞȮɀɯ

when she entered this photograph in the 1984 Arts in the Park in Memphis.  

  +àÕÕÌȮɯÈɯÊÏÈÙÈÊÛÌÙɯÐÕɯ ÓÐÊÌɯ6ÈÓÒÌÙɀÚɯƕƝƛƚɯÕÖÝÌÓɯMeridian shares Imes and Milly 

6ÌÚÛɀÚɯÍÈÚÊÐÕÈÛÐÖÕɯÞÐÛÏɯÉÓÈÊÒɯÞÖÙÒÐÕÎɯÊÓÈÚÚɯÚÜÉÑÌÊÛÚȭɯ+àÕÕÌɯÐÚɯÈɯ)ÌÞÐÚÏɯÊÐÝÐÓɯÙÐÎÏÛÚɯ

worker from the suburbs of the No rth who marries a black civil rights worker and 

ÌÕÑÖàÚɯ×ÏÖÛÖÎÙÈ×ÏÐÕÎɯÉÓÈÊÒɯÞÖÙÒÐÕÎɯÊÓÈÚÚɯÚÖÜÛÏÌÙÕÌÙÚȭɯɁ3Öɯ+àÕÕÌȮɯÛÏÌɯÉÓÈÊÒɯ×ÌÖ×ÓÌɯÖÍɯ

ÛÏÌɯ2ÖÜÛÏɯÞÌÙÌɯ ÙÛȮɂɯÛÏÌɯÕÈÙÙÈÛÖÙɯÖÍɯMeridian ÖÉÚÌÙÝÌÚȭɯɁ3ÏÐÚɯÚÏÌɯÉÌÎÎÌËɯÍÖÙÎÐÝÌÕÌÚÚɯÍÖÙɯ

and tried to hide, but it was no uÚÌȭɂ139  

  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 that were segregated or began 

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 camera was a way to enter this world. West says her mother was a 

Ɂ×ÙÖËÜÊÛ ÖÍɯÛÏÌÐÙɯÛÐÔÌȮɂɯÞÏÖɯÜÚÌËɯÞÖÙËÚɯÓÐÒÌɯɁÊÖÓÖÙÌËɂɯÈÕËɯɁ-ÌÎÙÈ.ɂ140 She had to 

shake off many of these beliefs and preconceptions as she transitioned to  adulthood:  

Ɂ6ÌɯÔÈÒÌɯÚÖɯÔÈÕàɯÔÐÚÛÈÒÌÚɯÞÏÌÕɯÞÌɯÈÙÌɯàÖÜÕÎɯÉÈÚÌËɯÐÛɯÚÌÌÔÚɯÖÕɯÛÏÌɯÜÕÑÜÚÛɯ×ÙÌÑÜËÐÊÌÚɯ

of our elders, our parents, and the culture that taught them to be careful and socially 

ÚÜ×ÌÙÐÖÙȭɯ(ɯÏÖ×Ìɯ(ɯÏÈÝÌɯÕÖÛɯÛÈÜÎÏÛɯÔàɯÊÏÐÓËÙÌÕɯÛÏÌÚÌɯÓÌÚÚÖÕÚȭɂ141  

  Imes grew up in an influential family in Columbus  with African American 

people working in his household . Ɂ3ÏÌÙÌɯÞÈÚ a woman that cooked and her daughter 

ÞÏÖɯÏÌÓ×ÌËɯÔàɯÔÖÛÏÌÙɯÞÐÛÏɯÛÏÌɯÏÖÜÚÌɯÈÕËɯÓÈÛÌÙɯÏÌÙɯÚÖÕȮɯÞÏÖÔɯÞÌɯÊÏÐÓËÙÌÕɯÐËÖÓÐáÌËȮɂɯ

Imes said.142 He suggests that there is an interconnected 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 

                                                      

140 (ÕɯÈɯƖƔƕƕɯÌÔÈÐÓȮɯ6ÌÚÛɯÚÈÐËȯɯɁ,ÈÔÈɯÞÈÚɯÈɯ×ÙÖËÜÊÛɯÖÍɯÏÌÙɯÛÐÔÌȭɯ3ÏÌɯÞÖÙËÚɯÞÌÕÛɯÍÙÖÔɯ"ÖÓÖÙÌËȮɯÛÖɯ-ÌÎÙÈȮɯÛÖɯ

finally, Black. Sometimes she let on that she knew things were unjust, but she still played the role of the 

ÞÏÐÛÌɯÜ××ÌÙÊÓÈÚÚȮɯÌÝÌÕɯÛÏÖÜÎÏɯÞÌɯÞÌÙÌɯÕÖÛɯÙÐÊÏɯÈÕËɯÕÖÛɯÚÖÊÐÌÛàɯ×ÌÖ×ÓÌȭɂɯ2ÏÌɯÙÌÊÈÓÓÌËɯÈɯÛÐÔÌɯÞÏÌÕɯÚÏÌɯÞas 

sitting with a Mexican friend, a boy, outside her house in Greenwood:  Ɂ6ÌɯÚÈÛɯÖÕɯÛÏÌɯ×ÖÙÊÏɯÈÕËɯwere still 

there when Mama came home. After he left, she put a stop to that.ɂ 
141 2011 email interview with Milly West.  
142 Birney Imes, Partial to Home, 9. 
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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 

ÞÏÐÛÌɯÊÏÐÓËɯÖÕɯÈɯ×ÖÙÊÏɯÞÐÛÏɯÈɯÉÓÈÊÒɯÞÖÔÈÕɀÚɯÏÈÕËȮɯÈÙÔȮɯÉÙÌÈÚÛɯɬ essentially half of her 

body ɬ reaching down could have been him (figure  49). That the two figures are 

standing on a porch is important ɬ the porch is a liminal zone between the private, 

ËÖÔÌÚÛÐÊɯÚ×ÏÌÙÌɯÈÕËɯÛÏÌɯÞÖÙÓËɯÈÛɯÓÈÙÎÌȭɯ(ÛɯÐÚɯɁÕÌÐÛÏÌÙɯÏÌÙÌɯÕÖÙɯÛÏÌÙÌȭɂɯ/ÖÚÐÛÐÖÕÐÕÎɯÛÏÐÚɯ

interracial exchange ɬ a special kind of relationship between white children and adult 

caregivers ɬ on a porch is fitting si nce these relationships are neither here nor there ɬ 

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 Times in 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 guiÓÛȭɯ$ÝÌÕɯÚÖȮɯÚÏÌɯɁÕÌÝÌÙɯÛÏÖÜÎÏÛɯÛÏÌÙÌɯÞÈÚɯÈÕàÛÏÐÕÎɯ

politically incorrect about my love for Terry, or Ettie, or Mavis. Nor was I deluded in my 

ÉÌÓÐÌÍɯÛÏÈÛɯÛÏÌɯÍÌÌÓÐÕÎÚɯÞÌÙÌɯÔÜÛÜÈÓȭɂ143 6ÐÓÓÐÈÔɯ$ÎÎÓÌÚÛÖÕɀÚɯÊÖusin, Maude Schuyler 

                                                      

143  ÓÌßÈÕËÙÈɯ2ÛàÙÖÕȮɯɁ.×ÐÕÐÖÕȯɯ3ÏÖÜÎÏÛÚɯÖÕɯ%ÈÛÏÌÙÚɯÈÕËɯ%ÈÔÐÓÐÌÚȮɂɯNew York Times, June 16, 2012, accessed 

September 18, 2012, http://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 a photograph ɬ  Emma and Schuyler, 1992 ɬ  that epitomizes this mystique, as it 

ÛÙÈÕÚÍÖÙÔÚɯ"ÓÈàɀÚɯÏÖÜÚÌɯÔÈÐËȮɯ$ÔÔÈȮɯÐÕÛÖɯÈÕɯÈÕÎÌÓɯÏÖÝÌÙÐÕÎɯÈÉÖÝÌɯÈɯÛÈÕÛÙÜÔÐÕÎɯÊÏÐÓËɯ

ȹ"ÓÈàɀÚɯÚÖÕȮɯ2ÊÏÜàÓÌÙȺɯȹÍÐÎÜÙÌ 50). 

  (ÔÌÚɀÚɯÍÈÔÐÓàɯÏÐÚÛÖÙàɯÐÕɯ"ÖÓÜÔÉÜÚɯÐÚɯÔÜÊÏɯÔÖÙÌɯÐÕɯÒÌÌ×ÐÕÎɯÞÐÛÏɯÛÙÐÜÔ×ÏÈÓÐÚÛ 

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 I II)  was born into 

an important family ȭɯ(ÔÌÚɯ(((ɀÚɯÎÙÈÕËÍÈÛÏÌÙɯȮɯ5ÐÕÛÖÕɯ!ÐÙÕÌàɯ(ÔÌÚȮɯ2ÙȭɯȹƕƜƜƝ-1947) was 

born in Gloster, M ississippi, 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 Dispatch and merged it with another local paper, The Columbus Commercial, 

creating The Commercial Dispatch in 1922.145 The ÊÐÛàɀÚɯ×È×ÌÙɯÖÍɯÙÌÊÖÙËȮɯÛÏÌɯDispatch now 

covers the neighboring cities of Starkville and West Point, and became a daily in 1926.146  

 When Birney Imes Sr. died in 1947, his son, Birney Imes Jr. (the photogra×ÏÌÙɀÚ 

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, 

ImesȮɯ)ÙȭɯÈÓÚÖɯÉÖÜÎÏÛɯÈÕËɯÚÖÓËɯÛÐÔÉÌÙÓÈÕËȭɯɁ'ÌɯÐÕherited some money, but he made so 

                                                      

144 http://www.cdispatch.com/about/  
145 Sylvia Higginbotham, Time Passages: A Look Back at the Life and Times of Birney Imes, Jr. (Columbus, MS: 

Parlance Publishing, 2003), 1. 
146 Higginbotham, 1.  
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ÔÜÊÏɯÔÖÙÌȮɂɯÚÈÐËɯÏÐÚɯÍÙÐÌÕËɯ)ÈÒÌɯ/ÙÖ×ÚÛȭɯɁ'ÌɯÑÜÚÛɯÚÖÙÛɯÖÍɯÉÓÖÚÚÖÔÌËɯÔÖÕÌàɯÖÜÛȭɯ'ÌɯÞÈÚɯ

ÈɯÉÙÐÓÓÐÈÕÛɯÉÜÚÐÕÌÚÚÔÈÕȭɯ(ɯÎÜÌÚÚɯÏÌɯÎÖÛɯÐÛɯÍÙÖÔɯÏÐÚɯ×ÈÙÌÕÛÚȭɂ147  Imes Jr. also became 

involved  in politics, and was a delegate to the Democratic Convention in 1956.148 He 

was, moreover, a loyal  southerner. He loved animals, especially dogs.149 During his 

leisure time, he enjoyed hunting duck, pheasant and quail.   He was king of the 

"ÖÓÜÔÉÜÚɀÚɯÈnnual pilgrimage and pageant ball in 1958.150   

  A  1957 column for the Dispatch stated that the hoopskirts and antebellum houses 

ÖÍɯÛÏÌɯ/ÐÓÎÙÐÔÈÎÌɯɁÙÌ×ÙÌÚÌÕÛ a side of the South now being pushed to the background 

ÍÖÙɯËÐÚÛÖÙÛÌËɯÝÐÌÞÚȱÛÏÖÚÌɯÎÙÈÊÐÖÜÚɯÓÈËÐÌÚɯÈÕd gentlemen are the ones who compiled the 

wealth of the nation and formed traditions which have made the United States the 

ÓÌÈËÐÕÎɯ×ÖÞÌÙɯÖÍɯÛÏÌɯÞÖÙÓËȱ3ÏÌÙÌɯÐÚɯÕÖɯÈ×ÖÓÖÎàɯÏÌÙÌɯÍÖÙɯÉÌÐÕÎɯ2ÖÜÛÏÌÙÕȭɂ151 Of 

EiseÕÏÖÞÌÙɀÚɯËÌÊÐÚÐÖÕɯÛÖɯÚÌÕË federal troops into Little  Rock, AK, to enforce school 

desegregation in 1957, a Dispatch editorial opined,  Ɂ3ÏÐÚɯÐÚɯÖÕÌɯÛÐÔÌɯÍederal will cannot 

                                                      

147 Higginbotham, 9 -10. 
148 The civil rights platform of the convention called for voting rights, equal employment, and the 

desegregation of public schools. IÕɯÙÌ×ÖÙÛÐÕÎɯÖÕɯÛÏÌɯÊÖÕÝÌÕÛÐÖÕȮɯ(ÔÌÚȮɯ2ÙȭɯÚÈÐËȯɯɁ3ÏÌɯ,ÐÚÚÐÚÚÐ××ÐɯËÌÓÌÎÈÛÐÖÕɯ

had a caucus in the afternoon and all we did was discuss the platform plank on civil rights. Nobody liked it 

ÉÜÛɯÞÌɯËÐËÕɀÛɯÝÖÛÌɯÖÕɯÐÛȮɂɯ ÜÎÜÚÛɯƕƚȮɯƕƝƙƚȮɯɁ"ÖÕÝÌÕÛÐÖÕɯ"È×ÌÙÚɂɯÉàɯ!ÐÙÕÌy Imes, Jr. reprinted in 

'ÐÎÎÐÕÉÖÛÏÈÔȮɯƙƖȭɯ(ÕɯÈÕÖÛÏÌÙɯÊÖÓÜÔÕȮɯÏÌɯÞÙÐÛÌÙÚȮɯɁ(ɯÉÌÓÐÌÝÌɯÖÜÙɯÍÖÓÒÚɯÛÖËÈàɯÈÙÌɯÕÖÛɯÔÜÊÏɯËÐÍÍÌÙÌÕÛȮɯ

fundamentally, from their kinfolks of another day who felt so strongly they were right that they died for 

ÛÏÌÐÙɯÉÌÓÐÌÍÚȱ(ɯÉÌÓÐÌÝÌɯÖÜÙɯ×ÌÖ×ÓÌɯÈÙÌɯÈÎÈÐÕɯÞÐÓÓÐÕÎɯÛÖɯ×ÈàɯÛÏÌɯ×ÙÐÊÌɯÍÖÙɯÛÏÌÐÙɯÐËÌÈÓÚɯÈÕËɯ×ÙÐÕÊÐ×ÓÌÚȮɂɯɁ!ÐÙÕÌàɯ

(ÔÌÚȮɯ)ÙȭȮɯɁ"ÖÕÝÌÕÛÐÖÕɯ"È×ÌÙÚȮɂɯØÜÖÛÌËɯÐÕɯ'ÐÎÎÐÕÉÖÛÏÈÔȮɯƙƖȭ 
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 shÖÜÓËɯÒÕÖÞɯÛÏÐÚɯÉàɯÕÖÞȭɂ152 In 

1950 (the year before his first son, Imes III ɬ the photographer ɬ 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 

ÖÕɯÈɯɁÓÖÜËɯÝÖÐÊÌɯÐÕɯÛÏÌɯÖ×ÌÙÈÛÐÖÕÚȭɯ3ÏÐÚɯÔÌÈÕÚɯÈɯÙÌÈÓɯËÈÕÎÌÙɯÐÕɯÛÏÌɯ2ÖÜÛÏȭɯ6ÌɯÊÈÕɀÛɯ

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 way w ÌɯÞÈÕÛɯÛÖȭɂ153   

  Imes Jr. was an acquaintance of Senator John C. Stennis and Senator James O. 

$ÈÚÛÓÈÕËȮɯÛÏÌɯÓÈÛÛÌÙɯÒÕÖÞÕɯÍÖÙɯÏÐÚɯÚÜ××ÖÙÛɯÖÍɯɁÚÛÈÛÌɀÚɯÙÐÎÏÛÚɂɯÈÕËɯÖ××ÖÚÐÛÐÖÕɯÛÖɯÛÏÌɯÊÐÝÐÓɯ

rights movement. 154  He was a close childhood friend of Jake Propst, whose father served 

as mayor of Columbus.155 Another friend, Bill Whitfield , ÙÌ×ÖÙÛÌËɯÛÏÈÛɯ(ÔÌÚɯ)ÙȭɯɁÓÖÝÌËɯ

ÎÖÖËɯÊÓÖÛÏÌÚɂɯÈÕËɯÞÈÚɯÈÓÞÈàÚɯɁÕÌÈÛȮɯÛÙÐÔȮɯÈÕËɯÞÌÓÓ-ÎÙÖÖÔÌËȱɂɯ ÚɯÏÌɯÉÌÊÈÔÌɯÔÖÙÌɯ

                                                      

152 'ÐÎÎÐÕÉÖÛÏÈÔȮɯƙƜȭɯ'ÐÎÎÐÕÉÖÛÏÈÔɯÞÙÐÛÌÚȯɯɁ3ÏÌɯÌËÐÛÖÙɯÞÈÚɯÙÐÎÏÛɯÈÉÖÜÛɯÛÏÌɯÓÈÞɀÚɯÕÖÛɯÚÛÐÊÒÐÕÎȮɯÍÖÙɯÌÝÌÕɯ

though the law has been enforced and integration of the schools has occurred, there are still separate school 

ËÐÚÛÙÐÊÛÚɯÐÕɯÛÏÌɯ2ÖÜÛÏɯÉÌÊÈÜÚÌɯÖÍɯÛÏÌɯ×ÙÖÓÐÍÌÙÈÛÐÖÕɯÖÍɯ×ÙÐÝÈÛÌɯÚÊÏÖÖÓÚȭɂ 
153 Higginbotham, 19.  
154 In a June 6, 1957 column, Birney Imes, Jr. wrote about visiting senators James O. Eastland and John C. 

2ÛÌÕÕÐÚȭɯ$ÈÚÛÓÈÕËɯÞÈÚɯÉÜÚàɯɁÚÏÈ×ÐÕÎɯÛÏÌɯÍÐÎÏÛɯÈÎÈÐÕÚÛɯÊÐÝÐÓɯÙÐÎÏÛÚɯ×ÙÖ×ÖÚÈÓÚȭɂɯ'ÌɯÈÓÚÖɯÚÈÐËɯÛÏÈÛɯÐÕɯ2ÌÕÈÛÖÙɯ

2ÛÌÕÕÐÚɀÚɯɁ×ÙÐÝÈÛÌɯÖÍÍÐÊÌɯÐÚɯÈɯÏÐÎÏÓàɯ×ÖÓÐÚÏed mahogany chair from the old Supreme Court Building marked, 

ȿ1ÌÚÌÙÝÌËɀȱ(ÛɯÞÈÚɯÌß×ÓÈÐÕÌËɯÛÏÈÛɯÛÏÌɯÊÏÈÐÙɯÞÈÚɯÍÖÙɯ,ÐÚÚÐÚÚÐ××ÐÈÕÚɯÞÏÖɯÕÌÝÌÙɯÎÌÛɯÛÖɯ6ÈÚÏÐÕÎÛÖÕȱ(ÛɯÚÌÙÝÌÚɯ

ÈÚɯÈɯÊÖÕÚÛÈÕÛɯÙÌÔÐÕËÌÙɯÍÖÙɯÛÏÌɯ2ÌÕÈÛÖÙȭɂ quoted in Higginbotham, 54.  
155 Higginbotham, 4.  
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ÚÜÊÊÌÚÚÍÜÓȮɯɁÏÌɯÏÈËɯÏÐÚɯÊÓÖÛÏÌÚɯÛÈÐÓÖÙÌËɯÐÕɯ+ÖÕËÖÕȮɯÞÏÌÕɯ×ÖÚÚÐÉÓÌȭɂ156 Imes Jr. spent his 

entire life in Columbus, except for the time he was at the Gulf Coast Military Academy 

ÈÕËɯɁÛÏÌɯÏÈÕËÍÜÓɯÖÍɯàÌÈÙÚɯÏÌɯÚ×ÌÕÛɯÈÛɯÛÏÌɯ4ÕÐÝÌÙÚÐÛàɯÖÍɯ ÓÈÉÈÔÈɯÈÕËɯ.ÓÌɯ,ÐÚÚȮɂɯ

according to a 2003 column by Imes III that was published ÈÍÛÌÙɯÏÐÚɯÍÈÛÏÌÙɀÚɯËeath. Imes 

(((ɀÚ ÍÈÛÏÌÙɯÕÌÝÌÙɯÎÙÈËÜÈÛÌËɯÍÙÖÔɯÌÐÛÏÌÙɯÐÕÚÛÐÛÜÛÐÖÕȭɯɁ1ÌÍÜÚÌËɯÛÖɯÎÌÛɯÖÜÛɯÖÍɯÉÌËɯÍÖÙɯÈɯ

2×ÈÕÐÚÏɯÌßÈÔȮɯÚÛÖÙàɯÏÈÚɯÐÛȮɂɯ(ÔÌÚ III  wrote in his column.  

  1ÖÎÌÙɯ+ÈÙÚÌÕȮɯÞÏÖɯÞÖÙÒÌËɯÈÛɯÖÕÌɯÖÍɯÛÏÌɯ(ÔÌÚȮɯ)ÙȭɀÚɯÚÛÈÛÐÖÕÚȮɯÞÙÖÛÌɯÛÏÈÛɯ(ÔÌÚɯ)Ùȭɯ

Ɂ×ÙÖÉÈÉÓàɯÏÈËɯÈɯgreater impact on Columbus than any other individual in the last half 

ÖÍɯÛÏÌɯÛÞÌÕÛÐÌÛÏɯÊÌÕÛÜÙàȱȭ ÊÛÜÈÓÓàɯÐÛɯÊÈÕɯÉÌɯÈÙÎÜÌËɯÛÏÈÛɯÏÌɯÈÕËɯÏÐÚɯÍÈÛÏÌÙɯÛÖÎÌÛÏÌÙɯÏÈËɯÈɯ

greater impact on the town than anyone else in the entire ÊÌÕÛÜÙàȱɂ157 Sylvia 

Higginbotham, who in  2003 ȹÛÏÌɯàÌÈÙɯÖÍɯ(ÔÌÚɯ)ÙȭɀÚɯËÌÈÛÏɯÈÛɯÈÎÌɯƜƝȺ published a book 

ËÖÊÜÔÌÕÛÐÕÎɯ(ÔÌÚɯ)ÙȭɀÚɯÓÐÍÌȮɯÚÈÐËɯÚÏÌɯÞÈÚɯÚÜÙ×ÙÐÚÌËɯÞÏÌÕȮɯÜ×ÖÕɯÔÖÝÐÕÎɯÛÖɯ"ÖÓÜÔÉÜÚɯÐÕɯ

ƕƝƜƕȮɯɯÚÏÌɯÍÖÜÕËɯɁÞÏÈÛɯ(ɯÊÈÓÓÌËɯÈɯȿÔÌËÐÈɯÔÖÎÜÓɀɯÞÈÓÒÐÕÎɯÛÏÌɯÚÛÙÌÌÛÚɯÖÍɯÈɯÚÔÈÓÓɯ2ÖÜÛÏÌÙÕɯ

town, passing the tÐÔÌɯÖÍɯËÈàɯÞÐÛÏɯ×ÌÖ×ÓÌɯÏÌɯÔÌÛȭɂ158 2ÏÌɯËÌÚÊÙÐÉÌËɯÏÐÔɯÈÚɯÈɯɁÞÌÓÓ-

dressed, articulate, gray-haired gentleman who apparently paid no mind to the position 

                                                      

156 Higginbotham, 4. Like his father, Imes  III  seemed to have enjoyed wearing good clothes in high school. 

'ÌɯÞÈÚɯÝÖÛÌËɯɁÉÌÚÛɯÎÙÖÖÔÌËɂɯÐÕɯÛÏÌɯƕƝƚƜɯàÌÈÙÉÖÖÒȭɯ'Ìɯ×ÓÈàÌËɯÍÖÖÛÉÈÓÓȮɯÙÈÕɯÛÙÈÊÒȮɯÞÈÚɯÈɯÔÌÔÉÌÙɯÖÍɯÛÏÌɯ*Ìàɯ

Club, and served as class president his sophomore year. 
157 1ÖÎÌÙɯ+ÈÙÚÌÕȮɯɁ!ÐÙÕÌàɯ(ÔÌÚȮɯ)ÙȭɯÈÕËɯ(ÔÌÚÛÖÞÕɯɬ  ɯ+ÖÖÒɯ!ÈÊÒȯɯ/ÈÙÛɯ(ȮɂɯThe Commercial Dispatch, April 3, 

2003.  
158 Higginbotham, Time Passages, ii. Higginbotham. Higginbotham admitted that her definition of media 

ÔÖÎÜÓɯÈÛɯÛÏÈÛɯÛÐÔÌɯÞÈÚɯɁÈÕàÖÕÌɯÞÏÖɯÖwned more than one television station and also had print and radio 

ÐÕÛÌÙÌÚÛÚȭɂ 
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ÛÏÈÛɯÏÌɯÊÖÜÓËɯÏÈÝÌɯÊÓÈÐÔÌËɯÈÚɯÛÏÌɯ×ÜÉÓÐÚÏÌÙɯÖÍɯÛÏÌɯÖÕÓàɯËÈÐÓàɯÕÌÞÚ×È×ÌÙɯÐÕɯÛÖÞÕȭɂ159 

  A 1971 exchange between an anonymous letter writer and the Dispatch editorial 

staff indicates (ÔÌÚɯ)ÙȭɀÚ views on segregation. The letter writer, calling himself 

Ɂ/ÜÉÓÐÜÚȮɂɯÈÚÒÌËɯÐÍɯÏÐÚɯÕÈÔÌɯÊÖÜÓËɯÉÌɯÞÐÛÏÏÌÓËɯÉÌÊÈÜÚÌɯÏÌɯËÐËÕɀÛɯÞÈÕÛɯÛÖɯÐÕÝÖÓÝÌɯÏÐÚɯ

parents, who disagreed wi th his point of view.  He worried that southern publics were 

ÕÖÛɯÎÌÛÛÐÕÎɯÛÙÜÛÏÍÜÓɯÑÖÜÙÕÈÓÐÚÔȯɯɁ3ÏÌɯÎÙÌÈÛɯËÈÕÎÌÙɯÐÕɯÛÏÌɯ2ÖÜÛÏɯÏÈÚɯÊÖÔÌɯ×ÙÌÊÐÚÌÓàɯÍÙÖÔɯ

the fact that the public is not informed. Newspapers have notoriously shirked their 

editorial responsibilit ÐÌÚɯÈÕËɯÏÈÝÌɯ×ÙÐÕÛÌËɯÞÏÈÛɯÛÏÌàɯÛÏÖÜÎÏÛɯÛÏÌÐÙɯÙÌÈËÌÙÚɯÞÈÕÛÌËȱȭ(Õɯ

addition, most have adhered to the long standing conspiracy of silence about anything 

rÌÔÖÛÌÓàɯÍÈÝÖÙÈÉÓÌɯÛÖɯÛÏÌɯ-ÌÎÙÖȭɂ160 

  The letter writer urged the Dispatch to oppose the Mississippi legislÈÛÜÙÌɀÚɯ

ÈÛÛÌÔ×ÛɯÛÖɯɁÙÌ-legalize segregation with the passage of a bill in flagrant violation of 

ÙÌÊÌÕÛɯÚÜ×ÙÌÔÌɯÊÖÜÙÛɯÙÜÓÐÕÎÚȮɂɯÞÏÐÊÏɯÏÌɯÊÏÈÙÈÊÛÌÙÐáÌËɯÈÚɯɁÈɯÉÓÈÛÈÕÛɯÌßÛÌÕÚÐÖÕɯÖÍɯ

ÙÈÊÐÚÔȭɂ161 (ÔÌÚɀÚɯÌËÐÛÖÙÐÈÓɯÙÌsponse was derisiveȯɯɁ8ÖÜÙÚɯÐÚɯÈɯÊÓÈÚÚÐÊɯÊÈÚÌɯÖÍɯÞet behind 

the ear legions which infest this country and think you are smarter than your parents 

ÈÕËɯÌÝÌÙàÖÕÌɯÌÓÚÌȱɂɯ6ÐÛÏɯÙÌÎÈÙËɯÛÖɯÛÏÌɯÓÌÎÐÚÓÈÛÜÙÌɀÚɯÉÐÓÓɯÛÏÈÛɯÞÖÜÓËɯÙÌ-legalize 

segregation, the editorial statedȮɯɁȱÞÌɯÈÙÌɯÖÕɯÛÏÌɯÖ××ÖÚÐÛÌɯÚÐËÌɯÍÙÖÔɯàÖÜȭɯ6ÌɯÍavor it. 

                                                      

159 Higginbotham, ii.  
160 Higginbotham, 103. 
161 Higginbotham, 103. 
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3ÏÈÛɯÐÚɯÈÚɯ×ÓÈÐÕɯÈÚɯÞÌɯÊÈÕɯÔÈÒÌɯÐÛȭɂ162 

  It seems clear from this editorial that Imes Jr. had a very different attitude toward 

racial relations than might be attributed to his son,  Vinton Birney Imes III , who took 

over the Commercial Dispatch in 19ƝƚȮɯÈÍÛÌÙɯÏÐÚɯÍÈÛÏÌÙɀÚɯÙÌÛÐÙÌÔÌÕÛ.  A July 18, 1950 

ÊÖÓÜÔÕɯÙÌÍÌÙÙÌËɯÛÖɯÛÏÌɯÊÖÝÌÙÈÎÌɯÉàɯÈɯ!ÙÐÛÐÚÏɯɁ×ÐÊÛÜÙÌɯÔÈÎÈáÐÕÌɂɯȹThe PostȺɯÖÍɯÈɯɁ-ÌÎÙÖɯ

3ÖÔÉÐÎÉÌÌɯ1ÐÝÌÙɯÉÈ×ÛÐáÐÕÎɂɯÈÚɯÛÏÌɯɁÚÜÙ×ÙÐÚÌɯÖÍɯÛÏÌɯÔÖÕÛÏȭɂ (ÛɯÞÖÜÓËɯɁÛÈÒÌɯȿÈɯÓÖÛɯÖÍɯ

ÎÌÛÛÐÕÎɯÜÚÌËɯÛÖɀɯÍÖÙɯ ÔÌÙÐÊÈÕÚɯÛÖ ÎÌÛɯÈÊÊÜÚÛÖÔÌËɯÛÖɯ!ÙÐÛÐÚÏɯÑÖÜÙÕÈÓÐÚÔɂȮɯÛÏÌɯÊÖÓÜÔÕɯ

quipped. 163 The tone of amusement and (perhaps slightly affected) perplexity over 

British journalism is ironic , considering the subjects Birney Imes III would choose to 

photograph in the following decades  (figure 51). The Tombigbee River baptizing 

×ÏÖÛÖÎÙÈ×ÏɯËÌÚÊÙÐÉÌËɯÐÕɯɁ!ÐÛÚɯÖÍɯ"ÖÓÜÔÉÐÈÕÈɂɯÞÈÚɯ×ÖÚÚÐÉÓà very similar to the black -

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.  

  4ÕÛÐÓɯÛÏÌɯÌÕËɯÖÍɯ(ÔÌÚɀÚɯÏÐÎÏɯÚÊÏÖÖÓɯàÌÈÙÚȮɯ,ÐÚÚÐÚÚÐ××ÐɯÚÊÏÖÖÓÚɯÞÌÙÌɯÌßÛÙÌÔÌÓàɯ

ÚÌÎÙÌÎÈÛÌËȮɯÈÕËɯÏÐÚɯɁÌß×ÖÚÜÙÌɯÛÖɯÈÕËɯÒÕÖÞÓÌËÎÌɯÖÍɯÛÏÐÚɯÖÛÏÌÙɯÞÖÙÓËɯÈÙÖÜÕËɯÔÌɯÞÈÚɯ

ÝÌÙàɯÓÐÔÐÛÌËȭɂ164 Ɂ6ÏÌÕɯÛÏÌɯÚÊÏÖÖÓÚɯÞÌÙÌɯÐÕÛÌÎÙÈÛÌËȮɯÐÕɯÛÏÌɯÓÈÛÌɯȿƚƔÚȮɂ that all began to 

                                                      

162 Higginbotham, 104. 
163 Higginbotham, Time Passages, 23. 
164 Birney Imes, Partial to Home, 9. 
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ÊÏÈÕÎÌɯÍÖÙɯÔÌȮɂɯ(ÔÌÚɯÛÖÓË interviewer Vince   ÓÌÛÛÐȭɯɁ.ÕÌɯÖÍɯÛÏÌɯÚÔÈÓÓɯÎÙÖÜ×ɯÖÍɯÉÓÈÊÒɯ

students who first came to the high school I attended played those sports too [football 

and track], and we became friends. Through that f riendship I was introduced to this 

ÖÛÏÌÙɯÞÖÙÓËȮɯÈÕËɯ(ɯÉÌÎÈÕɯÛÖɯÚÌÌɯÈÕËɯØÜÌÚÛÐÖÕɯÛÏÐÕÎÚɯÐÕɯÈɯÞÈàɯÛÏÈÛɯ(ɯÏÈËÕɀÛɯÉÌÍÖÙÌȭɂ165    

  One of the students Imes came to know was Jackie Ball, a star running back who 

later served on the Columbus city council. He was among the small group of black 

students ÞÏÖɯÐÕÛÌÎÙÈÛÌËɯ(ÔÌÚɀÚ Lee High School in the fall of 1967ȭɯɁ3ÏÙÖÜÎÏɯÏÐÚɯÍÖÙÊÌɯÖÍɯ

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 

ÖÍɯÚÊÏÖÖÓɯÐÕÛÌÎÙÈÛÐÖÕɯÏÌÙÌȮɂɯstated a 2002 obituary for Ball, who 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 ÛÐÊÈÓɯÈÊÛÐÝÐÚÛȭɯɯɁ1ÌÓàÐÕÎɯÖÕɯÈÕɯability with words 

he developed as a songwriter, Ball could twist th e language into new and unexpected 

shapes. At a council meeting during his final term in office, Ball expressed his 

ËÐÚ×ÓÌÈÚÜÙÌɯÉàɯÈÕÕÖÜÕÊÐÕÎɯÛÏÈÛɯÏÌɯÞÈÚɯÈÛɯÛÏÌɯȿÏÐÎÏÌÚÛɯÓÌÝÌÓɯÖÍɯ×ÐÚÚÐÛàȭɀɂ166  

  Photographs in the 1967-- 1969 Lee High yearbooks show a small number of 

black students ɬ two black women in the Library Club and several black men on the 

                                                      

165 Imes, Partial to Home, 9. 
166 !ÐÙÕÌàɯ(ÔÌÚɯÈÕËɯ"ÖÕÚÞÌÓÓÈɯ!ÌÕÕÌÛÛȮɯɁ/ÖÓÐÛÐÊÈÓɯ6ÐáÈÙËɯ)ÈÊÒÐÌɯ!ÈÓÓɯ#ÐÌÚȮɂɯCommercial Dispatch (May 24, 

2002). 
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track and football teams.   As W. Fitzhugh Brundage has observed, when schools were 

ËÌÚÌÎÙÌÎÈÛÌËȮɯÉÓÈÊÒɯÚÛÜËÌÕÛÚɯɁÍÖÜÕËɯÛÏÌÔÚÌÓÝÌÚɯÛÙÈÕÚÍÌÙÙÌËɯÍÙÖÔɯÚÊÏÖÖÓÚɯÕÈÔÌËɯÈfter 

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 previously 

all-white high school in Americus, Georgia, in the early 1970s observed, according to 

!ÙÜÕËÈÎÌȯɯɁɀ(ÛɯÞÈÚÕɀÛɯÙÌÈÓÓàɯÖÜÙɯÚÊÏÖÖÓȭɯ+ÐÒÌɯÞÌɯÏÈËɯÓÖÚÛɯÖÜÙɯÖÞÕɯÚÊÏÖÖÓȮɯàÖÜɯÒÕÖÞȮɯÈÕËɯ

ÈÓÓɯÞÌɯÏÈËɯÞÈÚɯÛÏÌɯÞÏÐÛÌÚɀɯÚÊÏÖÖÓȭɂ167 

  Before integration, two separate schools operated within the municipal school 

district  in Columbus  ɬ Hunt High School served the black population and Lee High the 

white , according to a 1996 article in the Commercial Dispatch.168 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 5 th 

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 

ÊÐÛàɀÚɯÏÐÎÏɯÚÊÏÖÖÓÚȮɯÈÕËɯ'ÜÕÛɯ'ÐÎÏɯÉÌÊÈÔÌɯÈɯÔÐËËÓÌɯÚÊÏÖÖÓȭɯɯ+ÌÌɯÈÕËɯ"ÈÓËÞÌÓÓɯÏÐÎÏɯ

schools were combined to form Columbus High School in 1993, though the high school 

                                                      

167 Brundage, The Southern Past,  279.  
168 The Commercial DispatchȮɯɁ-ÌÞɯ"ÖÓÜÔÉÜÚɯ'ÐÎÏɯ2ÊÏÖÖÓɯ.×ÌÕÚɂɯȹ ÜÎÜÚÛɯƕƜȮɯƕƝƝƚȺȭɯ!ÐÙÕÌàɯ(ÔÌÚȮɯÌßÌÊÜÛÐÝÌɯ

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, ɁÈɯÔÐÓÌÚÛÖÕÌɯÐÕɯÈɯÓÖÕÎȮɯÖÕÎÖÐÕÎɯÑÖÜÙÕÌàɯɬ a journey 

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 

ÎÖÖËɯÖÍɯÐÛÚɯÊÏÐÓËÙÌÕȭɂ169 3ÏÐÚɯÞÈÚɯÛÏÌɯÍÐÙÚÛɯÛÐÔÌɯÐÕɯÛÏÌɯÚÊÏÖÖÓɯËÐÚÛÙÐÊÛɀÚɯƕƛƚɯàÌÈÙɯÏÐÚÛÖÙàɯ

that all Columbus public high scho ol students attended one school. According to an 

article in the Columbus DispatchȮɯÛÏÌɯÖ×ÌÕÐÕÎɯÖÍɯÛÏÌɯÚÊÏÖÖÓɯÞÈÚɯÈÕɯɁÈÙËÜÖÜÚɯÑÖÜÙÕÌàɯ

ÛÏÙÖÜÎÏɯÚÌÎÙÌÎÈÛÐÖÕȮɯ×ÈÙÌÕÛÈÓɯÖ××ÖÚÐÛÐÖÕȮɯÈÕËɯÛÏÌɯÖÉÚÛÈÊÓÌɯÖÍɯÔÖÕÌàȭɂ170 

 The ÐÕÛÌÎÙÈÛÐÖÕɯÐÚÚÜÌɯÞÈÚɯÈɯÊÌÕÛÙÈÓɯ×ÈÙÛɯÖÍɯ(ÔÌÚɀÚɯlife  growing up  ɬ a source of 

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 ɬ photojournalism and art photography ɬ was another problematic site 

with regard to the topic of integration. In 1970, the photo critic A.D. Coleman pointed to 

ÛÏÌɯɁËÌɯÍÈÊÛÖɯÚÌÎÙÌÎÈÛÐÖÕɂɯÞÐÛÏÐÕɯ×ÏÖÛÖÑÖÜÙÕÈÓÐÚÔɯÐÕɯÛÏÌɯ4ȭ2ȭɯɯ'ÌɯÞÙÖÛÌɯÐÕɯPopular 

Photography that while photographers prided themselves on ÉÌÐÕÎɯ×ÈÙÛɯÖÍɯÈɯɁÏÐ×Ȯɯ×ÈÊÌ-

ÚÌÛÛÐÕÎɯ×ÙÖÍÌÚÚÐÖÕȮɂɯÛÏÌÙÌɯÞÈÚɯÈÚɯÔÜÊÏɯËÌɯÍÈÊÛÖɯÚÌÎÙÌÎÈÛÐÖÕɯÐÕɯÛÏÈÛɯÍÐÌÓËɯÈÚɯÐÕɯÈÕàɯÖÛÏÌÙȭɯ

                                                      

169 The Commercial Dispatch, Ɂ-ÌÞɯ"ÖÓÜÔÉÜÚɯ'ÐÎÏɯ2ÊÏÖÖÓɯ.×ÌÕÚȭɂ 
170 The Commercial DispatchȮɯɁ-ÌÞɯ"ÖÓÜÔÉÜÚɯ'ÐÎÏɯ2ÊÏÖÖÓɯ.×ÌÕÚȭɂ 
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"ÖÓÌÔÈÕɯÙÌÍÌÙÙÌËɯÛÖɯ&ÖÙËÖÕɯ/ÈÙÒÚɯÈÚɯɁÛÏÌɯÐÕËÜÚÛÙàɀÚɯÊÈÙÌÍÜÓÓàɯÚÌÓÌÊÛÌËɯÛÖÒÌÕɯ-ÌÎÙÖɯÈÕËɯ

ÛÏÌɯÖÕÓàɯÖÕÌɯàÌÛɯ×ÌÙÔÐÛÛÌËɯÛÖɯÙÌÈÊÏɯÛÏÌɯÛÖ×ȮɂɯÕÖÛÐÕg that only a handful of black 

photographers have been able to earn a living as photojournalists.171 Despite the 

ËÙÈÔÈÛÐÊɯÐÕÊÙÌÈÚÌɯÐÕɯÊÖÝÌÙÈÎÌɯÖÍɯɁÉÓÈÊÒ-oriented material and news events over the past 

ËÌÊÈËÌȮɀɯ"ÖÓÌÔÈÕɯÖÉÚÌÙÝÌËȮɯÛÏÌɯÚÐÛÜÈÛÐÖÕɯÏÈËÕɀÛɯÙÌÈÓÓàɯÐÔproved, and the assignments 

ÍÖÙɯÚÜÊÏɯÚÛÖÙÐÌÚɯÏÈËɯÚÐÔ×ÓàɯÎÖÕÌɯÛÖɯÞÏÐÛÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚȭɯɁ(ÕÛÌÕÛɯÈÚɯÞÌɯÈÙÌɯÖÕɯ

×ÙÌÚÌÙÝÐÕÎɯÖÜÙɯËÐÚÛÖÙÛÌËɯÝÐÚÐÖÕɯÖÍɯÉÓÈÊÒɯÙÌÈÓÐÛàȮɂɯ"ÖÓÌÔÈÕɯÖÉÚÌÙÝÌËȮɯɁÞÌɯÏÈÝÌɯÐÕÚÜÙÌËɯ

ÛÏÈÛɯÐÛɯÙÌÈÊÏÌÚɯÜÚɯÖÕÓàɯÈÍÛÌÙɯÍÐÓÛÙÈÛÐÖÕɯÛÏÙÖÜÎÏɯÞÏÐÛÌɯÌàÌÚȭɂ172 

  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 

ÍÖÙɯÛÏÌɯÔÖÚÛɯ×ÈÙÛɯÐÎÕÖÙÌËɯÛÏÌÔɯÊÖÔ×ÓÌÛÌÓàȭɯɁ3ÏÜÚɯÛÏÌɯÉÓÈÊÒɯÈÙÛÐÚÛɯÐÚɯÊÜÛɯÖÍÍɯÍÙÖÔɯÏÐÚɯ

potential publi Êɂɯ"ÖÓÌÔÈÕɯÈÙÎÜÌËȮɯɁÈÕËɯÍÙÖÔɯÏÐÚɯ×ÌÌÙÚȮɯÍÖÙÊÌËɯÛÖɯÞÖÙÒɯÐÕɯÈɯÝÈÊÜÜÔɯÈÕËɯ

ÎÖɯÜÕÕÖÛÐÊÌËȭɂ173 !ÙÜÊÌɯ#ÈÝÐËÚÖÕɀÚɯƕƝƛƔɯɁ$ÈÚÛɯƕƔƔth 2ÛÙÌÌÛɂɯÌßÏÐÉÐÛÐÖÕɯÈÛɯÛÏÌɯ,ÜÚÌÜÔɯÖÍɯ

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 Photography (April 1970): 21. 
172 Coleman, Popular Photography (April, 1970): 21. 
173 Coleman, 21. 
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of the book when i t 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 ɬ an Illinois native and member of the Magnum Photo 

Agency ɬ was not only an outsider but an alien to this neighborhood. 174 Ɂ'ÌɯÐÚɯÕÌÐÛÏÌÙɯ

ÉÓÈÊÒɯÕÖÙɯ/ÜÌÙÛÖɯ1ÐÊÈÕȮɯÉÜÛɯÞÏÐÛÌȮɂɯ"ÖÓÌÔÈÕɯÞÙÖÛÌȭɯ6ÏÐÓÌɯÏÌɯÔÈàȮɯɁÓÐÒÌɯÛÏÌɯÉÓÖÊÒɀÚɯ

ÙÌÚÐËÌÕÛÚȮɯȿÓÖÝÌɯÈÕËɯÏÈÛÌɀɯÛÏÐÚɯÎÏÌÛÛÖȮɂɯÜÕÓÐÒÌɯÛÏÌÔȮɯɁÏÌɯÏÈÚɯÛÏÌɯÖ×ÛÐÖÕɯÖÍɯÓÌÈÝÐÕÎɯÞÏÐÊÏɯ

is implicit in his impulse  ÛÖɯȿÒÌÌ×ɯÎÖÐÕÎɯÉÈÊÒȭɀɂ175  

  #ÈÝÐËÚÖÕɀÚɯÍÖÙÌÐÎÕÌÙɯÚÛÈÛÜÚɯÞÐÛÏÐÕɯÛÏÌɯÊÖÔÔÜÕÐÛàɯËÖÌÚɯÕÖÛɯÔÈÒÌɯÏÐÚɯÞÖÙÒɯ

ÐÕÝÈÓÐËȮɯ"ÖÓÌÔÈÕɯÞÙÖÛÌȭɯ!ÜÛɯÈÕàɯÞÏÐÛÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯËÖÊÜÔÌÕÛÈÛÐÖÕɯÖÍɯÕÖÕ-whites is 

limited because, no matter how insightful a white photographer may be, and despite all 

×ÙÌÊÈÜÛÐÖÕÚɯÏÌɯÔÐÎÏÛɯÛÈÒÌȮɯÏÌɯÐÚɯÚÛÐÓÓɯÞÏÐÛÌɯÈÕËɯÚÛÐÓÓɯÈÓÐÌÕȭɯɁ3ÏÜÚȮɯÌÝÌÕɯÞÏÌÙÌɯÛÏÌÙÌɯÐÚɯ

mutual admiration and respect between photographer and subject, there is 

automatically a barrier, for they stand on different sides of the socio -culturÈÓɯÍÌÕÊÌȭɂ176 

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 

ÓÌÚÚɯɁ×ÌÙÔÐÛÚɯÜÚɯÛÏÌɯËÌÓÜÚÐÖÕɯÛÏÈÛɯÛÏÐÚɯÉÙÜÛÈÓÐáÈÛÐÖÕɯÖÍɯÛÏÌɯÏÜÔÈÕɯÚ×ÐÙit serves some 

                                                      

174 "ÖÓÌÔÈÕȮɯɁ$ÈÚÛɯƕƔƔth 2ÛÙÌÌÛȮɂɯLight Readings 46. 
175 "ÖÓÌÔÈÕȮɯɁ$ÈÚÛɯƕƔƔth 2ÛÙÌÌÛȮɂɯƘƚȭ 
176 Ibid.  
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×ÜÙ×ÖÚÌȮɯÐÍɯÖÕÓàɯÛÖɯ×ÙÖÝÐËÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙÚɯÞÐÛÏɯÙÐ×ÌɯÚÜÉÑÌÊÛɯÔÈÛÛÌÙȭɂ177  Ɂ(ÛɯÐÚɯÈɯÓÐÛÛÓÌɯÚÏÖÙÛɯ

ÖÍɯÚÊÈÕËÈÓÖÜÚȮɂɯ"ÖÓÌÔÈÕɯÞÙÖÛÌȮɯɁÛÏÈÛɯȻÈÚɯÖÍɯƕƝƛƔȼɯÛÏÌɯ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯÏÈÚɯÕÌÝÌÙɯ

given a one-man show to a non-ÞÏÐÛÌɯ×ÏÖÛÖÎÙÈ×ÏÌÙȭɂ178 And if the museum waited until 

it can find such an exhibition that does not have political overtones (as it is wont to do), 

ÐÛɯÙÐÚÒÌËɯÉÌÊÖÔÐÕÎɯɁÌÕÛÙÈ××ÌËɯÐÕɯÞÏÈÛɯ(ɯÏÖ×ÌɯÐÚɯÈÕɯÐÕÈËÝÌÙÛÌÕÛɯÉÜÛɯÕÖÕÌÛÏÌÓÌÚÚɯÙÈÊÐÚÛɯ

×ÖÓÐÊàȭɂ179 (ÕËÌÌËȮɯÛÏÌɯɁÊÓÖÚÌËɯÊÐÙÊÜÐÛɂɯÖÍɯÐÔÈÎÌÚɯÖÍɯÕÖÕ-white subcultures taken 

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, would be 

   ÈÕɯÈÊÛɯÖÍɯÊÖÜÙÈÎÌȱÖÜÛɯÖÍɯÛÏÌɯÙÌÚÜÓÛÐÕÎɯÊÖÕÛÙÈÚÛÚɯÔÐÎÏÛ 

   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 Annual, a photography serial that began in 1973 and continued to 1976.  

3ÏÌɯÐÕÛÙÖËÜÊÛÐÖÕɯÛÖɯÛÏÌɯÍÐÙÚÛɯÐÚÚÜÌɯÉàɯ"ÓÈàÛÖÕɯ1ÐÓÌàɯÊÖÕÍÙÖÕÛÌËɯÛÏÌɯɁÊÖÙÙÌÓÈÛÐÖÕɯÉÌÛÞÌÌÕɯ

ÐÔÈÎÌɯÈÕËɯËÌÚÛÐÕàȮɂɯÈÕËɯÛÏÌɯÓÐÌÚɯÛÏÈÛɯ ÔÌÙÐÊÈɯÏÈÚɯ×ÙÌ×ÈÙÌËɯɁÍÖÙɯÛÏÌɯÎÌÕÌÙÈÓɯÈÕËɯÚ×ÌÊÐÍÐÊɯ

×Ö×ÜÓÈÛÐÖÕȭɂɯ(ÛɯÙÌÈËÚȮɯɁ.ÜÙÚɯÏÈÚɯÉÌÌÕɯÛÏÌɯÔàÛÏɯÖÍɯÖÜÙɯÜÎÓÐÕÌÚÚ. All wrong were our skin 

tones, ranging as they do from mahogany to cream, mis-shapen have our features been 

                                                      

177 Ibid, 47. 
178 Ibid, 47-48. 
179 Ibid, 48. 
180 Ibid, 48. 
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ÐÕɯÚ×ÙÌÈËÐÕÎɯÛÏÌɯÉÙÖÈËɯÕÖÚÌɯÈÕËɯÓÈÙÎÌɯÓÐ×ÚɯÈÊÙÖÚÚɯÛÏÌɯÔÈ×ɯÖÍɯÖÜÙɯÍÈÊÌÚȱɂ181 The 

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 ɬ an alien ɬ who 

did not belong in the subculture of the jukes. The virtuosity with which h e used color to 

photograph these spaces makes them appear, as critics have noted, magical and fantastic 

ɬ spaces separate from black-and-white reality. The magic realist idiom (effected by 

(ÔÌÚɀÚɯÚÜ×ÌÙ-saturated color and emphasis on unexpected juxtapositions) is well-suited 

to boundary -ÊÙÖÚÚÐÕÎÚȮɯÞÏÌÛÏÌÙɯÛÏÖÚÌɯÉÖÜÕËÈÙÐÌÚɯɁÈÙÌɯÖÕÛÖÓÖÎÐÊÈÓȮɯ×ÖÓÐÛÐÊÈÓȮɯ

ÎÌÖÎÙÈ×ÏÐÊÈÓȮɯÖÙɯÎÌÕÌÙÐÊȭɂɯ,ÈÎÐÊɯÙÌÈÓÐÚÔȮɯÐÕËÌÌËȮɯÍÈÊÐÓÐÛÈÛÌÚɯɁÛÏÌɯÍÜÚÐÖÕȮɯÖÙɯÊÖÌßÐÚÛÌÕÊÌȮɯ

of possible worlds, spaces, systems that would be irreconcilable in other modes of 

ÍÐÊÛÐÖÕȭɂ182 2ÈÛÜÙÈÛÌËɯÊÖÓÖÙɯÌÔ×ÏÈÚÐáÌÚɯÛÏÌɯÌßÖÛÐÊÐÚÔɯÖÍɯ(ÔÌÚɀÚɯÙÖÈËÏÖÜÚÌÚɯÈÕËɯÛÏÌɯ

ÛÙÈÕÚÊÌÕËÌÕÛɯØÜÈÓÐÛÐÌÚɯÖÍɯÛÏÌÚÌɯɁ×ÌÙÐ×ÏÌÙÈÓɂɯ×ÖÚÛÊÖÓÖÕÐÈÓɯÚ×ÈÊÌÚȮɯ×ÓÈÊÐÕÎɯÛÏÌɯJuke Joint 

work within the tradition of magic realism.  

  In a 1992 report for The Houston Chronicle on a Houston Art Dealers Association, 

/ÈÛÙÐÊÐÈɯ)ÖÏÕÚÖÕɯÊÈÓÓÌËɯ(ÔÌÚɀÚɯÊÖÓÖÙɯɁÎÖÙÎÌÖÜÚɂɯÈÕËɯɁÚÈÛÜÙÈÛÌËȮɂɯɁÚ×ÈÙÒÓÐÕÎȮɂɯ

ɁÚÛÜÕÕÐÕÎȮɂɯÈÕËɯɁÉÈÛÏÌËɯÐÕɯÚÜÙÙÌÈÓɯÓÐÎÏÛȭɂɯ'ÐÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯËÐÚ×ÓÈàɯɁÐÕÛÌÕÚÌɯÊÖÓÖÙÈÛÐÖÕɂɯ

                                                      

181The Black Photographers Annual 1973 (Brooklyn, New York: The Black Photographers Annual, Inc., 1972) 6 
182 Lois Parkinson Zamora and Wendy B. Faris, eds. Magical Realism: Theory, History, Community (Durham: 

Duke University Press, 1995): 5-6.  
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ÈÕËɯɁÊÙÐÚ×ɯÚÜÔ×ÛÜÖÜÚÕÌÚÚɯÖÍɯÊÖÓÖÙȭɂ183 The color, she suggests, is super-real, far more 

intense than real life. Other reviewers commented on the lavishness of Juke Joint. An 

Associated Press ÙÌÝÐÌÞɯÖÍɯÛÏÌɯÚÌÙÐÌÚɯÌÔ×ÏÈÚÐáÌËɯÐÛÚɯÝÐÝÐËÕÌÚÚɯÈÕËɯÉÖÓËÕÌÚÚȯɯɁ3ÏÌɯ/ÐÕÒɯ

Pony Café in Darling boasts an irregular design of red, green, and black spots of paint 

ÖÕɯÐÛÚɯÜÕ×ÈÐÕÛÌËɯÞÖÖËÌÕɯÞÈÓÓÚȮɯÈÕËɯÞÏÐÛÌɯÊÌÐÓÐÕÎÚɯÞÐÛÏɯÙÌËɯ×ÖÓÒÈɯËÖÛÚȭɂ184 In a review of 

Juke Joint for Mississippi Magazine, John R. Kemp claimed that the real Delta ɬ ɁÛÏÌɯÏÖÛȮɯ

sweaty, flat, rich, ×ÖÖÙɯ#ÌÓÛÈɂɯÓÌÌÙÌËɯÖÜÛɯÍÙÖÔɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚȭɯ'ÌɯÊÖÕÛÐÕÜÌËȮɯ

commenting in particular on the lewdness of the color, saying that:  

  ȱÙÏàÛÏÔɯand blues echoes from walls 

   splashed with r eds and hot pinks like some 

   ÈÉÚÛÙÈÊÛɯÌß×ÙÌÚÚÐÖÕÐÚÛɯÊÈÕÝÈÚȱ185 

  

Ɂ5ÌÙà ÓÐÛÛÓÌɯÐÕɯÛÏÌÔɯÔÈÒÌÚɯÔÌɯÛÏÐÕÒȯɯàÌÚȮɯÓÐÍÌɀÚɯÑÜÚÛɯÓÐÒÌɯÛÏÈÛȮɂɯÕÖÝÌÓÐÚÛɯ1ÐÊÏÈÙËɯ%ÖÙËɯ

wrote in his introduction to Juke JointȭɯɯɁLifeɀÚɯÜÚÜÈÓÓàɯÕÖÛɯÛÏÐÚɯ×ÙÌÛÛàȰɯÐÛÚɯÊÖÓÖÙÚɯÈÙÌɯÏÈÙËÓàɯ

ÌÝÌÙɯÛÏÐÚɯÚÜÉÚÛÈÕÛÐÈÓȮɯÛÏÐÚɯÉÙÐÎÏÛɯÈÕËɯÊÏÖÚÌÕȭɀɂɯ(Íɯ%ÖÙËɯÏÐÔÚÌÓÍɯÛÙÈÝÌÓÌËɯÛÖ these places 

and viewed them with his own eyes, he predicted, life would be infinitely more 

ØÜÖÛÐËÐÈÕȯɯɁ×ÈÓÌȮɯÏÌÚÐÛÈÕÛȮɯÓÌÚÚɯÕÖÛÐÊÌÈÉÓÌȮɯÛÏÌɯÓÐÎÏÛɯÔÖÙÌɯËÐÍÍÜÚÌȮɯÏÜÔÈÕɯÈÊÛÐÝÐÛàɯÓÌÚÚɯ

                                                      

183 /ÈÛÙÐÊÐÈɯ"ȭɯ)ÖÏÕÚÖÕȮɯɁ,ÐßÌËɯ!ÈÎɯÖÍɯ ÙÛȰɯ"ÖÓÓÌÊÛÐÝÌɯ ÙÛɯ$ßÏÐÉÐÛɯ'ÖÓËÚɯ/ÖÊÒÌÛÚɯÖÍɯ$ßÊÌÓÓÌÕÊÌȮɂɯThe Houston 

Chronicle  (July 18, 1992). 
184 Ɂ(ÔÌÚɯ/ÏÖÛÖÎÙÈ×ÏÚɯ#ÌÓÛÈɯ)ÜÒÌɯ)ÖÐÕÛÚȮɂɯAssociated Press, printed in Press Register, Clarksdale, MS (July 14, 

1990). 
185 JohÕɯ1ȭɯ*ÌÔ×ȮɯɁ#ÌÓÛÈɯ)ÜÒÌɯ)ÖÐÕÛÚȯɯ!ÐÙÕÌàɯ(ÔÌÚɯÖÍɯ"ÖÓÜÔÉÜÚɯ"È×ÛÜÙÌÚɯÛÏÌɯ,ÖÖËɯÖÍɯ2ÐÎÕÈÛÜÙÌɯ2ÛÙÜÊÛÜÙÌÚɯÐÕɯ

ÛÏÌɯ#ÌÓÛÈȮɂɯMississippi Magazine (May/June 1990): 17.  
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ÍÐßÌËȮɯÔÖÙÌɯÖ×ÌÕɯÛÖɯÚ×ÌÊÜÓÈÛÐÖÕȭɂ186  6ÙÐÛÌÙɯ,ÐÊÏÈÌÓɯ/ÌÈÙÚÖÕɯÞÙÐÛÌÚɯÛÏÈÛɯɁ(ÔÌÚɀÚɯ

×ÏÖÛÖÎÙÈ×ÏÚɯÓÈàɯÚÌËÜÊÛÐÝÌɯÊÓÈÐÔɯÛÖɯ×ÌÖ×ÓÌɀÚɯÈÛÛÌÕÛÐÖÕȭɯ3ÏÌɯÜÉÐØÜÐÛÖÜÚɯ!ÜËÞÌÐÚÌÙɯÊÈÕÚȮɯ

the Colt 45 ads, the blurred faces, the ghostly bodies, the primitive murals on the 

ÞÈÓÓÚȱɂ187 

  "ÓÌÈÙÓàɯ(ÔÌÚɀÚɯÊÖÓÖÙɯÚÌÙÝÌÚɯÊÖÕÊÌ×ÛÜÈÓȮɯÈÛÔÖÚ×ÏÌÙÐÊɯÕÌÌËÚɯÈÚɯÔÜÊÏɯÈÚȮɯor more 

than, conventional representational needs. His photographs make the jukes look 

mystical and, as I have been arguing, there is evidence that this effect is a function of 

how Imes perceived the spaces. 

    In an interview with the Nola Defender, Imes ÚÈÐËɯÛÏÌÙÌɯÐÚɯÈɯɁÔÈÎÐÊÈÓɯÚÌÕÚÌɯÛÖɯÛÏÌɯ

ËõÊÖÙɯÈÕËɯÌÕÌÙÎàɂɯÖÍɯÛÏÌɯÑÜÒÌɯÑÖÐÕÛÚȮɯɁÈɯÙÈÞɯÌÕÌÙÎàɯÛÏÈÛɯÌÝÖÒÌËɯÛÏÌɯÛÐÔÌÓÌÚÚɯØÜÈÓÐÛàɯ

ÞÏÌÙÌɯÛÏÌɯÉÓÜÌÚɯÞÈÚɯÚ×ÈÞÕÌËȭɂɯ(ÕɯÛÏÌɯÞÈÓÓɯÛÌßÛɯÍÖÙɯ(ÔÌÚɀÚɯƖƔƕƕɯÌßÏÐÉÐÛÐÖÕɯÈÛɯÛÏÌɯ.ÎËÌÕɯ

Museum of Southern art, Imes called the jukes Ɂ×ÙÖËÜÊÛÚɯÖÍɯÈɯ×ÙÖÊÌÚÚɯÛÏÈÛɯÛÖÖÒɯÛÏÌɯ

ÌÓÌÔÌÕÛÈÓɯÈÕËɯÛÙÈÕÚÍÖÙÔÌËɯÐÛɯÐÕÛÖɯÚÖÔÌÛÏÐÕÎɯÙÈÙÌɯÈÕËɯÞÖÕËÙÖÜÚȭɂɯ3ÏÌɯÑÜÒÌɯÑÖÐÕÛÚɯÐÕɯ

(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÚÌÌÔɯÓÐÒÌɯÍÈÕÛÈÚÛÐÊÈÓɯÚ×ÈÊÌÚɯÛÖɯÖÜÛÚÐËÌÙÚɯÖÍɯÈÕàɯÙÈÊÌɯÜÕÍÈÔÐÓÐÈÙɯÞÐÛÏɯ

them. What comes across to these outsiders is what Imes felt about the spaces ɬ they 

were part of a world that had been forbidden to him in childhood and early adulthood.  

Ɂ&ÙÖÞÐÕÎɯÜ×ɯÐÕɯ,ÐÚÚÐÚÚÐ××ÐɯÐÕɯÛÏÌɯȿƙƔÚɯÈÕËɯȿƚƔÚɯÏÖÞɯÊÖÜÓËɯÖÕÌɯÕÖÛɯÉÌɯÖÉÚÌÚÚÌËɯÖÙɯÈÛɯ

                                                      

186 Richard Ford, Foreword, 1989, Juke Joint (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 ɬ ÛÖɯËÖɯÚÖÔÌÛÏÐÕÎɯÛÏÈÛɯÞÈÚɯÛÈÉÖÖɯÍÖÙɯÔÌɯÈÚɯÈɯÊÏÐÓËȭɂ188  

   As I mentioned at the beginning of this chapter, Alejo Carpentier made  a sharp 

ËÐÚÛÐÕÊÛÐÖÕɯÉÌÛÞÌÌÕɯ$ÜÙÖ×ÌÈÕɯ2ÜÙÙÌÈÓÐÚÔɯÈÕËɯÛÏÌɯɁÔÈÙÝÌÓÖÜÚɯÙÌÈÓȭɂɯɯ(ɯÞÖÜÓËɯÈÙÎÜÌɯÛÏÈÛɯ

(ÔÌÚɀÚɯËÌÊÐÚÐÖÕÚɯÈÉÖÜÛɯÍÙÈÔÐÕÎɯÈÓÐÎÕɯÏÐÔɯÞÐÛÏɯÛÏÌɯÈÙÛÐÚÛÐÊɯÙÌÎÐÚÛÌÙÚɯÖÍɯboth magic realism 

and Surrealism. (ÔÌÚɀÚɯÈÙÛɯɬ which channels the fantastic, otherworldly realm of the juke 

joint ɬ ÚÜÎÎÌÚÛÚɯÏÐÚɯÚÌÕÚÐÛÐÝÐÛàɯÛÖɯ$ÕÎÓÐÚÏɯÓÐÛÌÙÈÛÜÙÌɯÚÊÏÖÓÈÙɯ/ÈÛÙÐÊÐÈɯ8ÈÌÎÌÙɀÚɯÚÜÎÎÌÚÛÐÖÕɯ

that a hallucinatory condition can result from a confrontation with overly constrictive 

ÚÖÊÐÈÓɯÊÖÕËÐÛÐÖÕÚȭɯ(ÔÌÚɀÚɯÞÖÙÒɯÈÓÚÖɯÊÖÙÙÖÉÖÙÈÛÌÚɯÊÜÙÈÛÖÙɯ2ÜÌɯ2×ÈÐËɀÚɯÊÓÈÐÔɯÛÏÈÛɯɁ#ÌÓÛÈɯ

references frequently intimate some enchanting world where the unbelievable routinely 

ÏÈ××ÌÕÚȭɂ189  The repurposing of objects in ingenious and unexpected ways in the juke 

joints Imes photographed resulted in Surreal ist juxtapositions that are, I 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.  
189 2ÜÌɯ2×ÈÐËȮɯɁ&ÖÐÕÎɯ/ÓÈÊÌÚȯɯ)ÈÊÒÚÖÕɯÛÖɯ-ÈÛÊÏÌáɯÈÕËɯ!ÈÊÒɯ ÎÈÐÕȮɂɯ,ÐÚÚÐÚÚÐ××Ðɯ(ÕÝÐÛÈÛÐÖÕÈÓɯȹ)ÈÊÒÚÖÕȯɯ

Mississippi Museum of Art, 2006).  
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ËÌÓÐÉÌÙÈÛÐÖÕȭɯɁ ɯÊÏÈÕÊÌɯÌÕÊÖÜÕÛÌÙɯÖÍɯÈɯÚÌÞÐÕÎ-machine and an umbrella on a dissecting 

ÛÈÉÓÌȮɂɯÏÌÓËɯÉÌÈÜÛàɯÍÖÙɯÛÏÌɯ%ÙÌÕÊÏɯ×ÖÌÛɯ"ÖÔÛÌɯËe Lautreamont, who influenced the 

Surrealists.190 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  ȭ#ȭɀs Place, Glendora, 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 52-56). 

   These Juke Joint photographs are aesthetically linked to photographer John 

#ÐÝÖÓÈɀÚɯÓÈÛÌ-1970s color images of an abandoned house at Zuma Beach in California. 

Before photographing it, Divola sprayed -painted patterns on the walls of the fire -

ÞÙÌÊÒÌËɯÉÌÈÊÏɯÏÖÜÚÌȮɯɁÚÖÔÌÛÐÔÌÚɯÛÖÚÚÐÕÎɯÖÉÑÌÊÛÚɯÚÜÊÏɯÈÚɯÔÈÎÈáÐÕÌÚɯÐÕÛÖɯÛÏÌɯÈÐÙȮɯ

×ÏÖÛÖÎÙÈ×ÏÐÕÎɯÛÏÌÔȭɂ192 As in (ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚȮɯÛÏÌɯÊÖÓÖÙɯÐÚɯÕÌÖÕɯÈÕËɯÌÓÌÊÛÙÐÊȮɯ

stretching the boundaries of credible reality  (figure 57)ȭɯ#ÐÝÖÓÈɀÚɯÐÔÈÎÌÚɯÈÙÌɯÓÐÒÌÞÐÚÌɯ

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 

ÛÖɯ(ÔÌÚɀÚɯÑÜÒÌɯÑÖÐÕÛɯ×ÏÖÛÖÎÙÈ×ÏÚȭɯ(ÕɯÔÖÚÛɯÖÍɯÛÏÌÚÌɯ×ÏÖÛÖÎÙÈ×ÏÚȮɯÛÏÌɯÐÕÛÌÙÐÖÙÚɯÚÌÌÔɯÛÖɯÉÌɯ

ÏÌÙÔÌÛÐÊÈÓÓàɯÚÌÈÓÌËȮɯÈÝÈÐÓÈÉÓÌɯÛÖɯÝÐÌÞÐÕÎɯÖÕÓàɯÉàɯÔÌÈÕÚɯÖÍɯ(ÔÌÚɀÚɯ×ÏÖÛÖÎÙÈ×Ïȭɯ 

                                                      

190 Comte de Lautreamont, Les Chants de Maldoror, ÊÐÛÌËɯÐÕɯ.ßÍÖÙËɯ ÙÛɯ.ÕÓÐÕÌɯÌÕÛÙàɯÍÖÙɯɁ2ÜÙÙÌÈÓÐÚÔȮɂɯ#ÈÞÕɯ

Ades with Matthew Gale , Grove Art Online. 
191 #ÈÞÕɯ ËÌÚɯÈÕËɯ,ÈÛÛÏÌÞɯ&ÈÓÌȭɯɁ#ÈËÈȭɂɯGrove Art Online.  
192 Kevin Moore, 30. 
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  ȭ#ȭɀÚɯ/ÓÈÊÌ calls to mind other Surrealist windows that subvert the function of 

allowing light in or enabling inha bitants to see outside.  In René ,ÈÎÙÐÛÛÌɀÚɯƕƝƚƗɯ×ÈÐÕÛÐÕÎȮɯ

The Telescope, a 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 (1905-1985) was a self-declared 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 

the ÏÐÚÛÖÙàɯÖÍɯ×ÏÖÛÖÎÙÈ×ÏàɯÏÈËɯÌØÜÈÓÌËɯÏÐÚɯɁÍÌÌÓÐÕÎɯÍÖÙɯÛÏÌɯÈÕÐÔÈÛÌɯÓÐÍÌɯÖÍɯ

ÈÙÊÏÐÛÌÊÛÜÙÌȭɂ193 Williams inserted Laughlin firmly within the deepest, darkest recesses 

ÖÍɯÛÏÌɯ2ÖÜÛÏÌÙÕɯ&ÖÛÏÐÊȯɯɁ"ÓÈÙÌÕÊÌɯÐÚɯÈÓÓɯ×ÏÈÕÛÈÚÔÈÎÖÙÐÈɯÈÕËɯÎÜÔÉÖɯɬ Archimboldo, 

ȿ3ÏÌɯ(ÕÝÈÚÐÖÕɯÖÍ ÛÏÌɯ!ÖËàɯ2ÕÈÛÊÏÌÙÚȮɀɯ&ÙÈÕËÝÐÓÓÌȮɯ!ÌÓÓÌɯ&ÙÖÝÌɯ/ÓÈÕÛÈÛÐÖÕȮɯThe Wizard of 

OzȮɯÈÕËɯÚÒÐÓÓÌÛɯÊÖÙÕɯÉÙÌÈËȱɂ194  ÊÊÖÙËÐÕÎɯÛÖɯ6ÐÓÓÐÈÔÚȮɯ+ÈÜÎÏÓÐÕɯÞÈÚɯÈɯɁÝÐÚÐÖÕÈÙàɯ

ÛÈÓÌÕÛȮɂɯÍÌËɯÉàɯÚÖÔÌÛÏÐÕÎɯɁÐÕɯÛÏÖÚÌɯÉÈàÖÜÚɯÚÖɯÍÈÙɯÍÙÖÔɯÛÏÌɯÖÜÛÚÐËÌɯÞÖÙÓËȭɂ195  

  (Õɯ+ÈÜÎÏÓÐÕɀÚɯƕƝƘƜɯElegy for a Moss Land, the photographer uses the camera and 

                                                      

193 Ibid, 5. 
194 )ÖÕÈÛÏÈÕɯ6ÐÓÓÐÈÔÚȮɯɁ"ÓÈÙÌÕÊÌɯ)ÖÏÕɯ+ÈÜÎÏÓÐÕȯɯ3ÏÌɯ/ÌÙÚÖÕÈÓɯ$àÌȮɂɯAperture 17: 3 & 4 (1973) 
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 zombie-like woman is placed within a 

plantation scene. The Big House and Spanish Moss ɬ two potent symbols of the 

antebellum Deep South ɬ form a gauzy vision of the southern gothic.   

  &ÏÖÚÛÚɯÈÓÚÖɯÏÈÝÌɯÈɯ×ÙÌÚÌÕÊÌɯÐÕɯ(ÔÌÚɀÚɯJuke Joint photographs. Because he used a 

small aperture and long exposure to create highly detailed images, anything that moved, 

such as a person, could be recorded as a shadow (figure 60). 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 mounted by the 

'ÖÜÚÛÖÕɯ ÙÛɯ#ÌÈÓÌÙɀÚɯ ÚÚÖÊÐÈÛÐÖÕȮɯ/ÈÛÙÐÊÐÈɯ"ȭɯ)ÖÏÕÚÖÕɯÖÉÚÌÙÝÌËɯÛÏÈÛɯÛÏÌɯÍÐÎÜÙÌÚɯÐÕɯ(ÔÌÚɀÚɯ

ÑÜÒÌɯÑÖÐÕÛÚɯÞÌÙÌɯɁÐÕÛÜÐÛÌËɯÙÈÛÏÌÙɯÛÏÈÕɯÚÌÌÕȮɯÐÕɯÛÏÌɯËÌÈËɯÏÌÈÛɯÖÍɯËÈàɯÈÕËɯÛÏÌɯËÈÙÒÌÚÛȮɯ

neon-ÓÐÛɯÔÐËÕÐÎÏÛȭɂ196  Imes explains the technical reason for this in his afterword to Juke 

Joint:  

  Generally I 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 ɬ a figure walking in front of the  

  camera, a beer can lifted to a mouth, or a billiard ball rolling across  

  a table ɬ usually appears on the film as a ghostlike blur. Rather than  

  try to control this motion I usually allow these movements to  take  

  their natural course during the exposure, and it is not until I view  

                                                      

196 /ÈÛÙÐÊÐÈɯ"ȭɯ)ÖÏÕÚÖÕȮɯɁ,ÐßÌËɯ!ÈÎɯÖÍɯ ÙÛȰɯ"ÖÓÓÌÊÛÐÝÌɯ ÙÛɯ$ßÏÐÉÐÛɯ'ÖÓËÚɯ/ÖÊÒÌÛÚɯÖÍɯ$ßÊÌÓÓÌÕÊÌȮɂɯThe Houston 

Chronicle (July 18, 1992). 
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  the developed negative that I 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 ɬ of a New Mexico rancher and his wife ɬ 'ÈÙÙÐÚɯÙÌÔÌÔÉÌÙÌËȮɯɁ(Ûɯ

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 

ÚÓÖÞȭɂ198  

  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 

%ÓÈÕÕÌÙàɯ.ɀ"ÖÕÕÖÙɯ×ÜÛɯÐÛȮɯɁÎÏÖÚÛÚɯÊÈÕɯÉÌɯÝÌÙàɯÍÐÌÙÊÌɯÈÕËɯÐÕÚÛÙÜÊÛÐÝÌȭɂ199 Some literary 

ÎÏÖÚÛÚȮɯÞÙÐÛÌÚɯÚÊÏÖÓÈÙɯ+ÖÐÚɯ/ÈÙÒÐÕÚÖÕɯ9ÈÔÖÙÈȮɯɁÚÌÙÝÌɯÛÏÌÐÙɯÊÙÌÈÛÖÙÚɯÈs carriers of 

ÛÙÈÕÚÊÌÕËÌÕÛÈÓɯÛÙÜÛÏÚȮɯÈÚɯÝÐÚÐÉÓÌɯÖÙɯÈÜËÐÉÓÌɯÚÐÎÕÚɯÖÍɯÚ×ÐÙÐÛȭɂɯ.ÛÏÌÙɯÎÏÖÚÛÚȮɯÚÏÌɯÞÙÐÛÌÚȮɯ

ɁÊÈÙÙàɯÛÏÌɯÉÜÙËÌÕɯÖÍɯÛÙÈËÐÛÐÖÕɯÈÕËɯÊÖÓÓÌÊÛÐÝÌɯÔÌÔÖÙàȭɂɯ&ÏÖÚÛÚɯÍÙÖÔɯÛÏÌɯ×ÈÚÛɯɁÖÍÛÌÕɯÈÊÛɯ

                                                      

197 Birney Imes, Juke Joint (Jackson: University of Mississippi Press, 1990). 
198 Alex Harris, Red, White, Blue and God Bless You: A Portrait of Northern New Mexico (Albuquerque: 

University of New Mexico Press, 1992). 
199 +ÖÐÚɯ/ÈÙÒÐÕÚÖÕɯ9ÈÔÖÙÈȮɯɁ,ÈÎÐÊÈÓɯ1ÖÔÈÕÊÌɤ,ÈÎÐÊÈÓɯ1ÌÈÓÐÚÔȯɯ&ÏÖÚÛÚɯÐÕɯ4ȭ2ȭɯÈÕËɯ+ÈÛÐÕɯ ÔÌÙÐÊÈÕɯ%ÐÊÛÐÖÕȮɂɯ

in Magical Realism: Theory, History, Community, ed. Lois Parkinson Zamora and Wendy B. Faris (Durham: 

#ÜÒÌɯ4ÕÐÝÌÙÚÐÛàɯ/ÙÌÚÚȮɯƕƝƝƙȺȮɯƘƝƛȭɯɁ&ÏÖÚÛÚɯÐÕɯÛÏÌÐÙɯÔÈÕàɯÎÜÐÚÌÚɯÈÉÖÜÕËɯÐÕɯÔÈÎÐÊÈÓɯÙÌÈÓÐÚÛɯÍÐÊÛÐÖÕȱÈÕËɯÛÏÌàɯ

are crucial to any definition of magical realism as a literary ÔÖËÌȭɂ 
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as correctives to the insularities of individuality, as links to l 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 

ÈÙÌɯÈÎÌÕÛÚɯÖÍɯÈÌÚÛÏÌÛÐÊɯÌÍÍÌÊÛȱÛÏÌɯÍÈÕÛÈÚÛÐÊÈÓɯÙÌÓÌÈÚÌɤÙÌÓÐÌÍɯÍÙÖm the constraints of 

ÙÌÈÚÖÕȭɂɯ+ÐÒÌɯÛÏÌɯÚÐÓÏÖÜÌÛÛÌÚɯÐÕɯ(ÔÌÚɀÚɯPink Pony Café (discussed at the beginning of this 

chapter), ghosts are bearers of cultural and historical burdens, representing the dangers, 

anxieties, and forces of passion that civilization banishes.200  Because they make absence 

present, ghosts foreground the main concern of magical realism ɬ the nature and limits 

of the knowable, Zamora says. They represent an assault on the scientific and materialist 

assumptions of western modernity ɬ that reality is knowable, predictable, and 

ÊÖÕÛÙÖÓÓÈÉÓÌȮɯÈÕËɯÜÕÚÌÛÛÓÌɯÔÖËÌÙÕÐÛàɀÚɯÉÈÚÐÚɯÐÕɯ×ÙÖÎÙÌÚÚÐÝÌȮɯÓÐÕÌÈÙɯÏÐÚÛÖÙàɯɬ ɁÛÏÌàɯÍÓÖÈÛɯ

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 or proÝÌȱ,ÈÎÐÊÈÓɯÙÌÈÓÐÚÛɯÛÌßÛÚɯÈÚÒɯÜÚɯÛÖ look beyond the 

limits of the knowable , ÈÕËɯÎÏÖÚÛÚɯÈÙÌɯÖÍÛÌÕɯÖÜÙɯÎÜÐËÌÚȭɂ201  

  Ghosts in Juke Joint signal the eruption of histories and horrors (like the  ghost 

ËÈÜÎÏÛÌÙɯÐÕɯ3ÖÕÐɯ,ÖÙÙÐÚÖÕɀÚɯÕÖÝÌÓɯBeloved). It is telling that Imes, a seasoned and skilled 

                                                      

200 Zamora, 497. 
201 9ÈÔÖÙÈȮɯɁ,ÈÎÐÊÈÓɯ1ÖÔÈÕÊÌɤ,ÈÎÐÊÈÓɯ1ÌÈÓÐÚÔȮɂɯƘƝƜȭ 



 

 

261 

photographer, allowed these technical imperfections to remain in the photographs. 

Doing so indicates his belief that the ghostly forms were part and parcel o f these 

fantastic spaces.  As Surrealist art, these photographs ɁÐÕÛÙÖËÜÊÌɯÖÚÊÐÓÓÈÛÐÖÕÚɯÈÛɯÛÏÌɯ

ÚÜÙÍÈÊÌɯÖÍɯÛÏÐÕÎÚȮɂɯÞÏÌÙÌÉàɯɁÛÏÌɯ×ÈÛÛÌÙÕɯÖÍɯÛÏÌɯÙÌÈÓɯÐÚɯÛÖÙÕȭɂ202  And just as he does in 

Juke Joint, Imes addresses southern history and black and white relationships in 

Whispering Pines. A 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 grotesque to 

depict the Pines, which opened in 1949, with a white side and a black side. Like the juke 

ÑÖÐÕÛÚȮɯÛÏÌɯÙÌÈÓÐÛàɯÖÍɯÛÏÌɯ/ÐÕÌÚɯÐÚɯÐÛÚÌÓÍɯɁÔÈÙÝÌÓÖÜÚɂɯÉàɯ"ÈÙ×ÌÕÛÐÌÙɀÚɯËÌÍÐÕÐÛÐÖÕȭɯɯ(ÕɯÐÛÚɯ

glory days, the roadhouse had a concrete dance floor poured out under the pines, a neon 

moon suspended above.203 Ɂ3ÏÌɯÔÐÙÈÎÌɯÖÍɯÈÕɯÖÈÚÐÚɯÊÖÔÌÚɯÛÖɯÔÐÕËȮɂɯÔÜÚÌËɯÊÜÙÈÛÖÙɯ

3ÙÜËàɯ6ÐÓÕÌÙɯ2ÛÈÊÒȮɯɁÞÏÌÕɯ(ɯÐÔÈÎÐÕÌɯÛÏÌɯÚÌÈÙÊÏÐÕÎɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯÍÐÙÚÛɯÎÓÐÔ×ÚÌɯÖÍɯÈɯ

ËÌÊÓÐÕÐÕÎɯÙÖÈËÏÖÜÚÌɯÖÍÍɯÐÕɯÛÏÌɯËÐÚÛÈÕÊÌȭɂ204   

  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 ɬ black-and-white versus color, 

                                                      

202 Patricia Yaeger, #ÐÙÛɯÈÕËɯ#ÌÚÐÙÌȯɯ1ÌÊÖÕÚÛÙÜÊÛÐÕÎɯ2ÖÜÛÏÌÙÕɯ6ÖÔÌÕɀÚɯ6ÙÐÛÐÕÎȮɯƕƝƗƔ-1990 (Chicago: University 

of Chicago Press, 2000), 180.  
203 Birney Imes, Whispering Pines (Jackson: University Press of Mississippi, 1994), 75. 
204 Imes, Whispering Pines, 11.  
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documentary reality versus fantasy ɬ is a formal indicator of the photographic content of 

the Pines work ɬ ÛÏÌɯÊÙÖÚÚÐÕÎɯÈÕËɯÖÜÛÙÐÎÏÛɯËÌÚÛÙÜÊÛÐÖÕɯÖÍɯÙÈÊÐÈÓɯÉÖÜÕËÈÙÐÌÚȭɯ3ÙÐ×ÓÌÛÛɀÚɯ

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, 

ÐÕɯÛÏÌɯÞÖÙËÚɯÖÍɯÑÖÜÙÕÈÓÐÚÛɯ&ÙÖÝÌÙɯ+ÌÞÐÚȮɯÈɯɁÊÙÈÊÒÌÙȮɂɯÈɯɁÍÌÙÈÓɯÖÓËɯËÜÍÍɯÕÖÛɯÌÝÌÕɯÕÌÈÙɯÛÏÌɯ

fringes of respectable society.ɂ (ÔÌÚɀÚɯÚÈÞɯÐÕɯɁ3ÙÐ×ÓÌÛÛɯÈÕɯÖËËɯÏÜÔÈÕɯÐÕÚÛÙÜÔÌÕÛɯÞÏÖÚÌɯ

slow and painful demise suggests the close of one chapter of our national history and 

ÛÏÌɯÖ×ÌÕÐÕÎɯÖÍɯÈÕÖÛÏÌÙȭɂ205   

   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 ɬ a man with several missing teeth, a lumpy body, and sagging flesh beneath 

ÚÛÈÐÕÌËɯɁÞÐÍÌ-ÉÌÈÛÌÙÚɂɯÈÕË plaid shirts. In 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)ȭɯ'ÐÚɯÚÒÐÕɯÐÚɯÚÖɯÞÏÐÛÌɯÐÛɀÚɯ

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 &ÙÖÝÌÙɯ+ÌÞÐÚȮɯɁ)ÜÒÌɯ)ÖÐÕÛÚȮɯ1ÖÈËÏÖÜÚÌÚɯÈÕËɯ2ÖÜÛÏÌÙÕɯ/ÈÙÈÉÓÌÚȯɯ3ÏÌɯ#ÖÊÜÔÌÕÛÈÙàɯ+àÙÐÊÐÚÔ of 

/ÏÖÛÖÎÙÈ×ÏÌÙɯ!ÐÙÕÌàɯ(ÔÌÚȮɂɯLos Angeles Times (August 7, 1994).  
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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 close-ups 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. On the soft inner fl esh 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 ɬ ɁÎÓÐÛtering with the aura of the astonishing, the 

out-of-the-ÖÙËÐÕÈÙàȮɂɯÐÛɯÈ××ÌÈÙÚɯÐÕɯÛÏÌɯØÜÖÛÐËÐÈÕɯËÌÛÈÐÓɯÈÚɯÞÌÓÓɯɬ ÐÕɯ!ÓÜÔÌɀÚɯÊÏÐÛÛÌÙÓÐÕÎÚɯ

ÈÕËɯ×ÐÎɀÚɯÍÌÌÛȮɯÏÐÚɯÊÐÎÈÙÚɯÈÕËɯÚÛÈÐÕÌËɯÚÏÐÙÛÚȭɯ(ÔÌÚȮɯÓÐÒÌɯÛÏÌɯÚÖÜÛÏÌÙÕɯÞÙÐter Patricia Yaeger 

describes, uses ɁËÌÚÊÙÐ×ÛÐons of extraordinary bodies to show the ordinary effects of 

ÚÖÜÛÏÌÙÕɯÙÈÊÐÈÓɯÏÐÚÛÖÙàȭɂ206 8ÈÌÎÌÙɯÞÙÐÛÌÚɯÛÏÈÛɯÛÏÌɯɁËÌÍÖÙÔÈÛÐÖÕɯÖÍɯÛÏÌɯÚÖÜÛÏÌÙÕɯÉÖËàɯÐÚɯÈɯ

ÚÜÙ×ÙÐÚÐÕÎÓàɯÊÖÕÚÛÈÕÛɯÛÏÌÔÌɯÐÕɯÚÛÖÙÐÌÚɯÈÕËɯÈÕÌÊËÖÛÌÚɯÈÉÖÜÛɯÛÏÌɯ2ÖÜÛÏȱȭÛÏÌɯÉÖËàɯÐÚɯÕÖÛɯ

portrayed in isolatio n from the segregated world but as a hybrid form ɬ already mixed 

ÞÐÛÏɯÖÙɯÐÔ×ÙÐÕÛÌËɯÉàɯÐÛÚɯÌÕÝÐÙÖÕÔÌÕÛȭɂ207 The constrictions of southern race relations 

ËÌÍÖÙÔɯÉÖÛÏɯÉÓÈÊÒɯÈÕËɯÞÏÐÛÌɯÍÐÎÜÙÌÚȭɯ3ÏÌɯÎÙÖÛÌÚØÜÌɯÙÌ×ÙÌÚÌÕÛÚɯÈÕɯɁÐÔÈÎÌɯÖÍɯÚÖÊÐÌÛàɂɯ

                                                      

206 Yaeger, 237. 
207 Ibid.  
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ÉÌÐÕÎɯɁÊÈÙÝÌËɯÐÕÛÖɯÛÏÌ ÍÓÌÚÏȭɂ208 3ÏÌɯÎÙÖÛÌÚØÜÌȮɯÈÚɯ8ÈÌÎÌÙɯÞÙÐÛÌÚȮɯɁËÙÈÞÚɯÈÛÛÌÕÛÐÖÕɯÛÖɯÛÏÌɯ

ÉÖËàɯÈÚɯÈɯÚÛÈÐÕɯÖÙɯÚ×ÖÛȮɯÛÖɯÛÏÌɯÛÈÊÒàȮɯÚÛÐÊÒàȮɯÚÖÔÈÛÐÊɯÚÌÓÍɯÛÏÈÛɯÞÐÓÓɯÕÖÛɯÎÖɯÈÞÈàȭɂ209 Its 

ÌßÊÌÚÚɯÖÍɯÔÌÈÕÐÕÎɯɁÖ×ÌÕÚɯÈɯÚ×ÈÊÌɯÖÍɯ×ÌÙÔÌÈÉÓÌȮɯÖÕÎÖÐÕÎɯËÐÚÛÜÙÉÈÕÊÌɯÈÕËɯÖÍÍÌÙÚɯÈÕÖÛÏÌÙɯ

way of engaginÎɯÞÐÛÏɯÛÏÌɯÙÌÈËÌÙɀÚɯÚÖÔÈȯɯÈɯÒÐÕËɯÖÍɯÊÖÕÛÈÊÛɯáÖÕÌɯÞÏÌÙÌɯÛÏÌɯÙÌÈËÌÙɯÙÜÕÚɯ

smack into ideology ɬ ÉÜÛɯÐËÌÖÓÖÎàɯÈÚɯÉÖËàɯÈÕËɯÉÓÖÖËȭɂ210 

  .ÛÏÌÙɯÉÐáÈÙÙÌɯÚÜÉÑÌÊÛÚɯÐÕɯ(ÔÌÚɀÚɯ6ÏÐÚ×ÌÙÐÕÎɯ/ÐÕÌÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÊÖÔÔÜÕÐÊÈÛÌɯ

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 

Pines shows Triplett (the proprietor) and Rosie Stevenson (the woman who worked the 

black side of the roadhouse since 1959) standing together (figure  66). The photograph 

seems to depict a domestic scene. Indeed, since Triplett lived at Whispering Pines and 

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 long-suffering 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 Rosie, with 

                                                      

208 Quoted in Yaeger, 237. 
209 Yaeger, 238. 
210 Yager, 248.  



 

 

265 

Tri×ÓÌÛÛɀÚɯÎÜÕɯÚÖɯÊÓÖÚÌ. Curator Trudy Wilner As Stack wrote in her introduction to 

Whispering Pines, as Triplett fell into old age and ill health, he became dependent on 

Rosie for everything.211 (ÔÌÚɯÞÙÐÛÌÚɯÐÕɯÛÏÌɯÉÖÖÒɀÚɯ×ÖÚÛÚÊÙÐ×Ûȯ 

  In the mid -eightieÚȮɯ!ÓÜÔÌɀÚɯÏÌÈÓÛÏɯÉÌÎÈÕɯÛÖɯ  

  decline, and he moved over to the Black Side so 

   Rosie could better take care of him. The White Side, 

   clogged with debris he had collected over the years, 

   ÉÌÊÈÔÌɯÒÕÖÞÕɯÈÚɯÛÏÌɯɁÈÙÊÏÐÝÌÚɂȱÈɯÙÜ×ÛÜÙÌËɯÈ××ÌÕËÐß 

   put him in the hospital in 1989. 212 

  

  This bizarre place ɬ where Jim Crow boundaries unravel and the lines between 

public and private, domestic and recreational blur so completely ɬ is tucked off in the 

ÞÖÖËÚɯÈÉÖÜÛɯƕƙɯÔÐÓÌÚɯÍÙÖÔɯ(ÔÌÚɀÚɯ"ÖÓÜÔÉÜÚɯÏÖÔÌȮɯɁƙ miles north of Brooksville on 

'ÐÎÏÞÈàɯƘƙɯÐÕɯ"ÙÈÞÍÖÙËȮɯ,2ȭɂ213 Grover Lewis, who visited the 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 cotton and ÐÔÔÌÕÚÌɯÛÙÈÊÒÚɯÖÍɯÚÖàÉÌÈÕÚȱ 

   Fifteen miles from town, Imes pulled off into a tangle of  

   undergrowth that I didn ɀÛɯÐÔÔÌËÐÈÛÌÓàɯÙÌÊÖÎÕÐáÌɯÈÚ 

                                                      

211 Birney Imes, Whispering Pines (Jackson: University of Mississippi Press, 1994), introduction by Trudy 

Wilner Stack, 12. 
212 Whispering Pines, 76. 
213 Birney Imes, Whispering Pines (Jackson: University of Mississippi Press, 1994). 
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   a parking lot and rolled to a s top 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 ImesɀÚɯÊÈÔÌÙÈɯ

ÉÌÊÖÔÌÚɯÛÏÌɯÔÌËÐÜÔɯÛÖɯÊÖÕÝÌàɯÐÛÚɯÔÈÎÐÊȮɯÞÖÕËÌÙȮɯÈÕËɯÖÛÏÌÙÞÖÙÓËÓÐÕÌÚÚȭɯ ÍÛÌÙɯ3ÙÐ×ÓÌÛÛɀÚɯ

funeral in July 1991, Imes stopped by the Pines on his way home. He described a 

supernatural presence there: 

    I 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  

    ÉÌÐÕÎɯÉÈÊÒɯÈÍÛÌÙɯÈɯÓÖÕÎɯÛÐÔÌɯÈÞÈàɯ(ɯËÖÕɀÛɯÒÕÖÞȮɯÉÜÛɯÛÏÌÙÌɯÞÈÚ 

   a palpable presence. The camera was in the car, and I wondered if it 

    might be possible to convey this presence with photographs.215   

   

 In his description of the drive to Whispering Pines, writer Grover Lewis described being 

immersed into a humming, raw place ɬ ɁÛÖÞÌÙÐÕÎɯÛÏÐÊÒÌÛÚɯÖÍɯÛÙÌÌÚɂɯÛÏÈÛɯɁÎÈÝÌɯÖÍÍɯÈɯ

dense, primeval hum that enfolded you after a whil Ìȭɂ216  The mirage of an oasis comes 

ÛÖɯÔÐÕËȮɯÞÙÐÛÌÚɯ2ÛÈÊÒȮɯɁÞÏÌÕɯ(ɯÐÔÈÎÐÕÌɯÛÏÌɯÚÌÈÙÊÏÐÕÎɯ×ÏÖÛÖÎÙÈ×ÏÌÙɀÚɯÍÐÙÚÛɯÎÓÐÔ×ÚÌɯÖÍɯÈɯ

ËÌÊÓÐÕÐÕÎɯÙÖÈËÏÖÜÚÌɯÖÍÍɯÐÕɯÛÏÌɯËÐÚÛÈÕÊÌȯɯȿ6ÏÐÚ×ÌÙÐÕÎɯ/ÐÕÌÚɀɯȹÈɯËÙÌÈÔàɯÚÖÙÛɯÖÍɯÕÈÔÌȺɯ

                                                      

214 &ÙÖÝÌÙɯ+ÌÞÐÚȮɯɁ)ÜÒÌɯ)ÖÐÕÛÚȮɯ1ÖÈËÏÖÜÚÌÚɯÈÕËɯ2ÖÜÛÏÌÙÕɯ/ÈÙÈÉÓÌÚȯɯ3ÏÌɯ#ÖÊÜÔÌÕÛÈÙàɯ+àÙÐÊÐÚÔɯÖÍɯ

/ÏÖÛÖÎÙÈ×ÏÌÙɯ!ÐÙÕÌàɯ(ÔÌÚȮɂɯLos Angeles Times, August 7, 1994.  
215 Imes, Pines, 77. 
216 +ÌÞÐÚȮɯɁ)ÜÒÌɯ)ÖÐÕÛÚȭɂ 



 

 

267 

growing quickly larger and more real in his dusty ÞÐÕËÚÏÐÌÓËȭɂ217 Evidently Imes was 

not the only one dazzled by the Pines. 

  (ÔÌÚɀÚɯÞÖÙÒɯÈÛɯ6ÏÐÚ×ÌÙÐÕÎ Pines and in the juke joints hangs in the balance 

between documentary realism and fantasy. Color sometimes serves as a hinge between 

these realms, as Whispering Pines teeters back and forth between black-and-white and 

color film. Several black-and-white photographs in the book address themes of 

transcendence and the surreal in black-and-white. One such image shows a black man 

ȹ1ÖÚÐÌɀÚɯÉÙÖÛÏÌÙȺɯÈÕËɯÈɯÞÏÐÛÌɯÔÈÕ wearing 3-D glasses (figure 67).  The black man is 

seated on a bench, protectively cuddling a large dog. The dog is positioned so that he is 

ÊÖÕÊÌÈÓÐÕÎɯÛÏÌɯÔÈÕɀÚɯÓÌÎȮɯÈÕËȮɯÉÐáÈÙÙÌÓàɯÚÜÉÚÛÐÛÜÛÐÕÎɯÍÖÙɯÛÏÌɯÏÐËËÌÕɯÈ××ÌÕËÈÎÌȭɯɯ ɯÞÏÐÛÌɯ

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 Pines are dispersed throughout the 

                                                      

217 Birney Imes, Whispering Pines (Jackson: 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 close-up shot that shows his face and upper 

torso, we see one of his eyes rolled back into his head, revealing only the white part of 

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 ɬ each knows the other is looking at him, even if 

ÏÌɯÊÈÕɀÛɯÚÌÌɯÏÐÔɯȹÍÐÎÜÙÌs 70 and 71). Or is this glaucoma? The photograph almost implies 

a blindness on the part of this man.  Furthermore, these square format photographs call 

ÛÖɯÔÐÕËɯ#ÐÈÕÌɯ ÙÉÜÚɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÖÍɯɁÍÙÌÈÒÚɂɯɬ transvestites, dwarfs, twins, giants ɬ 

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 ɬ Patricia Yaeger referred to Welty as 

ɁËÐÚÛÜÙÉÐÕÎɂɯÈÕËɯɁÍÙÌÈÒ-ÖÉÚÌÚÚÌËȭɂ218 Rising early to photograph carnival workers 

setting up, Welty became interested in the posters advertising so-ÊÈÓÓÌËɯɁÍÙÌÈÒɂɯÚÏÖÞÚȭɯ

3ÏÌÚÌɯ×ÖÚÛÌÙÚɯÞÌÙÌɯɁÈɯÞÏÖÓÌɯÚÊÏÖÖÓɯÖÍɯÕÈĈÝÌɯÍÖÓÒɯÈÙÛȮɂɯÚÏÌɯÚÈÐËȮɯËÌ×ÐÊÛÐÕÎȮɯÍÖÙɯÌßÈÔ×ÓÌȮɯÈɯ

group of bystanders in fancy clothes being horrified by an alleged snake-ÔÈÕȭɯ(ÔÌÚɀÚɯ

                                                      

218 Patricia Yaeger, Dirt and DesireȮɯƚƖȭɯɁ+ÌÛɀÚɯÉÌÎÐÕɯÞÐÛÏɯÛÏÌɯ×ÙÖÉÓÌÔɯÖÍɯËÖÔÌÚÛÐÊÈÛÐÖÕȭɯ6ÏàɯÐÚɯÐÛɯÛÏÈÛɯÈɯÞÙÐÛÌÙɯ

as freak-obsessed and fiercely ËÐÚÛÜÙÉÐÕÎɯÈÚɯ$ÜËÖÙÈɯ6ÌÓÛàɯÊÈÕɯÊÖÕÚÐÚÛÌÕÛÓàɯÉÌɯËÌÚÊÙÐÉÌËɯÈÚɯȿÖÕÌɯÖÍɯÖÜÙɯ

puÙÌÚÛȮɯÍÐÕÌÚÛȮɯÎÌÕÛÓÌÚÛɯÝÖÐÊÌÚȳɂ 
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black-and-white square format photographs in Whispering Pines gesture toward 

 ÙÉÜÚɀÚɯÈÕËɯ6ÌÓÛàɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÖÍɯÍÙÌÈk show posters (figure 69).  

   Despite being in the mystical, primordial backwoods of Mississippi, Whispering 

/ÐÕÌÚɯÐÚɯÞÐÛÏÐÕɯÛÏÌɯÙÌÈÊÏÌÚɯÖÍɯɁÎÓÖÉÈÓÐáÈÛÐÖÕȭɯ(ÕɯÚÖÔÌɯÖÍɯÛÏÌɯÐÔÈÎÌÚȮɯÐÔ×ÌÙÐÈÓÐÚÔɯ

juxtaposes objects from far-flung corners of the globe to the remotest corners of 

,ÐÚÚÐÚÚÐ××Ðȭɯ(ÔÌÚɀÚɯÐÔÈÎÌÚɯËÌ×ÐÊÛɯÈɯ×ÓÈÊÌɯÛÌÌÔÐÕÎɯÞÐÛÏɯÛÏÌɯËÌÛÙÐÛÜÚɯÈÊÊÙÜÌËɯÐÕɯ

postcolonial, postmodern Mississippi. One photograph is a still -life pastiche ɬ a black-

and-white photograph of Triplett, a King Edward Imperial cigar box, an d several tape 

ÊÈÚÚÌÛÛÌÚȭɯ.ÕÌɯÖÍɯÛÏÌɯÊÈÚÚÌÛÛÌÚɯÙÌÈËÚɯɁ!ÓÜÌÚɂɯÈÕËɯÓÐÚÛÚɯÝÈÙÐÖÜÚɯËÈÛÌÚɯȹ×ÙÌÚÜÔÈÉÓàɯÖÍɯ

ÙÌÊÖÙËÐÕÎÚȺȭɯ ÕÖÛÏÌÙɯÛÈ×ÌɯÙÌÈËÚɯɁ,ÈËÌɯÐÕɯ'ÖÕÎɯ*ÖÕÎȭɂɯ3ÏÌɯ!ÓÜÌÚȮɯÈɯÔÜÓÛÐÊÜÓÛÜÙÈÓɯ

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 Imes was a still photographer for the 1991 Mira Nair film, Mississippi Masala, which 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 

ƕƝƛƕȭɯɁ#ÜÙÐÕÎɯÛÏÌɯ!ÙÐÛÐÚÏɯÙÜÓÌɯÐÕɯ(ÕËÐÈȮɯÔÈÕàɯ(ÕËÐÈÕÚɯÞÌÙÌɯÚÌÕÛɯÛÖɯ4ÎÈÕËÈɯÛÖɯÈÚÚÐÚÛɯÐÕɯÛÏÌɯÉÜÐÓËÐÕÎɯÖÍɯÈɯ

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 Ugandan-Indians refused to permit their children to marry 

ÕÈÛÐÝÌɯ4ÎÈÕËÈÕÚȱȭ(Õɯ-ÖÝÌÔÉÌÙɯÖÍɯƕƝƛƖɯ&ÌÕÌÙÈÓɯ(ËÐɯ ÔÐÕɯÔÈËÌɯÐÛɯÔÈÕËÈÛÖÙàɯÍÖÙɯÈÓÓɯ ÚÐÈÕÚɯÛo leave 

4ÎÈÕËÈȮɯÈÚɯÏÌɯÞÈÕÛÌËɯ ÍÙÐÊÈɯÛÖɯÉÌɯÈɯȿÉÓÈÊÒɯ ÍÙÐÊÈȭɀɂɯ,ÐÚÚÐÚÚÐ××Ðɯ,ÈÚÈÓÈɯÛÌÓÓÚɯÛÏÌɯÚÛÖÙàɯÖÍɯÖÕÌɯÖÍɯÛÏÌɯËÐÚ×ÓÈÊÌËɯ
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  Mississippi  ÞÙÐÛÌÙɯ"àÕÛÏÐÈɯ2ÏÌÈÙÌÙɀÚɯƖƔƔƙɯÕÖÝÌÓɯCelestial Jukebox addresses the 

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, 

ÞÏÖɯÙÜÕÚɯ"ÌÓÌÚÛÐÈÓɯ&ÙÖÊÌÙàȮɯÛÏÌɯÛÖÞÕɯÎÙÖÊÌÙàɯÚÛÖÙÌɯÈÕËɯɁÛÏÌɯÜÕÈÊÒÕÖÞÓÌËÎÌËɯÏÌÈÙÛɯÖÍɯ

ÛÏÌɯÓÐÛÛÓÌɯËàÐÕÎɯÛÖÞÕȭɂ220 When in one scene of the novel he is asked by a visitor if he has 

ÈÕàɯÎÖÖËɯÉÈÙÉÌÊÜÌȮɯ"ÏÐÌÕɯÙÌ×ÓÐÌÚɯÞÐÛÏɯÞÖÙËÚɯÛÏÈÛɯɁÙÖÓÓÌËɯÖÜÛɯÖÍɯÏÐÚɯÔÖÜÛÏɯÓÐÒÌɯÚÓÌÌ×àɯ

ÍÈÛɯÉÐÙËÚȮɯÈɯÚÖÜÛÏÌÙÕɯËÙÈÞÓɯÛÏÈÛɯËÐËɯÕÖÛɯÔÈÛÊÏɯÏÐÚɯ"ÏÐÕÌÚÌɯÍÈÊÌȭɂ221 The Celestial was, 

ɁÛÏÌɯÓÈÚÛɯÖÍɯÈɯÊÖÕÚÛÌÓÓÈÛÐÖÕɯÖÍɯ"Ïinese-run country stores that used to exist in 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. 222  Ɂ"ÏÌÈ×ɯ

                                                      

 

ÍÈÔÐÓÐÌÚɯÛÏÈÛɯÔÖÝÌËɯÍÙÖÔɯ*ÈÔ×ÈÓÈɯÛÖɯ&ÙÌÌÕÞÖÖËȮɯ,ÐÚÚÐÚÚÐ××Ðȱ2ÐÕÊÌɯÛÏÌɯËÈÜÎÏÛÌÙȮɯ,ÌÌÕÈȮɯÏÈËɯÈɯËÈÙÒɯ

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 

ÉÜÚÐÕÌÚÚɯÊÓÌÈÕÐÕÎɯÊÈÙ×ÌÛÚɯÐÕɯÔÖÛÌÓɯÙÖÖÔÚȭɯɁ6ÈÛÊÏɯÏÖÞɯÛÌÕÚÐÖÕÚɯÙÐÚÌɯÞÏÌÕɯÚÈÓÛɯÐÚɯÙÜÉÉÌËɯÖÕɯold wounds, and 

ÙÈÊÐÚÔȮɯÊÈÓÓÌËɯȿÛÙÈËÐÛÐÖÕɀɯÉàɯÚÖÔÌɯÍÖÓÒÚɯÐÕɯÛÏÌɯ4ȭ2ȭȮɯÙÈÐÚÌÚɯÐÛÚɯÜÎÓàɯÏÌÈËȮɯ×ÌÙÏÈ×ÚɯÛÖɯÊÓÈÐÔɯÔÖÙÌɯÝÐÊÛÐÔÚȱȭɂɯ

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 Jukebox (Washington D.C.: Shoemaker & Hoard, 2005). 
222 Shearer, Celestial, 31. 

http://www.imdb.com/title/tt0102456/plotsummary
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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 ÌÚȱ"ÖÚÛÚɯÞÌÙÌɯÈÓÞÈàÚɯÛÈÓÓÐÌËɯÖÕɯÈɯÙÌËɯ

ÓÈÊØÜÌÙɯÈÉÈÊÜÚɯÛÏÈÛɯÏÈËɯÊÖÔÌɯÈÓÓɯÛÏÌɯÞÈàɯÍÙÖÔɯ"ÏÐÕÈɯÐÕɯƕƝƗƜȭɂ223 There is an element of 

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.  

  2ÏÌÈÙÌÙɀÚɯËÌÚÊÙÐ×ÛÐÖÕɯÖÍɯÛÏÌɯÎÙÖÜ×ɯÖÍɯÏÖÜÚÌÚɯÞÏÌÙÌɯ,ÈÜÙÐÛÈÕÐÈÕɯÐÔÔÐÎÙÈÕÛɯ

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 shell  

   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, Celestial 33. 
224 Shearer, Jukebox, 28. 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 

(ÔÌÚɀÚɯJuke Joint ÊÖÕÑÜÙÌÚȭɯ3ÏÌɯÔÖÕÖÎÙÈ×ÏɯÙÌÊÙÌÈÛÌÚɯÛÏÌɯÈÙÛÐÚÛɀÚɯ×ÙÖÊÌÚÚɯÖÍɯÊÖÕÍÙÖÕÛÐÕÎɯ

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 -ÉÈÚÌËɯ×ÏÖÛÖÎÙÈ×ÏÌÙɯ6ÐÓÓÐÈÔɯ*ÙÖÚÚɯ&ÙÌÐÕÌÙɀÚɯ

2008 exhibit Fallen Paradise: Photographs of New Orleans, 1995-2005.1  Mostly m ade prior to 

the 2005 Hurricane Katrina disaster, the Fallen Paradise photographs depict supposedly 

overlooked elements of the metropolitan New Orleans landscape ɬ parking lots, 

drainage pipes, trailer s, movie theaters, and pool halls ɬ 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 ÐÕɯÛÏÌɯËÌÕÖÜÌÔÌÕÛȭɯ.ÕÌɯÖÍɯ&ÙÌÐÕÌÙɀÚɯÎÙÌÈÛÌÚÛɯÐÕÍÓÜÌÕÊÌÚɯÐÚɯ

photographer William Eggl eston, whom critics have observed often invests the 

seemingly quotidian and mundane with monumentality and  who has influenced 

fi lmmakers such as David Lynch that  traffic in  suspense and rely heavily on color to 

create a mood.2 

   In the wake of Hurricane Katrina , the underlying edginess of &ÙÌÐÕÌÙɀÚɯÐÔÈÎÌÚɯ

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 'ÐÓÛÖÕɯ*ÙÈÔÌÙɯÐÕÍÈÔÖÜÚÓàɯÙÌÍÌÙÙÌËɯÛÖɯ$ÎÎÓÌÚÛÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÚɯÈÚɯɁ×ÌÙÍÌÊÛÓàɯÉÈÕÈÓɂɯÈÕËɯɁÉÖÙÐÕÎɂɯÈÛɯ

$ÎÎÓÌÚÛÖÕɀÚɯƕƝƛƚɯ,ÜÚÌÜÔɯÖÍɯ,ÖËÌÙÕɯ ÙÛɯÌßÏÐÉÐÛÐÖÕȭɯ'ÐÓÛÖÕɯ*ÙÈÔÌÙȮɯɁ ÙÛȯɯ%ÖÊÜÚɯÖÕɯ/ÏÖÛÖ 2ÏÖÞÚȮɂɯThe New 

York Times (May 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 mysteriousl y foreshadow the horrors of Katrina. 3 A  1998 image depicts the infamous 

17th Street Canal (which released floodwaters into New Orleans after Katrina) abstracted 

and distanced from its function (figure  73Ⱥȭɯɯ6ÏÌÕɯ&ÙÌÐÕÌÙɯÔÈËÌɯÛÏÐÚɯ×ÐÊÛÜÙÌȮɯÏÌɯɁÏÈËɯÕÖɯ

idea disaster would strike seven years later, that the canal would flood the city.  No one 

ËÐËȭɂ4 Yet an unspoken, ill-defined dread seems to nip at the edges of these sometimes 

harshly colored, mostly un -peopled landscapes.5 Intuition, Robin Miller observed ɬ a 

mysterious, almost supernatural form of privileged prescience ɬ played an important 

ÙÖÓÌɯÐÕɯ&ÙÌÐÕÌÙɀÚɯ×ÐÊÛÜÙÌ-ÔÈÒÐÕÎɯ×ÙÖÊÌÚÚȯɯɁ'ÌɯËÐËÕɀÛɯ×ÓÈÕɯÛÏÐÚɯÊÖÔ×ÖÚÐÛÐÖÕɯÖÙɯÈÕàɯÖÍɯÛÏÌɯ

rest in the ÎÈÓÓÌÙàȮɂɯÛÏÌɯÙÌÝÐÌÞÌÙɯÙÌ×ÖÙÛÌË about the Fallen Paradise ÐÔÈÎÌÚȭɯɁ3ÏÌàɯÑÜÚÛɯ

ÏÈ××ÌÕÌËȭɯ ÚÒɯÏÐÔȮɯÈÕËɯÛÏÈÛɀÚɯÞÏÈÛɯÏÌɀÓÓɯÛÌÓÓɯàÖÜȭɯ'ÌɯËÌ×ÌÕËÚɯÖÕɯÐÕÛÜÐtion in his 

×ÏÖÛÖÎÙÈ×ÏàȮɯÈÕËɯÐÛɀÚɯ×ÙÌÛÛàɯÔÜÊÏɯÖÕɯÛÈÙÎÌÛȭɂ6 

                                                      

3 1ÖÉÐÕɯ,ÐÓÓÌÙȮɯɁ/ÏÖÛÖÚɯ"È×ÛÜÙÌɯ$ÝÌÙàËÈàɯ-ÌÞɯ.ÙÓÌÈÕÚɯ!ÌÍÖÙÌɯ*ÈÛÙÐÕÈȮɂɯBaton Rouge Advocate magazine 

ÚÌÊÛÐÖÕȮɯƙ$Ȯɯ ÜÎÜÚÛɯƗȮɯƖƔƔƜȭɯɯɁ3ÏÌɯÚÊÌÕÌÚɯÞÌÙÌɯÚÖÔÌÛÏÐÕÎɯÛÏÌɯ×ÈÚÚÌÙÚÉàɯÚÈÞɯÌÝÌÙàɯËÈàȮɯÙÖÈËÚȮɯÞÈÛÌÙÞÈàÚȮɯ

parking lots, old buildings ɬ ÕÖÕÌɯÖÍɯÐÛɯÛÖÖɯÚ×ÌÊÐÈÓȭɂɯ,ÐÓÓÌÙɯÖÉÚÌÙÝÌËȭɯ3ÏÌɯ×ÏÖÛÖÎÙÈ×ÏÚɯËÌ×ÐÊÛɯÚÐÛÌÚɯÐÕɯÛÏÌɯ

New Orleans area forever changed by hurricanes Rita and Katrina.   
4 ,ÐÓÓÌÙȮɯɁ/ÏÖÛÖÚɯ"È×ÛÜÙÌȭɂɯ3ÏÌɯƕƛth Street Canal flows into Lake Pontchartrain. 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 Advocate called Fallen Paradise ÈɯɁÙÌÔÈÙÒÈÉÓÌɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯÙÌÊÖÙËɯÖÍɯÛÏÌɯ

ËÌÊÓÐÕÌɯÖÍɯ×ÈÙÛÚɯÖÍɯÈɯÎÙÌÈÛɯÊÐÛàȭɂɯ ÜÎÜÚÛɯƖƘȮɯƖƔƔƜȭɯ 
6 ,ÐÓÓÌÙȮɯɁ/ÏÖÛÖÎÙÈ×ÏÚɯ"È×ÛÜÙÌɯ$ÝÌÙàËÈàɯ-ÌÞɯ.ÙÓÌÈÕÚɯ!ÌÍÖÙÌɯ*ÈÛÙÐÕÈȭɂɯ&ÙÌÐÕÌÙɯÏÈÚɯÚÈÐËɯÖÍɯÏÐÚɯ

×ÏÖÛÖÎÙÈ×ÏÐÊɯÐÕÛÜÐÛÐÖÕȯɯɁ(ɯÞÖÙÒɯÐÕÛÜÐÛÐÝÌÓàȭɯ(ɯÞÖÙÒɯÖÕɯÐÚÚÜÌÚɯÈÕËɯÛÏÌÔÌÚɯÛÏÈÛɯÚÌÌÔɯÛÖɯÉÌɯÙÌÓÌÝÈÕÛɯÐÕɯÔàɯÓÐÍÌɯ

at a certain moment, and try to translate that into the subjective process of going out to the world and 

ÊÏÖÖÚÐÕÎɯÞÏÈÛɯÐÚɯÐÕÊÓÜËÌËɯÈÕËɯÞÏÈÛɯÐÚɯÌßÊÓÜËÌËɯÐÕɯÛÏÌɯ×ÐÊÛÜÙÌȭɂɯ/ÏÖÛÖÎÙÈ×ÏàɯÏÈÚɯÈɯÏÐÚÛÖÙàɯÖÍɯÉÌÐÕÎɯÓÐÒÌÕÌËɯ

to or used in the service of the occult and attempts to understand the supernatural. See  Clement 

Cheroux,The Perfect Medium: Photography and the Occult (New Haven: Yale University Press, 2005); and 
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  In this chapter, I  discuss selected images ɬmost of them ÍÙÖÔɯÛÏÙÌÌɯÖÍɯ&ÙÌÐÕÌÙɀÚɯ

pre-Katrina photographic series ɬ Gone But Not Forgotten (1991-1996), The Reposed (1989-

1998), and Homefront (1992-2002). Each of these series, like Fallen Paradise, seems 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 from a post-*ÈÛÙÐÕÈɯÝÈÕÛÈÎÌɯ×ÖÐÕÛȭɯɁ(ɯÎÙÌÞɯÜ×ɯÐÕɯ-ÌÞɯ.ÙÓÌÈÕÚȮɯ

ÞÏÐÊÏɯÚÐÛÚɯÈÛɯÈÕɯÌÓÌÝÈÛÐÖÕɯÈÉÖÝÌɯÚÌÈɯÓÌÝÌÓȮɂɯ&ÙÌÐÕÌÙɯÊÖÔÔÌÕÛÌËɯÐÕɯÈɯƖƔƕƔɯÐÕÛÌÙÝÐÌÞȭɯɁ Úɯ

a child, I often wondered if the Gulf of Mexico would one day swallow us. I would look 

out over the levees, half expecting to see a wall of water rushing towards me. As we all 

ÒÕÖÞȮɯÛÏÈÛɯËÈàɯËÐËɯÐÕËÌÌËɯÊÖÔÌȭɂ7 Like many other New Orleanians (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 York (London:Tate, 2010), and 

Doyle, Arthur Conan, The Case for Spirit Photography (New York, George H. Dorcan, 1923). 
7 %ÙÈÊÛÐÖÕɯ,ÈÎÈáÐÕÌȮɯɁ6ÐÓÓÐÈÔɯ&ÙÌÐÕÌÙɀÚɯ+ÈÕËɀÚɯ$ÕËȮɂɯËÈÛÌɯÈÊÊÌÚÚÌËȯɯ ÜÎÜÚÛɯƕƚȮɯƖƔƕƔȭɯ 
8 Ɂ3ÏÌɯÊÖÕÊÙÌÛÌɯÈÕËɯÛÙÌÌÚɯÖÍɯ!ÈÛÖÕɯ1ÖÜÎÌɯÈÙÌɯÈɯÍÈÙɯÊÙàɯÍÙÖÔɯÏÌÙɯÕÈÛÐÝÌɯ,ÈÕËÌÝÐÓÓÌȮɯÈɯ×Ö×ÜÓÈÙɯËÌÚÛÐÕÈÛÐÖÕɯÍÖÙɯ

yachting along Lake Pontchartrain that suffered seÝÌÙÌɯÏÜÙÙÐÊÈÕÌɯËÈÔÈÎÌȭɂɯɁ.ÝÌÙÕÐÎÏÛȮɯ!ÈÛÖÕɯ1ÖÜÎÌɯÏÈÚɯ

replaced New Orleans as the most populous city in the state. And with that title come all the challenges of a 

ÉÖÖÔÐÕÎɯÔÌÛÙÖ×ÖÓÐÚȭɂɯ(ÈÕɯ4ÙÉÐÕÈɯÈÕËɯ)ÌÙÌÔàɯ ÓÍÖÙËȮɯɁ Úɯ.ÕÌɯ"ÐÛàɯÐÚɯ$Ô×ÛàÐÕÎȮɯ ÕÖÛÏÌÙɯ%ÐÕËÚɯ(ÛÚÌÓÍɯ%ÜÓÓȮɂɯ

The New York Times (September 2, 2005).  
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ÈËÔÐÛÚɯÛÏÈÛɯ*ÈÛÙÐÕÈɯÔÈËÌɯÏÐÔɯɁÛÏÐÕÒɯÈÉÖÜÛɯÛÏÌɯÞÖÙÓËɯÈÕËɯÏÖÞɯÍÙÈÎÐÓÌɯÐÛɯÐÚȱɂ9 

  It may seem anachronistic and un-ÙÐÎÖÙÖÜÚɯÛÖɯÙÌÈËɯ&ÙÌÐÕÌÙɀÚɯ×ÙÌ-2005 work in 

light of the Katrina disaster. However, as art historian Gennifer Weisenfeld has noted, 

×ÏÖÛÖÎÙÈ×ÏÚɯÊÈÙÙàɯÞÐÛÏÐÕɯÛÏÌÔɯÝÌÚÛÐÎÌÚɯÖÍɯÛÏÌɯ×ÈÚÛȮɯ×ÙÌÚÌÕÛȮɯÈÕËɯÍÜÛÜÙÌȭɯɁ!àɯ

underscoring the present temporal position of t he viewer, who embodies the potential to 

ÈÊÛɯÐÕɯÛÏÌɯÍÜÛÜÙÌȮɂɯ6ÌÐÚÌÕÍÌÓËɯÞÙÐÛÌÚȮɯɁ×ÏÖÛÖÎÙÈ×ÏÚɯÊÖÔÔÜÕÐÊÈÛÌɯÈɯÚÌÕÚÌɯÖÍɯÐÔÔÐÕÌÕÊÌɯ

ÞÏÐÓÌɯÙÌÐÕÍÖÙÊÐÕÎɯÈɯÚÌÕÚÌɯÖÍɯËÐÚÛÈÕÊÌȭɂ10 I ÈÙÎÜÌɯÛÏÈÛɯ&ÙÌÐÕÌÙɀÚɯ×ÙÌ-Katrina photographs 

in the Gone But Not Forgotten, Reposed and Homefront series 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 

*ÈÛÙÐÕÈɀÚɯÈÍÛÌÙÔÈÛÏɯÞÈÚɯÜÕËÌÙÚÛÖÖËɯÉàɯÛÏÌɯÔÌËÐÈȮɯÛÏÌɯ×ÜÉÓÐÊȮɯÈÕËɯÎÖÝÌÙÕÔÌÕÛɯÖÍÍÐÊÐÈÓÚȭɯ

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, (ÔÈÎÐÕÐÕÎɯ#ÐÚÈÚÛÌÙȯɯ3ÖÒàÖɯÈÕËɯÛÏÌɯ5ÐÚÜÈÓɯ"ÜÓÛÜÙÌɯÖÍɯ)È×ÈÕɀÚɯ&ÙÌÈÛɯ$ÈÙÛÏØÜÈÒÌɯÖÍɯƕƝƖƗ 

(Berkeley and Los Angeles: University of Californi a Press, 2012): 6. 




