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Acknowledge  meri t s  

by Lynn Robertson 

The South has claimed such a strong hold on our modern consciousness 
that any exhibition which contains "Southerners" as a theme must begin with 
a consideration of the "true" nature of the South, both contemporary and his
toric. As we enter the new century the geographic region south of the Mason-
Dixon Line outwardly looks like much of the rest of the United States with its 
uniform shopping malls, traffic choked roads, bank mergers, and now-rich 
social outlook. But, ask any resident, old-time or newly arrived, if there is a 
distinct identity for the South and you will receive a resounding "yes." 
Beyond that, however, clear definitions are hard to come by. 

Exploring this complex regional identity through collecting and exhibit
ing the arts, history and natural history of the South has been the major focus 
of McKissick Museum for over twenty years. From documenting African-
American crafts such as seagrass baskets to presenting three hundred years of 
South Carolina Jewish life and traditions, the Museum has made a specialty of 
interpreting widely divergent aspects of what a recent author called, "a place 
with strange weather and even stranger religions, home to a Good Old Boy 
cult. A place with a feudal code and a populist history, a tragic psyche and an 
earthly humor."7 

The University of South Carolina has generously supported this endeavor. 
Grants from the two National Endowments have sponsored numerous individ
ual projects. Partial funding for "Myth, Memory and Imagination" came from 
the Institute of Museum and Library Services. To each of these we are grateful. 

An acknowledgement of thanks, however, must first be extended to Julia 
J. Norrell for her willingness to share her superb collection with the museum, 
and beyond to a far wider national audience. Her efforts to build a truly repre
sentative collection of the "Southern voice" has produced a remarkable body of 
art works. 

A number of individuals and businesses have generously supported this 
catalogue which accompanies the exhibition. With gratitude we acknowledge 
the following: 
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Patricia P. Bailey 
Barbara E. Bey 
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Richard D. Weedman 
David and Kay Werdegar 
Maurice and Helen Werdegar 
Matthew Werdegar 
David and Deborah Winston 
Charles and Sheila Ziegler 

Elizabeth Hutton Turner, curator at the Phillips Collection and promi
nent photography curator, critic and consultant Andy Grundberg added their 
written insights to those of curator Jay Williams for this publication, for 
which we are thankful. The essays broaden our understanding of both the col
lection and the collector as well as deal with that difficult definition of region
al character. 

Museum staff members have worked many extra hours to make this 
exhibition a reality. Alice Bouknight, Elizabeth Carroll, Stuart Heebner and 
Meghan Wallace handled the complex registration and transportation aspects 
of the project. Gordon Brown, Dennis Durham and Christina Petrides 
photographed and prepared art works. Peyton Rowe and Peggy Nunn were 
responsible for the design and production of the catalogue. Jill Koverman 
oversaw the public programs. Curatorial assistant Jason Shaiman worked with 
many artists and galleries as well as generally sheparded the project along 
from idea to event. Jobyl Boone, a graduate of the University's master's 
program in art history who is now with the National Museum of American 
Art, catalogued the Norrell Collection, provided valuable editorial assistance 
and assistance to Ms. Norrell, and acted as liaison between Ms. Norrell and 
the Museum. Jay Williams, chief curator for exhibitions, provided unfailing 
dedication to the organization of such an ambitious exhibition project. His 
deep felt admiration for both this collection and the motivation of the person 
who built it, is evidenced in this publication. 

1. B.C. Hall and C.T. Wood, the South (New York: Scribner, 1995), page 207. 



Going Home to Get My Tombstone 

by Julia J. Norrell 

For he was a Southerner; and he knew that there was something wound
ed in the South. He knew that there was something twisted, dark and full of 
pain which Southerners have known with all their lives—something rooted in 
their soul beyond all contradiction, about which no one had dared to write, of 
which no one had ever spoken. 

Perhaps it came from their old war, and from the ruin of their great defeat 
and its degraded aftermath. Perhaps it came from causes yet more ancient— 
from the evil of man's slavery, and the hurt and shame of human conscience in 
its struggle with the fierce desire to own. It came, too, perhaps from the lusts 
of the hot South, tormented and repressed below the harsh and outward patterns 
of a bigot and intolerant theology, yet prowling always, stirring stealthily, as 
hushed and secret as the thickets of swamp-darkness. And most of all, perhaps, 
it came out of the very weather of their lives, out of the forms that shaped them 
and the food that fed them, out of the unknmvn terrors of the skies above them, 
out of the dark, mysterious pineland all around them with its haunting 
sorrow... 

Thomas Wolfe, You Can't Go Home Again, 1934 

This collection evolves from the red clay and tall pines of Drew and 
Ashley Counties, Arkansas. The town of Monticello, Arkansas, was home and 
I grew up there as well as in Washington, D.C. Home to me, however, was 
Monticello, a small town of 5,000 with soft dirt roads leading me on searches 
of great discovery on the back of my big, black horse with my bird dog fol
lowing behind. I was almost always armed with six-shooters and rifles that 
shot BB's. My favorite spot in the town was Virgil White's livery stable, for
bidden me as not appropriate for a young or old lady, but on Saturday after
noon the most enchanting place in the world with buckboards aplenty await
ing owners stocking up in town on those staples they could not grow; bootleg 

whiskey being consumed behind the barn; and groups of men kneeling around 
the snake-like rattle of dice. Sunday was an entirely different matter with 
chimes clamoring for attention from the First Baptist Church, the Methodist 
Church, the Pauline Baptist Church and the more staid Presbyterian Church. 
All seemed to play various versions of "Bringing in the Sheaves" or "Onward 
Christian Soldiers." We went to the First Baptist with its worn, red brick and 
tall steeple and bright stained glass windows that depicted Christ in the 
Garden, Christ on the Cross and Christ Risen. There was no air conditioning 
and I recall the squeaky whirl of ceiling fans, the long hymns of invitation 
that went every four or five verses and the farewells and funerals to the strains 
of, "In the Sweet By and By." 

This was a post-Depression world of the New Deal and FDR. Electricity 
was coming to every farm, buildings included WPA art, CCC camps abound
ed and crops were good with cotton as King. I was the daughter of 
Congressman William F. Norrell of the Sixth Congressional District of 
Arkansas; for that reason I lived in both Monticello and Washington. I was 
underwhelmed with Washington, a city with almost no bird dogs and few 
horses, limited football and too little time to while away the hours on the 
front lawn in Adirondack chairs or swings, or to chase lightening bugs. I 
longed for those soft, dirt roads of Arkansas that bid me well, to be almost 
one with my horse, to hear music float uptown from the AM&E church at 
night, to drink a milk shake at the drugstore on the square and listen to a 
band and political speakers. 

I had a Bolsey 35 mm camera and I took it everywhere with me to try to 
capture home for those days in Washington when home was remote and peo
ple talked of the Wall Street Journal, crop quotas, the navigability of the 
Arkansas River (a dream of my father's that became a reality), the Washington 
Senators, the composition of the Supreme Court and Eleanor Roosevelt. 

Often I took my camera to Oakland Cemetery in Monticello. I had to 
pass over a cattle guard to enter and my father complained that people 
thought it strange that the congressman's daughter was in the cemetery at all 
hours. I replied I was busy photographing in all kinds of light. 1 loved and 



love that cemetery: quiet with a Confederate statue standing guard. The stat
ue was moved from the town square before my birth. It is a statue of a young 
boy with a canteen perched on his hip, a rifle in his hand and chiseled on the 
base is, "Lest We Forget." He always fascinated me in all kinds of light and 
weather and the first story I ever wrote was entitled, "Lest We Forget," in 
which I tried to reconcile the riddle of the good and the bad of that ever-so-
personal Civil War. As the years progressed he symbolized all wars to me as 
they became ever more personal and less abstract. 

In that cemetery I found a sense of the past, including the graves of 
Yankee soldiers beyond the barbed wire, the names of the ancestors of 
Monticello and even the names and graves of friends. A young friend of mine 
was killed in a car crash while I was in Washington and I encountered grief 
and my first brush with mortality when I went home and went to her grave, 
simply marked with a granite stone which read, "Barbara Louise Jaggers, 
Gone to be an Angel." To this day I can see that grave and hope she is an 
angel. My parents, William F. and Catherine D. Norrell, both rest there with 
headstones stating they were members of Congress from Arkansas. 
Surrounding them are McClendons, Williamsons, Trotters and Towlers, my 
friends' parents, my special second families. 

As much as those youthful years post-Depression brought joy and securi
ty there was something wrong in my South, something I felt but did not 
understand. Even as a young child before I could read I failed to grasp why I 
could only drink from certain water fountains and not all. I grew up in a seg
regated South both in Arkansas and Washington and a part of me was 
depressed. Little did I know this issue would impact my entire life and 
become a tattoo on my very soul. I found the traditional Baptist church and 
Christian message hard to reconcile with a segregated society. It was hard to 
understand the Jesus of the First Baptist Church was the same Jesus of the 
AM&E church. As I listened to the voices of the black church "loving to tell 
the story," I also heard the white church voices loving to tell the same story. 
Then Edward Till was killed across the river from me ("Thank Godness it was 
across the river," I wrote) and my life was never the same. 

Laura Gilpin Campo Santo, El Valle, New Mexico, 1961 Photograph 20 1/4" x 16 1/4" 



I would like to claim superior intellect for my position, but in truth I 
think I was motivated by what I viewed as a dire limitation on my own free
dom. Why could I not drink out of the same fountain as my playmate? Why 
was my God not my friend's God? Why were the rights not the same for my 
black friends, for my Jewish friends, for Hindus and Muslims? Why? Why? 
Why? What was real and unreal, what responsibility did we have for our
selves, or for others? Did being precede essence? What were ethics? What 
were laws? What was love? What was true compassion? 

I was one of those southerners who loved the South, but hated the irra
tionality, hated the cruelty, hated the ignorance disguised by arrogance, hated 
the hate and the mean-spiritedness I saw all too frequently. I went to college 
out of the South hoping to avoid its segregation, only to demonstrate in 
Delaware, Ohio, to integrate the barber shops. I anguished over my South as if 
it were my bastard child. I loved the South and I hated it too. I marched with 
Martin Luther King in Washington. I took a stand and yet was silent at times 
when I knew my stand would hurt my father and mother politically. I listened 
to jazz in dark night spots, I loved going to the Charles Hotel or the Howard 
Theater in Washington. I heard Miles Davis and Coleman Hawkins and Ella 
Fitzgerald. On the other hand, I heard Elvis Presley in a roadside club in the 
South. I kept changing the radio station to country western, enjoying hearing 
the advertisement, "Send your contributions to GOD, spelled G-O-D, Del 
Rio, Texas." 

I campaigned for my father and later for my mother in the county seats 
and small towns of southeastern Arkansas. Countless church suppers with 
fried chicken; red, dripping, plump tomatoes (Monticello was the tomato cap
ital); pies of every hue and fruit; angel food cakes and sticky watermelon all 
called me to the table. Talk of God, talk of Dixie First and of third parties, 
talk of the New and Newer Deals, of crop supports, talk of war, talk of foreign 
aid. 

My father was six-foot-two, in a suit always (although now and then he 
would carry his jacket over his shoulder) wearing a white panama hat and a 
Mason's ring. He jabbed his finger into the humid air to make a point about 
the Arkansas River, about irrigating the rice fields of Chicot and Desha and 
Arkansas counties, about bringing home the soldiers, about cotton subsidies. 
One Christmas morning we spent trying to bring back the last son of a Drew 
County family. I fretted over why we were not opening gifts. The son came 
home and years later as I flew to Little Rock I sat on the flight next to a cou
ple en route to Arkansas from California. We made idle chat, politely intro
ducing ourselves, and when the woman learned my identity she said, "I will 
always remember your father. He got my brother home on Christmas Day." I 
had for years told the story of that Christmas morning as one of the positive 
memories of a political family, however, I never expected that anyone else in 
the world knew or remembered. Later, when I was forced to return my mother 
from Hawaii to an Arkansas nursing home and I called to ask the director of 
the local home about a space for her, I was told, "Judy, your daddy got my 
father home from Europe on a Christmas Day during the War. We'll find a 
place for your mother if we have to build a place." 

Politics was, to me, a way of life: often demanding, at times painful, and 
for my father rewarding beyond words. He loved the Sixth Congressional 
District of Arkansas. He wanted to be home traveling those roads, stopping in 
each county, helping his people with social security and veteran's claims and 
the Corps of Engineers. He was a man who treated the president of Arkansas 
A & M at Monticello, a land grant college then segregated, the same as the 
president of Arkansas A & M & N at Pine Bluff, the state's traditional "black" 
college. I never heard him swear or use a slang or derogatory term about any 
one or any race. This is the man who took me to the Red Mass, an annual 
service for high government officials at Saint Matthew's Cathedral in 
Washington, not because we were Catholic (we most certainly were not) but 
because he thought public servants needed "all the help they could get." 



My mother was the daughter of a Baptist minister and a talented musi
cian who played the piano and organ at every church where she lived and wor
shiped. At the First Baptist Church of Monticello she was at the front of the 
church playing the piano and looking out disapprovingly at me sleeping, wig
gling or reading. When I was with Father, who was a deacon, he was always 
asked to pray and I was known to tug on his suit jacket to make him stop. 
Between Mother and Father, we were always the last to leave the church. 
Often we would go home for dinner (the noontime meal in the South) and 
Mother would announce she had to go back to church to play for a funeral. 
Mother did weddings, funerals, prayer meetings and Sunday services, morning 
and evening. 

In Washington I began school and briefly I tried to attend class in both 
Arkansas and D.C., but that proved unworkable as in those days the 1350 
miles between our houses was more often covered by car than rail or air. The 
advent of the Second World War and gas rationing made the school commute 
virtually impossible. Therefore, I attended Beauvoir and the National 
Cathedral School for Girls until the fifth grade. At that point I came home 
and said I had been to communion, to which you might say, "What an 
admirable thing for a fifth grader to do." However, my mother's mother, the 
widow of a Baptist minister, was living with us and she recoiled as if I had 
come home with a rattlesnake. In the Southern Baptist Church I learned com
munion is called "the Lord's Supper." I can still hear the heated admonish
ment directed toward my mother: "Catherine, if you don't do something 
Judy is going to become an Episcopalian!" Heaven forbid such a fate. Thus, I 
went to Holton-Arms School and began a lifelong battle with the Baptists. 
The Holton-Arms days were happy enough, although I longed to be in 
Monticello and to see the Hillbillys play football on Friday nights and see an 
entire Hopalong Cassidy or Gene Autry serial at the Dixie movie theater. I 
missed my horse, my dog, Bill, and my friends. 

My tricycle regularly transported me between the Longworth House 
Office Building and the House Floor in Washington. I loved going to the 
Capitol with my father and together we explored every inch of it that we 

could. My father loved history and we traveled to every Civil War battlefield 
we could and to many historic graves. I was born on February 12, the birthday 
of President Lincoln, and we made many 'Lincoln trips' together. Many 
Sundays ended with a stop at the Lincoln Memorial. I did love Washington 
during eventful days and I remember riding down Pennsylvania Avenue on a 
cold December seventh en route to check our mail at the Longworth Building 
and learning of Pearl Harbor. I was in the Gallery as the Declaration of War 
against Japan was passed, later I was on the floor with my father to hear 
Winston Churchill. I was in the Gallery to hear Douglas MacArthur give his 
'Old Soldiers Never Die' speech. I was in the Gallery to hear Bill Clinton 
deliver his first address on the State of the Union. 

When I went to Holton it was located on S Street in Northwest 
Washington. It was both a boarding and day school. I would be a boarder 
while my family was in Arkansas when Congress was in recess. In those days 
you could leave Saturday or Sunday to go to art galleries, some theaters and to 
the symphony, but only, to my annoyance, if you wore appropriate attire, 
including white gloves. Thus, it was that I began a lifetime of visits to the 
Phillips Collection, the National Gallery of Art, and the Corcoran. I rush to 
add the white gloves went as soon as I left Holton and now, in my dotage, 
have been replaced by a baseball cap more often than not on my visits to 
museums. The Phillips has been a constant in my life: a short walk from 
Holton, a short walk from my 2024 R Street home during my law school 
years and still in walking distance from my present residence. For me a peace 
that passes all understanding often prevails in those silent galleries ever full of 
discovery. I am often reminded of both Duncan and Marjorie Phillips, whom I 
often saw in the galleries and whom I greatly admired. 

After graduating from Holton in 1953 I left to attend college at Ohio 
Wesleyan University in Delaware, Ohio. I selected Ohio Wesleyan because I 
had been impressed by a recruiter I heard speak at American University and I 
had determined I would not go to college in Arkansas or the traditional 
South. I had never been to Ohio until my parents drove me there, but luckily 
I liked the college and found the Midwest interesting. I was on the debate 



team and majored in philosophy. Those years were good ones for me with trips 
to Cleveland for the symphony, the art museum, and the Indians. I went to 
Europe for the first time in 1954 on an art tour, for the first time not return
ing home to Arkansas for my summer break. 

In 1957 I left for India on a Fulbright grant and studied philosophy at 
the University of Madras. If there has been a vintage year in my life the 
Fulbright year was it. Every day in India I was exposed to the art, the music, 
the dance, the religions, and the people of that extraordinary country. I loved 
every moment. I saw a beauty beyond any telling of it and suffering of an 
equal degree—the human heart prevailing with dignity and laughter in the 
place of tears. I rode at dawn through the grounds of rhe governor's palace, 
and along with three young south Indian women, shared a room in a hostel in 
Guindy with one naked light bulb, a bath with no running water and four 
desks. My senses were alive and my reach was hungry and constant. If the 
proper study of man is man, then few places could exceed India to conduct 
that study. I will always be grateful for that year and for that experience of 
total immersion in a culture vastly different and yet like my own. From 
Hindu scripture come these words I have remembered all my life and still 
find relevant: "From Darkness lead me to light/ From the unreal lead me to 
the real/ From death lead me to eternity." 

After India I came home to campaigns, to racial strife in Arkansas and 
the rest of the South, and to law school at George Washington University. In 
part, I chose G.W. to be near my father, whose health was not good. Law 
school was for me less pleasing than philosophy and I found the concept of the 
rationally prudent man a dubious premise. I was pleased, however, to be liv
ing near Dupont Circle which enabled me to attend gallery openings fre
quently. At the Gres Gallery I was taken by a Cuban abstract painting which 
bore, for the time, a rather steep price tag. Shortly thereafter, when I showed 
my father this treasure and suggested he subsidize my purchase, I was stunned 
when he responded that he did not mind paying for my tuition, my books, 
my car, my apartment and my allowance, but he was absolutely drawing the 
line at paying for my art. The thought of not having the painting was so 

appalling to me that I promptly went out and secured my first job, at the 
Library of Congress, and, for the royal sum of $700, funded the acquisition 
myself. This pattern of self-funding has recurred throughout my lifetime and 
explains why I am still working in my dotage. 

I was never a dedicated law student, being far more involved in a long 
and intense romantic relationship and in my father's health struggles than in 
the law. During my tenure at law school my father did pass away at sixty-
three years of age, not living to see me get my "practical degree" in law. I 
made the Faulkner-like journey home to Monticello once again. As the train 
rolled from Washington to Arkansas I was so aware of loss, of caring and of 
politics. A political funeral has many of the elements of a large wedding and I 
was cast in the middle of a melodrama. As I Lay Dying and The Sound and the 
Fury pounded in my mind. The rains came almost monsoon-like and the First 
Baptist Church was filled to overflowing as "Ode to Joy" rang out. Members 
of Congress flew in for the funeral and politics was widespread. The mourners 
covered the spectrum of the Sixth Congressional District and the state. They 
came in suits and furs, in overalls and denim; they came with tattoos and 
without, black and white, Chinese and Hispanic, rich and poor, old and 
young. The editorial cartoon in one of the major newspapers depicted my 
father as a man in profile carrying a briefcase under his arm marked, "the best 
interests of Arkansas." No obituary could have been more accurate. 

My father was a public servant who loved his people and his state and his 
nation. This self-made man whose own father died before his birth, worked 
his way through school, college, and law school until he thought he could pass 
the bar, which he did with the highest grade ever recorded. He was remem
bered fondly by the people of his district. Etched on my mind is the memory 
of the janitor of the Drew County Courthouse who once handed me a crum
pled dollar bill pulled from his watch pocket as he said, "This is for your 
daddy's [political] race. He is a good man." That courtly black man with 
white hair and beard who gave me the first political contribution I ever 
received was at the funeral, as were the highest officers of the state. How often 
I reflect on my father and his role as a public official—this man who sold all 



the stock he had when he was elected to the seventy-sixth Congress because he 
never wanted to hear about conflict of interest. I knew that day in the rain 
beside that grave there were honest and caring politicians and that we were 
burying one of them. Mother and I determined she would announce the next 
day her intention to run to succeed Father in the special election that would 
have to be held. Years later, on a hot August day as we buried my mother, 
who had won that congressional race and gone on to serve in Congress and the 
State Department, I took pride again in the public service of my family and 
the integrity they unfailingly brought to that service. 

With the death of my mother I faced the adjustment to orphan status we 
all feel with the loss of parents. I belatedly began to more fully appreciate my 
mother and that she had survived being a child of the clergy and the wife of a 
politician. I now realize how many were the sacrifices both parents made for 
me, how great the gift of freedom was when supported by love, and how 
much they gave me of beauty they had not had time or opportunity to enjoy. 
In many ways this is what my collection is all about. 

I buried my mother and returned to Washington to my work as a regis
tered lobbyist before the Congress, but I also bought a farm in Lunenburg 
County, Virginia. The farm was a kind of homage and memorial. Three hours 
from Washington, near the North Carolina border with acres of pine trees and 
red clay, I created my own Drew County. "Cool Out Farm" is my oasis. A 
small cedar house overlooking a four and a half acre pond, with the sound of 
whippoorwills, frogs croaking and lightning bugs dotting the night with 
their welcoming lights gives respite from city and office. The farm has 
become home in many ways. I vote there; I have twice been a delegate from 
Virginia to the Democratic National Convention; I have friends there; and I 
hope I'm regarded as a responsible part of the community, not just a foreigner 
from Washington. The farm is full of art and furniture from Southside 
Virginia. 

I still reside in Washington, still work in government relations with my 
own small firm and still prowl the halls of Congress and the museums and 

galleries with which Washington is so fully endowed. I supported Bill Clinton 
for the presidency and I gave more of myself than I had to any other campaign 
in my life. In November of 1992 I was in Little Rock on election night. I 
remember looking out over the Old State House and hearing the choir of 
Philander Smith College sing, "The Battle Hymn of the Republic," and 
believing myself one of the luckiest people alive to see that day when a man I 
had known as an intern for Senator J. William Fulbright was elected the 
President of the United States. At that moment as I brushed away a tear I 
took pride in myself, my state and I thought, in fact, "the past is the present 
and the future, too." 

That cold day in January of 1993 when the new president was sworn into 
office, I was there. As I had been moved by the swearing in of John F. 
Kennedy and by the reading of a poem by Robert Frost at that inaugural, I 
was moved by the swearing in of Bill Clinton and reading of her poem, "On 
the Pulse of the Morning," by Maya Angelou. There is no living American I 
admire more than Maya Angelou and the road she has traveled from Stamps, 
Arkansas. During her reading there was a moment when, to the sounds of that 
magnetic voice, I looked skyward and nodded toward my parents who I hoped 
had the best seats in the house. Noticing my gesture, Jimmie Lou Fisher, the 
Treasurer of Arkansas, said, "Judy, your parents are there," and then a host of 
fellow Arkansans joined me in looking skyward, acknowledging our ancestors. 
Perhaps I should have died then, because from that high point the Clinton 
years have been a roller coaster ride for me. I have lobbied for and against this 
administration and there have been moments of pride and joy, and days of 
rage and shame. 

Personally, I have resented and been deeply pained by those newcomers to 
Washington in the Clinton White House who have seen fit to dub me "an 
outsider—not an Arkansan," even to the point I was asked if I held real estate 
there: "Do you own land in Arkansas?" to which I replied, "Yes, in the 
Oakland Cemetery where a headstone already rests awaiting only date of 
death." On more than one occasion I have threatened to go home and get my 
tombstone, and in some instances I've even thought of getting my parents, 



too. The entire question of Arkansas may be a question of unrequited love. 
I've been troubled by always wanting to go home again, though the message 
more often than not has seemed to be, "This is not your home. You cannot 
come here." Perhaps you really cannot ever go home again. 

As a child I always loved books and held them and pretended to read 
long before I actually learned the skill. My parents read to me a great deal and 
encouraged me to read for myself. I wanted to own my own books, so my par
ents always bought them for me. This bibliophilic tendency has been a life
long pattern and my first serious collection was of books, particularly 
Southern fiction. I rushed to buy and to read Faulkner, Welty, O'Connor, 
Percy, Thomas Wolfe and Tennessee Williams. I paid highly for the fragile 
dust jackets and almost tended the books on my bookshelves as you might a 
garden. I made pilgrimages to seek books, including one trip to Oxford, 
Mississippi to look for, and finding, William Faulkner's first book, The Marble 
Faun, which had once sold on the square there for a nickel. 

As I traveled in search of books, I also saw and began to buy pieces of 
folk art depicting that particular area or just the commonplace, as well as pho
tographing the area myself. At first it was a vanishing South I acquired on 
film by capturing old buildings and signs, falling down barns covered with 
vines and kudzu; then it became a more total view of the life of those areas. 
Out of this interest emerged chronicles of sorts. Eldridge Bagley paints of 
Southside Virginia and I began 16 years ago to buy his work. This is a prac
tice continued through this year, as Eldridge's vision of his South continues to 
reflect on the past and the present, and how he imagines the future. Jonathan 
Green chronicles in many ways his own Gullah past in South Carolina, and 
contemporary Gullah culture in the low country as well. Though formally 
taught and having done other work, the vast majority of his paintings that I 
have and hang permanently reflects that life and rhythm. 

It was an easy leap to photography, although the last leap I made in my 
collecting. I now think it simply evolved naturally as I began to see photogra-

Eld.rid.ge Bagley Craig 1993 7 1/2" x 9 1/2" Oil on canvas 

phy not merely as a record or scrapbook, if you will, but as an art form that 
was far more than documentary. I began with the F. S. A. and with Walker 
Evans. The bridge was there with James Agee and Walker Evans' book, Let Us 
Now Praise Famous Men. The bridge was there with Eudora Welty's One Time 
One Place: Mississippi in the Depression. And the bridge to painting was there too 
with Ben Shahn and William Christenberry. 

The bridge to photography has been important in my collection and in a 
relatively short time I have haunted dealers from East to West, North to 
South, seeking photographs. I almost tremble with anticipation of discovery 
as I travel to New York or to Chicago or to New Orleans or to Santa Fe and 
San Francisco, or even as I prowl locally on a Saturday in Washington. Rarely 
have I been let down or not found work that I love. My Southern interest has 



expanded and I now seek out Doris Ullman alongside Laura Gilpin, or Walker 
Evans alongside Ansel Adams or Edward Weston— perhaps a natural evolu
tion of the regional to the national to the international. The South I know, the 
South I am a part of, the South I love and will die loving, is also the New 
York of Walker Evans and Helen Levitt. The churches and graves of New 
Mexico are the churches and graves of Hale County, Alabama and New 
Orleans. The fields of cotton are the fields of scrub of the Southwest. 

This collection has become all of that and more. It has become a home of 
words and pictures and sculpture that brings a harmony to my life, that I live 
with and that I offer to share with all those who visit me in my homes or 
office. It is a kind of home understood fully by me, loved by me and my two 
jack russells (one of the antique dogs bears bite marks of a jack russell puppy 
who found him too real). It is a home that I think Mr. Faulkner would under
stand as he stands with his own jack russells and surveys his domain (Henri 
Cartier-Bresson, William Faulkner, Oxford, MS, 1947). As I reflect today I see 
this collection as, in many ways, my lifelong effort to create a whole in the 
concept of home, to make my own home. This collection is about the struggle 
to reconcile the South with my own values; it is about the search for meaning 
in a changing South; it is about belief and the loss of belief and the piecing 
together of something like belief again; and it is about love of place, family 
and friends. 

I have been richly blessed in friends over the years and my true wealth 
lies in them. Friends have shared in the ebb and flood tides of my life (there 
have been, of course, both), and my life has been enriched by their laughter 
and tears, their ups and downs, their belief and lack of belief, their pain and 
joy. I have looked for truth and beauty and seen a glimmering of both, as well 
as of ugliness and drought, but friends have shared their very beings, and 
those with families have shared their children, and their children's children. 
Hopefully this collection allows them all to soar on the tightrope of the meta
physical as it has allowed me. I hope it allows them laughter and tears; allows 
them to see the dignity of man in the face of physical and spiritual poverty; to 

see the universality of man in the face of loss and sorrow; and to see the love 
of man for his land, his God and his family. 

I believe as William Faulkner believes: 

I decline to accept the end of man. It is easy enough to say that man is immor
tal because he will endure: than when the last ding-dong of doom has clanged 
and faded from the last worthless rock hanging tideless in the last red and 
dying evening, that even then there will still be one more sound: that of his 
puny, inexhaustible voice, still talking. I refuse to accept this. I believe that 
man will not merely endure: he will prevail. He is immortal, not because he 
alone among creatures has an inexhaustible voice, but because he has a soul, a 
spirit capable of compassion and sacrifice and endurance. The poet's, the 
writer's, duty is to write about these things. It is his privilege to help man 
endure by lifting his heart, by reminding him of the courage and honor and 
hope and pride and compassion and pity and sacrifice which have been the glory 
of his past. The poet's voice need not merely be the record of man, it can be one 
of the props, the pillars, to help him endure and prevail. 

"William Faulkner, from his Nobel Prize acceptance speech 
December 10, 1950, Stockholm, Sweden 

I hope that in this collection I have helped to show that the poet's voice, 
the writer's voice, compliments the artist's vision. I hope this collection gives 
voice to memory, meaning to myth, and hope to meet the new day. 



Myth, Memory and Imagination 

by Jay Williams 

Myth, Memory and Imagination is a thematic exhibition drawn from an 
extensive and remarkable collection of painting, photography, sculpture and 
folk art assembled by Julia J. ("Judy") Norrell. A native of Arkansas, Norrell 
has gathered works of art that pulse to the deep rhythms of the American 
South, past and present. Unified by the collector's sensibility, the varied 
objects selected for Myth, Memory and Imagination reflect the essence of 
Southern life. These amplify a number of common themes, a relatedness to 
home and land, to family and community, to ritual and religion from the 
viewpoints of different artists. In its entirety, the exhibition illustrates a more 
inclusive view of the Southern experience—a revisioning of the myth of the 
Old South to reflect its complexity and multiculturalism. 

The gathering together of these art works over the course of many years 
has evolved into a personally meaningful quest for Julia Norrell, and in the 
process she has come to terms with her own Southern roots and heritage. 
Norrell has collected the work of artists who have explored and challenged the 
often-romanticized mythology of the Old South, in the way that many 
Southern historians and writers have probed regional archetypes. The presen
tation of this collection to the public offers Southerners the opportunity to re
examine their memories and personal myths, and invites non-Southerners to 
partake of the enduring and soulful mythos of the Deep South. 

Works of art, like works of literature, are not the myth itself, but are 
expressions of the beliefs and views about the region's culture and history that 
form the myth. The history and art of the South are united by an underlying 
regional mythology, not separated by some distinction between fact and fic
tion, truth and fantasy. Regardless of whether Southerners are fully conscious 
of their beliefs, myth, memory and imagination loom large in any serious dis
cussion of Southern culture and psychology. 

First, we should clarify the word "myth," since it has a double meaning. 
In one popular sense, it expresses a belief that is influential but at the same 
time dysfunctional. In its classic and more honorable sense, myth incorporates 
an essential human truth or archetypal pattern of culture. The myths of 
ancient and tribal cultures often reflect social mores and religious beliefs, 
showing people an acceptable life path, a way through one of life's typical dif
ficulties, or an example of a rite of passage. However, if the myth is dysfunc
tional, it can cloud, rather than illuminate the way to the future. 

Memory is most often experienced as personal, and provides a connection 
to the past and to what is valued. Memory provides Southerners their ties to 
family, place, and religion. Personal memories are immediate and probably 
precede any consciousness of mythology. After all, most people don't ask, 
"How do my memories of granddaddy's farm relate to the mythology of the 
South?" Connections to the mythic can be made, however; and individuals can 
begin to understand how their personal experiences fit into a grand pattern or 
interpretation. Consciousness can be raised through the work of an artist or 
writer who has processed similar memories into the stuff of art or literature. 
Memory can be shared, if it finds an artistic expression that can transcend the 
individual. Metaphorical images then become icons of memory, works of art 
that represent whole mythic themes, such as love of home or struggle against 
poverty. In the present exhibition, Eldridge Bagley's Reunion Table is that kind 
of image, representing a memory of a rural lifestyle shared by many 
Southerners during the region's agrarian era. Remembrance may involve pain 
and suffering, and perhaps shame, as well as pleasurable and nostalgic reverie. 
Margaret Bourke-White's photographic image of a chain gang can evoke 
painful memories of the era of segregation for African Americans, and equally 
painful feelings of guilt for white Southerners. The presence of functional 
myth in the culture allows the pain to take on meaning, and the shame to dis
solve into compassion. Dysfunctional myth provides grounds for misinterpre
tation of memory, and can lead people to misinterpret works of art, as well.' 

Myth and memory do not materially exist, and cannot be communicated, 
until they are imparted through the imagination of the storyteller or artist. 



Artistic imagination involves more than the creative expression of mythic 
images and iconic memories. Imagination can work a kind of magic; it can 
effect a transformative process for understanding remembered experience and 
adapting to the rapidly evolving realities of life. We can learn from historian 
Louis Rubin's struggle to reconcile the past with the present by following his 
advice to look to artists and their imaginations to help us deal with the dis
turbing experience of "time and change." On our behalf artists maintain a 
"continuing engagement with the world" that is necessary to grasp "human 
reality in time."3 Artists—especially social realist photographers, self-taught 
artists and proponents of modernism—have helped Southerners confront and 
debunk the dysfunctional myth of the Old South. 

When looking at this "pathogenic" myth, we can follow Stephen A. 
Smith's strategy of dividing 20th-century Southern history into two major 
segments, pre- and post-World War II—roughly speaking, pre- and post-
racial integration. The earlier period was still ruled by the romantic, post-
Reconstruction mythology of the Old South, featuring a white Southern aris
tocracy of cavalry Colonels and Southern belles who believed in the Lost Cause 
and denied that the Civil War was fought over slavery/ An essential corollary 
of the myth of the Old South was that Africans had no authentic culture of 
their own. Artists working within the old tradition, such as Lucien Whiting 
Powell, could only uphold a romanticized, picturesque view of African 
American life, in works such as The Old Log Cabin? To confront this dysfunc
tional myth artists could not accept the received myth; but had to set out on 
the hero's quest. In Joseph Campbell's words: "You leave the world that you're 
in and go into a depth or into a distance or up to a height. There you come 
to what was missing in your consciousness in the world you formerly inhabit
ed. Artists from outside the South could be just as susceptible as any native 
Southerner to the Old South myth, as in Carl Christian Brenner's Wash Day in 
the Woods,6 

However, by the 1930s artists, particularly social-realist photographers, 
were assailing the Old South myth by documenting the gritty realities of rural 
life experienced by black and white Southerners.7 

Folklorist-historian Charles Joyner counters the stereotype of Africans as 
"cultural beggars," and proposes a new way of viewing regional traditions. 
Joyner has investigated Southern culture from the broadest possible perspec
tive—from the folk traditions of the South Carolina sea islands to the creation 
of Appalachian dulcimer music—and has concluded, "The South was multi
cultural from its very beginnings."8 He points out that an "interchange" of 
European cultural practices took place in the South, including Celtic, French 
and Spanish, at the same time interacting with a "creolized" blend of African 
tribal linguistic, musical and artistic forms. Joyner feels that the South's claim 
to distinctiveness is wholly legitimate, and while the region's folk culture had 
roots in Africa and Europe, it was and is "as different from either as water is 
from hydrogen and oxygen."9 Accepting the multicultural basis of the 
Southern experience would once and for all put the myth of the Old South to 
rest. 

While some art works in the Norrell Collection confront the old myth 
with remembered truth; others preserve the enduring aspects of the South. 
Still other works imagine a new South where European, African, and other 
ethnic contributions are equally valued. Thematic groupings, related to this 
heroic journey through twentieth-century Southern culture, arise naturally 
from a survey of the collection: 1) The land and a sense of place; 2) the strug
gle to deal with poverty; 3) racial relationships and the era of discrimination; 
4) family, and small-town life; 5) religious rituals at life passage points—bap
tisms, funerals and the decoration of graves; and 6) visions of life's meaning: 
the artist's "gift" to the culture. 

Land and a Sense of Place 

Southerners on the quest to understand their culture, like most mythic 
heros, begin with a deep attachment to their home landscape, or some special 
aspect of it. According to Joyner, "Southerners regardless of race, tend to 
"retain the essential elements of folk culture," one of which is "to be rooted in 
their home place."70 This rootedness causes any separation from home to take 
on great significance. Sometimes a journey toward enlightenment requires 
that the seeker make a psychological and, perhaps, physical break with the 



Theora Hamblett Two Trees with Blowing Leaves 1967 Oil on canvas 20-3116" x 24-3/16" 

home place. In addition to the physical separation from home needed by 
some artists, Modernism and later outsider art gave artists greater psychologi
cal space and alternative methods of conceiving Southern imagery. 
Abstraction, surrealism and other Twentieth Century modernist innovations 
allowed some artists to distance themselves from Old South content, by 
advancing form to the level of subject matter. James Van der Zee's arresting 
photograph (Untitled) of the back of a woman's head is at once an elegantly 
simple, formal abstraction and a declaration of independence from the bounds 
of tradition. Ralston Crawford's composition New Orleans Cemetery, isolates the 
simple architectonic forms of a tomb. Clarence John Laughlin took a surrealist 
approach in works such as The New and the Old (Greenwood Plantation)—a 

process akin to Faulkner's use of the stream-of-consciousness technique pio
neered by James Joyce. In this piece Laughlin suggests both technological and 
psychological change jarring the South just prior to World War II. Outsider 
artists such as Mose Tolliver and Howard Finster have taken the post-modern 
art world by storm and inspired many imitators, suggesting that the well-
spring of regional material for art making is in no danger of running dry. 

When a Southern artist feels compelled to leave home, the leave-taking 
may be permanent or temporary, and may involve complicated feelings of love 
and hate. We must remember that the opposite of love is not hate, but rather 
ignoring, forgetting. Southerners rarely ignore or forget what is special to 
them about their folklife and the natural landscape—as in Tom Jones 'James 
River Marshes, Andy Smith's Sheep in Stall and Theora Hamblett's Two Trees 
with Blowing Leaves. Jonathan Green's intriguing Autumn Temple Toy demon
strates the Southerner's hallowed connection with the landscape of home. As 
the movable element of the sculpture is rotated, the changing composition 
suggests the momentary experience of a vivid fall landscape, bordering on the 
sacred. 

Even the idiosyncracies of buildings and signage have become part of the 
cherished Southern landscape, and have formed the character of every Southern 
"burg" and "ville" from Monticello, Arkansas to Victoria, Virginia. In 
Vicksburg, Mississippi, Walker Evans discovered the wonderful facade of the 
Star Pressing Cluh\ and William Christenberry, working in Evans' tradition, 
evoked a similar facade found in a small Alabama town in his Akron Wall. 

Struggle Against Poverty 

Realist photographers such as Walker Evans and Russell Lee in works 
such as Negro Quarter, Atlanta and Giving Cod Liver Oil to Children, helped 
debunk the Old South myth by reflecting the impoverished lifestyle led by 
the vast majority of Southerners prior to World War II. The celebrated Civil 
War historian Shelby Foote has pointed out, "Without being annihilated, very 
few sides in a war have been trounced as thoroughly as the Confederacy was 
trounced. . . ." The "trouncing" of the South led to what C. Vann 
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Woodward, has called "a long and quite un-American experience with pover
ty." The South's poverty, whether measured by per capita income, accumulated 
wealth, level of education or any other living standard, "was no temporary 
misfortune of the depression but a continuous and conspicuous feature of 

12 Southern experience since the early years of the Civil War." 

The Old South myth failed to support the struggle of black and white 
tenant farmers and sharecroppers who were lucky to own one horse or a mule, 
much less the land they farmed and a tractor. It was a place where, as in 
Gordon Parks' Dirt Road Near Paoli, the pavement metaphorically ended. The 
reality of the situation was closer to Aubrey Bodine's Maryland Log Cabin, 
William Tolliver's Man Spliten Log, and Ben Shahn's Day Laborers Picking 
Cotton, Arkansas. Tolliver has also created a canvas entitled Cotton Picking that 
confers an almost lyrical dignity to this much hated task, while the repeated 
motif of Clementine Hunter's Cotton Picking reinforces the repetitive drudgery 
of the chore. Louis Hine's photograph of a lint-studded worker, Columbus, 
Georgia, reminds us that Southern cotton mill hands faced long hours, low pay 
and environmental dangers that attracted workers only because rural life was 
so hard. 

Racial Relationships 

Erskine Caldwell suggested that the racial bigotry so common among 
poor whites, especially the more than one million Southern whites who were 
tenant farmers during the Great Depression, was exacerbated by a lack of edu
cation and the bitterness of persistent poverty.'^ Although poor white 
Southerners may have sought scapegoats in the persons of their black brothers, 
poverty does not seem to be a valid excuse for bigotry from the standpoint of 
the Twenty-first Century. Even less understandable is the historical failure of 
many educated, powerful Southerners to promote racial equality. Esther 
Bubley's White Waiting Room, Memphis Greyhound Terminal and Elliott Erwitt's 
South Carolina 1950 serve as eloquent reminders of that regrettable reality. 



Even more disturbing is Margaret Bourke-White's Hood's Chapel, Georgia, 
one of four related photographs of an all-black chain gang in the late 1930s. 
The third view in the series shows one young prisoner with a caption reading, 
"I reckon I was naturally born a black boy in the white man's country." The 
fourth is captioned, "They can whip my hide and shackle my bones, but they 
can't touch what I think in my head."'4 

Looking at these photographs any humane Southerner must agree with 
Lillian Smith: "Something was wrong with a world that tells you that love is 
good and people are important and then forces you to deny love and to humil
iate people." The author of Strange Fruit (1944) and Killers of the Dream (1949), 
Smith saw "a culture split in a thousand pieces. That is segregation."''5 

Kimball's The Dancer responds to the segregated world that faced the cel
ebrated dancer and all African Americans in the South prior to the 1950s, 
with a transcendent leap. Images of strong black women suggest strength and 
courage during the era of racial segregation, and hold a special place in the 
mythology of the South. Eudora Welty's Old Midwife, Ida M'Toy and Debbie 
Fleming Caffrey's Midwife seem to be cut from the same sturdy cloth. "Ida is 
not a poor old woman," wrote Welty, "she is a rich old woman. She accepts it 
that she is held in envy as well as respect. . . .she is not at all prouder of being 
rich. . .than she is of being very wise." 

Family and Small Town Life 

Like Welty's Ida M'Toy, Dorothea Lange's Ma Burnham represents the 
archetype of the strong Southern woman, asserting that heros are not all male, 
and that the hero's journey can take place right at home. Such a quest can be a 
decades-long journey and a tough journey, judging by their time-worn fea
tures. These are strong faces that depict a truly resilient character. Women 
held families together, and were the pillars of town life. The physical form 

Margaret Bourke-White Hood's Chapel, Georgia, 1936 Photograph 13-1/4" x 9-1/2" 



and symbolism of Clyde Connell's untitled relief sculpture is literally and fig
uratively a feminine icon. Connell's female figure incorporates the outlines of a 
dress or skirt, perhaps indicating a tie with tradition, but its elegant formal 
simplicity and metallic elements communicate strength. 

The web of traditional Southern life begins with wise women and men in 
the home—with the peculiarly special character symbolized by Emmit 
Gowin's House, and grows through the extended family, as in Jonathan Green's 
Father and Son and Jacqueline Rochester's Children, Bed and Dogs. Children 
nurtured in the bosom of the ideal Southern community would emerge 
healthy and whole, striding confidently into life like Jonathan Green's lovely 
Sissy. 

Generated by individuals, Southern folklife radiates through the larger 
community. Bonds between people are created in many ways, as shown in 
works such as William Tolliver's Storytelling, Reverend Hayes' Baseball Game 
and Eldridge Bagley's Reunion Table. John Gutman's Jitterbugging in New 
Orleans, William Tolliver's Bootlegger, Carl McKenzie's Avon Lady, Ruth 
Williams' Hog Killing, Carrie Mae Weems' Sea Island Series image of a cinder-
block swing, and Willie Little's Juke Joint provide glimpses into the rich, sec
ular side of Southern folklife. 

Religious Rituals, Baptisms and Funerals 

Just as gospel and blues are Janus-like aspects of Southern music, so 
religious traditions complement the secular aspects of life in Southern towns. 
In the face of grinding poverty both white and black Southerners found solace 
in religion. The Christian scholar Lawrence Jaffe points out that individuals 
live a life resembling Christ's" when they "experience the transformative 

power of defeat or in religious terms live the myth of death and resurrec
tion." 17 Perhaps this explains why evangelical Christianity has always held a 
special place in Southern culture. Of course, Roman Catholicism with its rich 
symbolism—as in George Rodrigue's Station of the Cross, St. Martinsville 
Road—has also played an important role, especially in Louisiana and Florida. 

Reverend Herman Hayes Baseball Game, 1993 Wood 4-1/2" x 12" x 12" 

If religious communities are built on memory and hope, as theologian Richard 
Kellaway asserts, then the South has been profoundly religious across all racial 
boundaries. 18 This sense of universal religiosity pervades Jonathan Green's 
The Congregation inviting the viewer to take part. Could this not be a build
ing block in a new mythology of the South, improving upon a very old part of 
Southern culture? 



Under the Old South myth, religion was forcibly split along racial lines. 
Andrew Billingsly has told movingly of the roots of the First African Baptist 
Church in Richmond, Virginia, which began in 1780 as an integrated church 
with many more black members than white.'9 Before 1831, the year of Nat 
Turner's slave rebellion, there must have been at least an awareness of multi
cultural traditions even though some whites viewed African-American reli
gious practices as "peculiar." Civil War diarist Mary Boykin Chesnut was not 
alone in her reaction to black worship, "I would very much have liked to 
shout, too."20 

Anthropological research confirms the perception that African Americans 
and white Southerners have often taken opposite approaches to Christianity— 
blacks emphasizing redemption and salvation; whites emphasizing the concept 
of sin and a concern for recognizing and rooting out impurity. According to 
anthropologist Bruce Grindal, who studied the churches in a rural black com
munity in North Florida, African-American Christianity has been directly 
affected by the "oppression and sham of white moral justice. . .In black ser
mons there are few references to hell and damnation. . .Blacks go to church to 
praise God."21 This positive, life affirming stance overwhelms the viewer in 
Jonathan Green's Sunday School Girls and Marion Line's Church with Angels. 
Grindal contrasts this view with white Christian attitudes: "The white 
Southerner places great emphasis upon the purity of private morality, as in 
William J. Evilsizer's Eternal Death, which he sees as the genius underlying 
his social order."22 These contrasting views of Christianity may be seen as psy
chological compensations for the inequalities inherent in the Old South myth. 

While acknowledging cultural differences in black and white grassroots 
Christianity, art works in the exhibition demonstrate a strong, common con
cern with death and spiritual rebirth. Funerals and baptisms have formed a 
particularly important basis for art making. Myth, Memory and Imagination 
presents no fewer than six baptisms in works of art ranging from Esther 
Bubley's photograph of a baptism at Tomball, Texas, to self-taught painter 
Bernice Sims' brightly-hued depiction of the same subject. The exhibition also 

includes several works that reveal the importance of the funeral ritual. Shelby 
Lee Adams' The Home Funeral tells a complex story of loss and strength in a 
single view. Eldridge Bagley's In the Early Morning Rain leaves the specifics of 
his story to the viewer's imagination, suggesting gravity and bereavement in 
the ominous form of the hearse and the moisture-laden atmosphere of his 
unusual landscape painting. Viewers can sense more optimistic qualities in 
Jonathan Green's The Passing of Eloise, in which the composition reinforces the 
unity and solidarity of the family and friends gathered to mourn and celebrate 
a life well lived. Charles Joyner explains the historical context of the African-
American funeral: "For slaves on Southern plantations, as for their African 
ancestors, the funeral was life's true climax. At once a religious ritual, a major 
social event, and a community pageant, the slave funeral drew upon cherished 
African tradition." ' While the funerals of white southerners may have a 
somewhat different feeling, they are nonetheless occasions of great personal, 
community, and spiritual importance. 

Idiosyncratic and highly personal grave decoration can be found across 
racial and geographic boundaries. Examples confront the viewer in Doris 
Ulmann's Hackless Jenkins Grave, William Christenberry's Grave with Egg 
Carton Cross, Hale County, Alabama, Edward Weston's Willie, New Orleans, 
Ansel Adams' Cemetery Statue Oil Derricks, and Jonathan Green's Earth to Earth. 
Visitors to these graves have left personal objects ranging from crockery to 
personal images, as in Green's canvas which contains the picture of his grand
mother Eloise, the same important figure whose death was commemorated in 
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the work mentioned above. These grave images are not grotesques, but repre
sent love and relationship—in the words of Southern poet Wendell Berry: 

In a mist of light 
Falling with the rain 
I walk this ground 
Of which dead men 
And women I have loved 
Are part, as they 

, t r 24 are part of me. 

Visions of Life's Meaning: The Hero's Gift to the Culture 

Southern novelist Walker Percy said that "depicting the commonplace 
allows the reader to penetrate the commonplace."25 In this way the artists 
become knights errant who—after many difficulties—discover the Grail cup, 
the extraordinary within the ordinary and offer us the gift of understanding. 
Even a single image, such as Jonathan Green's Daughters of the South can bring 
us a vision of contentment and optimism. We can almost feel the wind that 
blows the scarves and dresses of Green's figures, refreshing us, blowing away 
the smoky debris of the Old South myth. Similarly, Eldridge Bagley's 
Approaching Christmas and Daniel Weiner's Moultrie, Georgia, House and Figures 
remind us that the best of Southern culture revolves around home and place, 
family and community, religion and ritual. Through the works in this exhibi
tion we can imagine a fresh vision of the South, honoring a rich multicultural 
heritage to be treasured by all Southerners. 
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Photographs and Figments of Memory 

by Andy Grundberg 

One hardly need be a critic to observe that photographs function as pow
erful talismans of memory. Their power to represent the past, to embody 
social and personal histories in the faces, clothing, and gestures of individuals 
long departed, is so overwhelmingly convincing that we can barely conceive of 
knowing the past without the evidence they provide. As a culture we believe 
that our family histories are embedded in the photographs we keep, just as 
our social history is remembered by means of camera pictures that capture 
news events. But the conjunction of historical memory and photography is 
more complicated than it may seem on the smooth surfaces of the photographs 
themselves. 

We might think of photographic memory as generated first of all by the 
photographer. There are snapshooters, whose impulse may be simply to record 
an occasion in the life of a family—a wedding, a graduation, a birthday 
party—and there are artists, who aim to signify something profound about 
the world at large. Secondarily, but no less importantly, photographic memory 
is created by those who sort and organize these photographs so that they are 
passed down to posterity. In the case of family photographs, family members 
themselves usually do the editing, a classic inside job. But photographic 
memory also can be constructed by perfect strangers, who cull from images 
both old and new to make narratives that are as much fiction as fact. The 
most interesting of these perfect strangers, whose narratives are often the most 
self-aware, evocative, and honest, we know as collectors. 

If what we choose to remember in our lives is a token of how we our
selves want to be remembered, then every collection of photographs is a 
palimpsest of the life of its maker. In the case of Judy Norrell's collection, the 
whole is every bit as telling about its maker and her world as any of the indi
vidual works of art that constitute it. Here is someone with a great respect for 
both the beauty of pictorial form and the emotional power of images as docu

ments. From its origins in pictures of Arkansas, the collection has grown to 
encompass the American South and, ultimately, a state of feeling that sus
pends strict geographic distinctions. It makes little difference, for example, 
whether Gordon Parks' picture Dirt Road Near Paoli is of Paoli, Indiana, or 
Paoli, Pennsylvania; the photograph speaks to an era in American life in 
which dirt was not so much a pejorative presence as a fertile fact of life. To the 
extent that soil is a metaphor for rural values, and rural values a metaphor for 
the American South, then Paoli needs no defining geographic location. 

The photographs Norrell has collected (not to mention the paintings, 
sculpture, and other artworks in this exhibition) are much the same kind of 
documents as Eugene Atget's pictures of turn-of-the-century Paris, or Arnold 
Genthe's pictures of San Francisco's Chinatown of the same period, or Berenice 
Abbott's view of New York in the 1930s. That is to say, they are filled partly 
with facts but more so with the poetry of place, time, and circumstances. The 
place they recall, in this collector's case, is a paradoxically placeless American 
South, set mainly in the Thirties and Forties and animated by hardscrabble 
rural lives. While technically the Depression may have ended for the nation 
by the time most of these pictures were taken, for many of the people we see 
here it remains ongoing and implacable. 

As with Atget and Genthe's pictures, the photographs in the Norrell col
lection do not necessarily demand to be seen as documents of the real. Nor do 
they, like Abbott s pictures, necessarily confront us with a past that is accurate 
to the letter of what actually was. Indeed, critics of the camera as essential as 
Susan Sontag and Roland Barthes have questioned the faithfulness of photo
graphic memory, even observing that photographs can be barriers to knowing 
the past. Marianne Hirsch, in her recent book Family Frames: Photography, 
Narrative, and Postmemory (Harvard University Press, 1997), goes so far as to 
suggest that the memories contained in photographs are but specters of the 
past. Hirsch writes: 



Photography's relation to loss and death is not to mediate the process of indi
vidual and collective memory but to bring the past back in the form of a ghost
ly remanent, emphasizing, at the same time, its immutable and irreversible 
pastness and irretrievability. 

Thus one could say that what we have here are ghosts, haunted images 
that, like Clarence John Laughlin's forlorn scenes of plantations and cemeter
ies, suggest that the past is physically eminent in the present, rather than 

Gordon Parks 
Dirt Road Near Paoli, Lancaster County, Pennsylvania, 1946 
Photograph 
7-3/8" x 9-1/2" 

being a discrete realm. These ghostly pictures speak to us from across the 
divide between life and death, the corporeal and the spirit. Perhaps this 
explains why the collection focuses so much on graves, gravestones, crucifixes, 
churches, and religious ceremonies. Christianity, after all, holds out the prom
ise of everlasting life; similarly photographs, by their very perseverance, trans
gress the finality of death in a way we can only hope to emulate. But photo
graphs also change over time in ways that make them at once unreliable as 
evidence and irresistible as aesthetic objects. 

Dorothea Lange's photograph Ma Burnham, Conway, Arkansas locates us 
in the autobiographical eye of the Norrell collection, having been taken in the 
collector's home state in 1938. The woman in the picture—a farm mother of 
12 children, of whom six survived to adulthood—stares directly at and into 
us, just as we gaze unabashedly at her. Lange, herself a survivor of difficult 
times, surely intended the photograph as an icon of stubborn perseverance, 
and as a portrait of straightforward, essentially American dignity. For Norrell, 
and for us, the meaning may be essentially the same: we recognize Ma 
Burnham as literally the maternal salt of the earth. The picture is a vivid 
example of what Marianne Hirsch has termed "postmemory": it personifies a 
historical memory of the Depression years that almost all adult Americans 
possess but very few of us actually experienced. 

Lange is one of several photographers represented here to have worked for 
the Farm Security Administration's photography project, a model of govern-



ment-sponsored visual art. As a result of the project, we have an invaluable 
archive of images of the Depression era and specifically of its impact on 
American farm life. As with Lange's image, the pictures here by Walker 
Evans, Russell Lee, Arthur Rothstein, Ben Shahn, and Marion Post-Wolcott 
have been selected with a connoisseur's eye for the unique and authentic print. 
To her added credit, Norrell also has favored the unusual or unknown image 
over the standard representative example. Because of the quality of these pic
tures, one is tempted to say that the strength of the collection lies in the 
1930s. 

This would be to ignore the 1940s, however. By most measures a less-
studied decade in photography, the Forties were an incredibly rich and varied 
period in which the social-documentary style of the Farm Security 
Administration photographers was often tempered by patriotic boosterism 
occasioned by the Second World War. In the portrait of the Forties that 
emerges here, however—in striking pictures by Esther Bubley, Arnold Eagle, 
Laura Gilpin, Helen Levitt, Dan Weiner, and Eudora Welty, among others— 
there is no sense of candy-coating the American domestic scene. Perhaps this 
is what makes the work so intriguing and revelatory: it carries forth the com
mitment to record the dispossessed and forgotten out of the Depression and 
into the postwar years. 

While social-documentary images may form the solid core of the photo
graphs on display here, the presence of works by Ansel Adams, Aubrey 
Bodine, Clarence John Laughlin, and Edward Weston suggests that a complex 
of motives was influencing photographers during the Thirties and Forties. The 
self-consciously aesthetic practices of these particular photographers may have 
been stylistically similar to the documentary method of Lange and the others, 
but they aspired to have their pictures function as metaphors rather than as 
facts. Today, looking back across time, this distinction may no longer be obvi
ous, but it suggests a polarity that reverberates throughout our understanding 
of all photographs, including such overtly sentimental images as W. Eugene 
Smith's Death of Gus Gus which is a Family of Man figment of the 1950s. Are 

Dorothea Lange Ma Burnham, Conway, Arkansas 1938 Photograph 20-3/16" x 16-3/16" 



they vivid images because of their particulars, or because of the generalizations 
we can draw from them? And which of these qualities causes them to be seen 
as works of art? 

The contemporary photographs that round out the historical sweep of the 
exhibition share a similar dual commitment to documentary specificity and 
metaphoric capacity. Whether Shelby Lee Adams' scenes of Appalachian fami
lies, William Christenberry's revisiting of the sites of Walker Evans' pictures 
published in Let Us Now Praise Famous Men, or Carrie Mae Weems' record of 
the remnants of African culture in the Sea Islands, these images exceed the 
condition of individual memory to focus on what might be termed cultural 
memory. Positing a continuity between the social conditions of rural poverty 
now and those of the past, they echo the chords of economic and racial dispar
ity that the photographers of the Farm Security Administration first assayed. 
But they do so with an acute historical consciousness that reflects directly on 
photography's memorializing role. 

It is precisely this ability to construct cultural memory that makes the 
medium of photography so important in relation to American art of the twen
tieth century and gives it such impact in relation to the other works of art in 
this collection. Ironically, those who are outsiders to the culture they choose to 
describe—Lange, a Californian, photographing in Arkansas, or Evans, a New 
Yorker, in Alabama—often prove best able to represent the figments that con
stitute cultural memory. In other cases the artists are located astride their cul
tural subject; Christenberry, for example, lives in Washington, D.C., but his 
family roots are in the rural Alabama his pictures describe. In the same way 
the collector, having been brought up with one foot in Arkansas and one in 
Washington, D.C., has been able to recognize and join within both individual 
and collective memory. In doing so, she has located a world that is itself 
deeply mysterious, as well as deeply moving. 



More or Less Autobiographical 

by Elizabeth Hutton Turner 

Julia J. Norrell and I met five years ago as curators and collectors often 
do—at the crossroads of great works and the prospect of an upcoming exhibi
tion. Simply put, she had photographs and The Phillips Collection had practi
cally none. When Kathleen Ewing first showed me the collection I immedi
ately recognized the rapport between Judy's Farm Security Administration 
imagery, and our upcoming exhibition of Bill Christenberry's paintings. Judy, 
refreshingly unaware of all the complications of museums, agreed without hes
itation to hang her photography collection in our small L Gallery. Guided by 
Duncan Phillips' collecting history, I knew at the very least what would hap
pen next could change the way Judy saw pictures. As it happened Judy vigor
ously seized the opportunity to lose herself in something larger—to see some
thing more than the next acquisition and to find out the meaning of the 
whole collection. 

Judy bears all the hallmarks of a born collector. She can't remember a 
time when she didn't collect. She is guided by the certainty that such activity 
is essential. If pressed further she will say collecting reflects her desire to com
plete something. A voracious reader, she first acquired books—then came the 
need for pictures. In William Faulkner's hometown of Oxford, Mississippi, 
searching for a first edition of The Marble Faun she discovered Theora 
Hamblett's Three Trees. Images and stories, writers and artists travel along side 
one another in her imagination. In her hands Eudora Welty's portfolio leads to 
thoughts of a Walker Percy or a Thomas Wolfe accompanied by Ben Shahn 
and Walker Evans. In them she experiences what she has always known—like 
seeing a Rohrschack of her soul: her childhood, her struggle, her meaning. For 
this moment of recognition she is profoundly grateful. She has gone to great 
lengths, has embarked on extended pilgrimages to personally thank artists. 
She enters into their lives and return with her own stories. Just ask and she 
will tell you of the night she spent watching William Tolliver paint in 
Lafayette, Louisiana. What I remember most about working with Judy are the 

magical combinations of marvelous images and great stories—more than I can 
possibly recount here. There are, however, three stories that might stand for 
the whole. 

After her mother died, Judy bought a farm in Lunenberg County, 
Virginia. A three-hour car trip south and a little west from Washington, the 
region is rural and remote. To Judy it is the closest resemblance to home, 
short of traveling back to Arkansas every weekend. In many ways this recre
ation has been aided and abetted by an artist. Paintings by self-taught 
Eldridge Bagley, a former tobacco farmer, fill her house. She never misses his 
annual exhibitions, never fails to be first in line for his work at either the 
Farmville arts and crafts show, or in Richmond at Cudahy's Gallery. On sever
al occasions Judy has exercised her standing invitation to attend Methodist 
church suppers and concerts with Eldridge and his wife, Beth. As friends they 
share much, including a particular fascination with the architecture of memo
ry. It's all in the paintings. There you find the events of the seasons from 
planting till harvest home: in the summers of reunions and the winters of 
funerals; in the patterns of seeds, of crops, of parked cars; the impossibly long 
perspectives of tables heaped with food; plastic flamingos grazing motel park
ing lots. The detail is impeccable and the imprint solidly made with very 
deliberate symmetries and rhythmic combinations of shape and color. To be 
sure, in Lunenberg County, Eldridge Bagley paints what he sees but, like 
Judy, he is haunted by the past and savors delicious questions of what to keep 
and what to discard. Is it 1957 today? 

Within the shadow of the U.S. Capitol in her office on Pennsylvania 
Avenue hangs a totemic papier mache relief of a life-size figure made by Clyde 
Connell. A self-portrait perhaps, Judy is quick to say that she admired Clyde 
Connell the person—particularly her fight for racial integration—as much as 
Clyde Connell the artist. It seems as vivid as yesterday in her mind's eye when 
she cross the Mississippi from Arkansas to Monroe, Louisiana. Clyde Connell's 
studio was at the end of a remote tree-lined dirt road. There she found the 
artist frail, recovering from hip surgery, sitting at a plain wooden table sur
rounded by her books as well as stacks and stacks of newspapers—still work
ing. It amused Judy to see how this well-read woman made alternate use of 



the written word. Clyde told her that it was hard to find good newspaper for 
her papier mache. She had tried them all—the New Orleans Times Picayune, 
the Memphis Commercial Appeal, the Arkansas Democrat Gazette. She said that 
the best was The Wall Street Journal. How did The Wall Street Journal arrive at 
the end of Clyde's kudzu hidden lane? "Mother's accountant drives it out," 
Clyde's son explained. Judy still laughs about it. 

At home in Washington on Waterside Drive over Judy's living room fire
place hangs a painting by Jonathan Green entitled, The Passing ofEloise. She 
bought the painting fifteen years ago soon after meeting Jonathan. It is with
out doubt the collector's favorite Green. It is without doubt a favorite of the 
artist. It cost her dearly to acquire it. Little did she know then what it meant 
for the artist to part with it. Jonathan grieved for his grandmother over ten 
years before he could paint the picture of her funeral. Yet even what the artist 
thought was an unreachable price was not an overriding factor in the face of 
the collector's passion. (Judy said she couldn't sleep worrying both how she 
would pay for it and how could she live without it.) Last fall Jonathan took 
Judy to his hometown of Garden's Corner, South Carolina, to services at the 
Huspah Baptist Church on the banks of the Huspah Creek—on land formerly 
belonging to the Huspah Creek Plantation. Judy recalls the experience as if 
she were walking into the painting. Its sanctuary scored with rows of pews 
and the loftless choir was unlike her own experience of church. Here was a 
space so animated with colorful pattern, so full of devotion and song. It kin
dled emotion and awakened the senses. If home is where you find it, then in 
this setting and in this painting, so close to the meaning of Jonathan, Judy 
found home. Perhaps laughter is the only cure for grief. Perhaps love is 
stronger than death. Perhaps she may yet go back and get her tombstone from 
Arkansas. No matter. 

The truth about collecting is self-evident, but it is worth restating here. 
Collectors are important. Collectors literally create culture when they tie 
together the world of the aritst with the world of the spectator. Great 
things—great combinations of works, great experiences, great museums have 
come out of this enterprise. Nevertheless, collecting is fundamentally, as 
Duncan Phillips once said, "more or less autobiographical." 
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56 Debbie Fleming Caffrey 
Reverend Harris 
Photograph 
32-1/4" x 28-3/8" 

57 Roger Carlisle 
Untitled, 1986 
Pastel 
31" x 37-1/2" 

58 Keith Carter 
Lost Chicken, 1991 
Photograph 
24-3/8" x 22-1/4" 

59 Keith Carter 
Rachel, 1995 
Photograph 
24-1/4" x 22-1/4" 

60 Henri Cartier-Bresson 
William Faulkner, 1947, printed 1995 
Photograph 
28-1/4" x 24-1/4" 

61 William Christenberry 
House and Car, near Akron, Alabama, 1976 
Photograph (Brownie) 
14-3/16" x 18-3/16" 

62 William Christenberry 
House and Car, near Akron, Alabama, 1981 
Photograph 
16-1/4" x 17-3/4" 

63 William Christenberry 
Gun Rack 
Photograph 
16-3/4" x 20-3/4" 

64 William Christenberry 
Akron Wall, 1987 
Mixed media construction 
9" x 12-3/8" x 1-3/4" 

65 William Christenberry 
Grave with Egg Carton Cross, Hale County, Alabama 
1975 
Photograph 
20-3/4" x 16-1/4" 

66 William Christenberry 
Tingle House, near Akron, Alabama, 1961 
printed 1997 
Photograph 
19-1/4" x 13-3/4" 

67 Michael Christie 
Greenbriar Valley, West Virginia 
Oil on canvas 
19"x 24" 

68 Michael Christie 
Turnips 
Oil on canvas 
12-5/8" x 16-1/2" 

69 Michael Christie 
Still Life with Garlic, c. 1990 
Oil on board 
22" x 18-1/4" 

70 William H. Clarke 
Tall Grass (Baptism) 
Mixed media 
19"x 23" 



71 William H. Clarke 
Stick Ball 
Mixed media 
15"x 20" 

79 Ralston Crawford 
New Orleans Cemetery, c. 1960s 
Photograph 
17-1/4" x 14-1/4" 

72 Sterling Cockrell 
Bird Dog on Gun 
Wood 
18" x 40" x 2-1/2" 

80 Warren Criswell 
View from Ward Motel, 1987 
Oil on canvas 
15-3/4" x 17-1/4" 

73 Mary Cockrell 
The Ambivalence of Celebrity 
Steel, fiber 
15-1/2" x 11" x 6" 

81 Warren Criswell 
The Storm, 1992 
Oil on canvas 
48"x 36" 

74 Clyde Connell 
Untitled, 1994 
Mixed media construction 
76-1/2" x 12-7/8" x 2-1/2" 

75 Clyde Connell 
Untitled (triptych), 1991 
Mixed media construction 
28-1/2" x 8" x 8" 

82 William Dunlap 
Blue Ridge, Field Stones 
Watercolor on paper 
27-1/8" x 35-5/8" 

83 William Dunlap 
Blue Ridge Farm II 
Watercolor on paper 
12-1/4" x 21-1/4" 

76 Linda Conner 
Two Hands 
Contact print on printing-out paper 
18-1/4" x 14-1/4" 

84 Arnold Eagle 
New Orleans, Louisiana, 1949 
Photograph 
18-1/2" x 21-1/4" 

77 Linda Conner 
Ganesha 
Contact print on printing-out paper 
14-1/4" x 18-1/4" 

78 Linda Conner 
Self-Portrait 
Contact print on printing-out paper 
14-1/4" x 18-1/4" 

85 William Eggleston 
Porch, 1981 
Color photograph 
16-3/4" x 20-3/4" 

86 Cynthia Erdahl 
Family 
Oil on board 
16-7/8" x 20-7/8" 

87 Elliott Erwitt 
South Carolina, 1950, printed 1960s 
Photograph 
14-1/4" x 17-1/4" 

88 Walker Evans 
Street Corner, New Orleans, Louisiana, 1935 
Photograph 
16-3/4" x 20-3/4" 

89 Walker Evans 
Belle Grove Plantation, Breakfast Room, 
White Chapel, Louisiana, 1936, printed 1974 
Photograph 
20-1/4" x 21-5/8" 

90 Walker Evans 
Star Pressing Club, Vicksburg, Mississippi, 1936 
Photograph (vintage carte postale) 
11 15/16" x 14-7/8" 

91 Walker Evans 
New Orleans, 1935 
Photograph 
16-3/4" x 20-3/4" 

92 Walker Evans 
Circus Wagon, Florida, 1941 
Photograph 
20-3/4" x 16-3/4" 

93 Walker Evans 
Man with Eye Patch, 1935 
Photograph 
16-3/4" x 20-3/4" 

94 Walker Evans 
Negro Quarter, Atlanta, 1935-36 
Photograph 
21" x 16-3/4" 



95 Walker Evans 
The Home Organ, Chester, Nova Scotia, 1968 
Photograph 
18-5/8" x 15-3/8" 

96 Walker Evans 
Buildings, New York City, 19th century, 
1934, printed I960 
Photograph 
21-1/8" x 17-1/16" 

102 Godfrey Frankel 
Alley Near Capitol, Washington, D.C., 1940 
printed 1970s 
Photograph 
2 0 " x 1 6 "  

103 David Freed 
The Virginian, 1991 
Mixed media 
33-1/2" x 27" 

97 Walker Evans 
Gravestone, Greenwood Cemetery, Clarksville, 
Kentucky, 1969 
Photograph 
20-3/4" x 16-3/4" 

98 Walker Evans 
A Child's Grave, Hale County, Alabama, 1936, 
printed I960 
Photograph 
20-3/4" x 16-3/4" 

99 William J. Evilsizer 
Eternal Death 
Mixed media (sculpture) 
10-1/2" x 34" x 8" 

100 Mrs. William Faulkner 
Women at the Tomb 
Oil on canvas 
19-1/2" x 15 9/16" 

101 Howard Finster 
1000 and 184, 1978 
Oil on canvas 
9-5/8" x 11-3/4" 

104 David Freed 
Study for Virginia Monument (Female Figure) 
Mixed Media on paper 
34"x 23" 

105 Louis Freund 
Pioneer Cabin 
Woodcut 
10-3/4" x 13-3/4" 

106 Louis Freund 
Vendor, Arkansas 
Woodcut 
10-3/4" x 13-3/4" 

107 Alpha Frise 
Plague Scene 
Oil on canvas 
20-1/8" x 26" 

108 Lorraine Gendren 
Baptism, 1986 
Oil on board 
13-1/4" x 19" 

109 Anderson Giles 
Surreal House and Landscape 
Oil on canvas 
20 -1/4" x 18 1/4" 

110 Laura Gilpin 
Heritage from Spain, 1947 
Photograph 
20-1/4" x 16-1/4" 

111 Laura Gilpin 
Well of Sacrifice, Chichen Itzd, Yukatan, 1945 
Photograph 
24-1/4" x 20-1/4" 

112 Laura Gilpin 
Campo Santo, El Valle, New Mexico, 1961 
Photograph 
20-1/4" x 16-1/4" 

113 Emmit Gowin 
House 
Photograph 
14-5/8" x 12-1/4" 

114 Jonathan Green 
God Speaks to Noah 
Oil on canvas 
13-3/8" x 23-1/2" 

115 Jonathan Green 
Earth to Earth, 1998 
Oil on canvas 
16"x 20" 

116 Jonathan Green 
Sunday School Girls, 1990 
Oil on canvas 
24-1/2" x 25-1/2" 

117 Jonathan Green 
Go Two by Two 
Oil on canvas 
13-1/2" x 23-1/2" 



118 Jonathan Green 
Birds that Flew 
Oil on canvas 
13-1/8" x 23-1/2 

126 Jonathan Green 
The Poleman, 1985 
Oil on board 
14-1/2" x 12-5/8" 

119 J onathan Green 
Father and Son 
Oil on canvas 
15-1/2" x 12-1/2" 

127 Jonathan Green 
The Passing of Eloise, 1988 
Oil on canvas 
36"x 48" 

120 Jonathan Green 
Congregation, 1990 
Oil on canvas 
72"x 55" 

128 Jonathan Green 
Sitting by the River, 1989 
Oil on canvas 
21-3/8" x 17-3/8" 

121 JonathanGreen 
Angel, 1995 
Oil on canvas 
13-3/8" x 17-1/2" 

129 Mary Greene 
Time to Plow 
Acrylic on canvas 
12"x16" 

122 Jonathan Green 
Autumn Temple Toy, 1996 
Oil on wood 
12" x 10" x 6" 

123 Jonathan Green 
Sissy, 1992 
Oil on canvas 
9 13/16" x 12 15/16" 

124 JonathanGreen 
White Pony, 1992 
Oil on canvas 
17-3/4" x 17 11/16" 

125 Jonathan Green 
Daughters of the South, 1993 
Oil on canvas 
70-1/4" x 71" 

130 John Gutmann 
Jitterbug, New Orleans, 1937, 
printed later 
Photograph 
18-1/4" x 16-1/4" 

131 John Gutmann 
Before Pearl Flarbor, ca. 1938 
Photograph 
9 15/16" x 7-7/8" 

132 Theora Hamblett 
Two Trees with Blowing Leaves, 1967 
Oil on canvas 
20-3/16" x 24-3/16" 

133 Theora Hamblett 
Three Trees 
Oil on cloth on board 
28-1/4" x 22-1/4" 

134 Thomas Harding 
Oak Grove Church at the "Y", 1992, 
printed 1993 
Palladium Print 
1 6 " x  2 0 "  

135 Thomas Harding 
Robert's Gap School, 1990 
Palladium Print 
16-3/8" x 20-1/4" 

136 Thomas Harding 
Cows in Fog, 1987 
Palladium Print 
20-1/4" x 16-1/4" 

137 Thomas Harding 
Black Room, White Dots, 1980 
Palladium Print 
20-1/2" x 16-1/4" 

138 Nona Warren Hastings 
Figures of Children (Child Petting Rabbit, 
Child on Stick Horse), 1983, 1982 
Wood 
2-3/4" x 1-1/4" x 1-1/4, 
3" x 1-1/16" x 1-1/4" 

139 Reverend Herman Hayes 
Baseball Game, 1993 
Wood 
4-1/2" x 12" x 12" 

140 Reverend Herman Hayes 
Henry, 1993 
Wood 
19-1/2" x 5-3/4" x 4" 

141 Mr. Hazel wood 
Birdhouse 
Painted wood 
18-1/2" x 8-1/2" x 14-1/2" 



142 Mr. Hazelwood 
Birdhouse 
Painted wood 
18" x 11" x 11-1/2" 

143 Mr. Hazelwood 
Birdhouse 
Painted wood 
20" x 17-1/2" x 15-1/2" 

144 Mr. Hazelwood 
Birdhouse 
Painted wood 
40" x 17" x 25" 

145 Mary Hearne 
Cotton Picking, 1986 
Acrylic on board 
12 15/16" x 15-1/2" 

146 Lewis Hine 
Columbus, Georgia, April 1913 
Photograph 
20-3/4" x 16-3/4" 

147 Rita Huddleston 
Antique doll (female) 
Cloth 
14" x 12" x 3" 

148 Rita Huddleston 
Antique doll (male) 
Cloth 
14" x 10" x 3" 

149 B. Hughes 
Mallard Decoy 
Painted wood 
5" x 4" x 10" 

150 Clementine Hunter 
Cotton Pickers 
Oil on canvas 
19-1/4" x 25-1/4" 

151 Birney Imes 
Oak Limb Baptism, Crawford, Mississippi, 1979 
Photograph 
17-1/8" x 14-1/8" 

152 Nicario Jimenez 
Retablo of Heaven, Hell and Limbo 
Mixed media 
18-1/4" x 24-3/8" x 9" 

153 Tom Jones 
James River Marshes, 1984 
Drawing 
12-7/8" x 19-7/8" 

154 Steven Kimball 
"The Dancer"IBojangles, 1994 
Oil on canvas 
36-11/16" x 30-3/4" 

155 Steven Kimball 
Firefly, 1995 
Oil on canvas 
28-5/8" x 34-5/8" 

156 Stephen Kimball 
House and Porch Swing 
Oil or acrylic on board 
16"x 20" 

157 Fernando LaRosa 
Window IV 
Photograph 
17" x 16-1/2" 

158 Dorothea Lange 
Ma Burnham, Conway, Arkansas, 1938 
Photograph 
20-3/16" x 16-3/16" 

159 Clarence John Laughlin 
The Forlorn Child (St. Louis), 1953 
Photograph 
21-1/2" x 18-1/4" 

160 Clarence John Laughlin 
In the Spell of the Shadow, 1953 
printed 1954 
Photograph 
20"x 16" 

161 Clarence John Laughlin 
New and Old (Greenwood Plantation), 1939 
printed 1948 
Photograph 
22-1/4" x 18-3/4" 

162 Clarence John Laughlin 
Figment of Desire, 1941, printed 1979 
Photograph 
25-1/4" x 21-1/4" 

163 Richard Law 
Untitled (Head) 
Mixed media 
75" x 11" x 15" 

164 Richard Law 
Untitled (Torso) 
Mixed media 
65" x 17" x 13" 

165 Russell Lee 
Lake View Project, Arkansas, 1938 
Photograph 
20-3/4" x 16-3/4" 



166 Russell Lee 
Child of Negro Sharecropper 
Photograph 
14-1/4" x 17-1/4" 

174 Deborah Luster 
Septima with Tadpoles, 1993 
Photograph 
16-3/4" x 18-7/8" 

167 Russell Lee 
Negro Living Quarters, 1939 
Photograph 
17-1/4" x 14-1/4" 

175 Polly M (Pauline Mullinex) 
Baptism 
Oil on board 
15-1/2" x 19" 

168 Helen Levitt 
New York (Boy with Fedora), c. 1942 
Photograph 
16-3/4" x 20-3/4" 

176 Polly M (Pauline Mullinex) 
House by Cypress Lake 
Oil on board 
15-1/2" x 19-1/4" 

169 Helen Levitt 
New York, c. 1939 
Photograph 
17-3/4" x 14-3/4" 

177 Earnest Mayo 
Crucifix 
Wood, polychrome 
19-1/2" x 8-1/2" 

170 Helen Levitt 
Walker Evans, New York, 1940 
Photograph 
20-3/4" x 16-3/4" 

171 Marion Line 
Church with Angels, 1986 
Oil on canvas 
18-5/8" x 22-5/8" 

172 Marion Line 
Manger Scene, 1989 
Oil on canvas 
21-1/2" x 25-5/8" 

173 Willie Little 
Little's Grocery (Juke Joint), 1998 
Mixed media 
15-1/4" x 8-1/4" x 13" 

178 Justin McCarthy 
Suds from Fort Worth, Texas 
Mixed media 
16"x 18" 

179 Tom and Connie McColley 
Bark sculpture 
Wood (bark) and leather 
25-1/2" x 5-1/2" x 4" 

180 Tom and Connie McColley 
Bark Sculpture 
Wood (bark) and leather 
21" x 6" x 6" 

181 Dorothy McCray 
Selene, I960 
Color lithograph 
23-1/2" x 26-7/8" 

182 Phil Garrett 
Horse Latitudes LVI1, 1996 
Lithograph 
23" x 19-3/4" 

183 Carl McKenzie 
Avon Lady 
Wood and polychrome 
17-1/2" x 5-1/2" x 5-1/2" 

184 John McWilliams 
Arkansas, 1977 
Photograph 
22-1/4" x 28-1/4" 

185 John Mc Williams 
Easter Afternoon, 1977 
Photograph 
22-1/4" x 28-1/4" 

186 Ralph Eugene Meatyard 
Untitled (Feet of crucifix) 
Photograph 
20-1/4" x 12-1/4" 

187 Mark Casey Milestone 
Man Behind TV with Prehistoric Animals, 1993 
Oil on board 
21-3/8" x 24-1/4" 

188 Twyla and Lonnie Money 
Skunk 
Painted wood 
15" x 4-3/4" x 21" 

189 Davis Morton 
Virginia Trees 
Oil on canvas 
17-1/8" x 20-7/8" 



190 Fritz Mueller 
Rocking Horse 
Wood and polychrome 
18-1/4" x 5-1/4" x 27" 

191 Thomas Mullany 
Return of the Statue of Freedom, 1994 
Oil on board 
18-3/4" x 17-1/2" 

192 Thomas Mullany 
Ascent of Man, 1994 
Oil on board 
22-1/4" x 16-1/4" 

193 Frank Neal 
Square, Oxford, Mississippi, 1981 
Oil on canvas 
18-1/4" x 16-1/4" 

194 Arnold Newman 
Man in Church Doorway, 1940 
printed 1941 
Photograph 
18-1/4" x 16-3/16" 

198 Gordon Parks 
Dirt Road Hear Paoli, Lancaster County, 
Pennsylvania, 1946 
Photograph 
7-3/8" x 9-1/2" 

199 Linda Patrick 
Spring Gathering 
Watercolor on paper 
18-1/4" x 27-1/16" 

200 Mark Power 
Untitled, Family Bible Series, 1994 
Photograph 
21-1/4" x 25-1/4" 

201 Mark Power 
Untitled, Family Bible Series, 1994 
Photograph 
21-1/8" x 25-1/8" 

202 Mark Power 
Untitled, Family Bible Series, 1994 
Photograph 
21-1/8" x 25-1/8" 

206 George Rodrigue 
Second Station of the Cross on St. Martinville Rd. 
1976 
Oil on canvas 
32"x 44" 

207 Miguel Rodriguez 
Snake, 1995 
Bottle caps, wire 
3-1/2" x 13-1/2" x 67" 

208 Miguel Rodriguez 
Cat with Yellow Stripes, 1997 
Painted wood 
9" x 8-1/2" x 8" 

209 Arthur Rothstein 
Sharecropper's Wife, Arkansas, 1935 
Photograph 
20-3/4" x 16-3/4" 

210 John Russ 
Bird Figure 
Wood 
9-3/4" x 3" x 10-1/2" 

195 Arnold Newman 
Jacob Lawrence, 1959, printed 1994 
Photograph 
20-1/4" x 16-1/4" 

203 Richard Riley 
Untitled (Woman with Candle), ca. 1897-1900 
Platinum print 
20-1/4" x 16-1/4" 

211 Dana Salvo 
Black Angel Over Jesus, 1984 
Color photograph (Type C) 
22-3/4" x 28-3/4" 

196 Ms. Otis 
Untitled (Cotton Pickers with Church) 
Oil on canvas 
20-7/8" x 25" 

197 Ms. Otis 
"It's just too much" (Cotton Pickers) 
Oil on canvas 
16-5/8" x 12-5/8" 

204 Martha McMillan Roberts 
E. A. Talbot, New Orleans, ca. 1950 
Photograph 
16-1/4" x 20-1/4" 

205 Jacqueline Rochester 
Children, Bed and Dogs 
Oil on canvas 
24-5/8" x 24-5/8" 

212 Dana Salvo 
Altar with Cats, 1987 
Color photograph (Type C) 
22-3/4" x 28-3/4" 

213 Dana Salvo 
Altar with Serpent, 1987 
Color photograph (Type C) 
22-3/4" x 28-3/4" 



214 Ben Shahn 
Day Laborers Picking Cotton, Arkansas, 1935 
Photograph 
16-1/4" x 20-1/4" 

215 Ben Shahn 
Mother and Child, Eastern Arkansas, 1935 
Photograph 
16-3/4" x 20-3/4" 

216 Ben Shahn 
Cotton Picker, Arkansas, 1935 
Photograph 
16-3/4" x 20-3/4" 

217 Bernice Sims 
Baptism 
Oil on canvas 
20-3/8" x 16-3/8" 

218 Anne Slaughter 
Portal of Memories no. 4, 1998 
Wood, metal, wax 
16-1/2" x 10" x 5" 

219 John Slaughter 
Napoleonville Porch 
Color photograph 
16-1/4" x 19-5/8" 

220 John Slaughter 
Palomino Hotel 
Color photograph 
15-1/8" x 18-5/8" 

221 Andy Smith 
Interior with Door and Plate Rail, 1988 
Watercolor on paper 
21-7/8" x 17-7/8" 

222 Andy Smith 
Blue Tablecloth, 1988 
Watercolor on paper 
16-3/4" x 15-5/8" 

223 Andy Smith 
Sheep in Stall, 1991 
Watercolor on paper 
19-3/4" x 25-3/4" 

224 Andy Smith 
The March, 1991 
Watercolor on paper 
21-3/4" x 17-3/4" 

225 Eugene Smith 
Death of Gus-Gus, 1953, printed 1974 
Photograph 
18-1/4" x 22-1/4" 

226 Gladys Nelson Smith 
Saturday Night 
Oil on board 
10-3/4" x 12-7/8" 

227 Margaret Speer 
Horse and Rider 
Bronze 
15-1/2" x 5" x 17" 

228 Margaret Speer 
Figure of a Woman 
Bronze 
12-1/2" x 9-1/4" x 11" 

229 Margaret Speer 
Couple 
Bronze 
21-1/2" x 15-1/4" x 5" 

230 Jack Spencer 
Baptismal Candidates, 1995 
Photograph 
24-3/4" x 24-5/8" 

231 Jack Spencer 
Blue Tick 
Photograph 
17-7/8" x 22-3/8" 

232 Jack Spencer 
Moe Looking at the Abyss 
Photograph 
21-1/4" x 24-1/4" 

233 Mark Steinmetz 
Cooke County, Tennessee 
Photograph 
18-1/2" x 23" 

234 Marcel Stockmans 
Baptism 
Gouache on paper 
13" x 10-3/4" 

235 Bill Tait 
Political Portraits 
Antique bedposts, polychrome 
From 7" x 4-1/2" to 17" x 5-1/2" 

236 Mose Tolliver 
Cruciform Figure 
Wood, polychrome 
48"x 20" 

237 William Tolliver 
The Bootlegger 
Acrylic or Gouache on paper 
34-3/4" x 26-3/4" 



238 William Tolliver 
Grooming the Horse 
Acrylic or Gouache on paper 
35" x43" 

239 William Tolliver 
Man Spliten Log 
Acrylic or Gouache on paper 
35-3/4" x 27-1/4" 

240 William Tolliver 
Untitled (figurative sculpture), 1988 
Wood 
17" x4" x4" 

241 William Tolliver 
Story Telling 
Oil on canvas 
25"x 37" 

242 William Tolliver 
Colt By Judy's Pond 
Oil on canvas 
21-3/4" x 27-1/2" 

243 William Tolliver 
Landscape, 1984 
Gouache on paper 
32-3/8" x 25-1/2" 

244 William Tolliver 
Vicksburg 
Gouache on paper 
33-5/8" x 42-3/4" 

245 William Tolliver 
Cotton Picking 
Oil on canvas 
36"x 48" 

246 Doris Ulmann 
Hackless Jenkins Grave, 1933 
Photogravure 
16-1/4" x 17-1/4" 

247 Doris Ulmann 
Untitled (Cotton Pickers with Bale), 1933 
Photogravure 
18-1/4" x 14-1/4" 

248 Doris Ulmann 
Untitled (Old Woman), 1933 
Photogravure 
18-1/4" x 14-1/4" 

249 James Van der Zee 
Untitled, c. 1920s 
Photograph 
14-1/4" x 11-1/4" 

250 James Van der Zee 
Untitled, c. 1920s 
Photograph 
16-1/4" x 20-1/4" 

251 James Van der Zee 
Untitled, 1926 
Tinted photograph 
20-1/4" x 16-1/4" 

252 Nigel Van Wieck 
Dance of the Fireflies, 1992 
Oil on paper 
21" x 29-1/4" 

253 Todd Webb 
Louisana, The Mailman Gets a 
Present of a Melon, 1947 
Photograph 
15" x 14-1/2" 

254 Aaron Wedge 
Birdhouse 
Wood 
15" x 10" x 14-1/2" 

255 Carrie Mae Weems 
Sea Islands Series #3269, 1992 
Photograph 
20-1/4" x 20-1/4" 

256 Daniel Weiner 
Moultrie, Georgia, 1944 
Photograph 
14-1/4" x 15-5/8" 

257 Eudora Welty 
Old Midwife, Ida M'Toy, 1940 
Photograph 
20-1/4" x 16-1/4" 

258 Margaret and Waddy West 
Male Figure with Gold Cape 
Painted gourd 
15" x 9-1/2" x 9-1/2" 

259 Margaret and Waddy West 
Female Figure with Blue Dress 
Painted gourd 
17" x 10" x 10" 

260 Edward Weston 
William Edmunson, 1940 
Photograph 
17-1/4" x 18-3/8" 

261 Edward Weston 
Willie, New Orleans, 1941 
Photograph 
18-1/4" x 15-1/4" 



262 Willie White 
Red and Green Rockets 
Marking pens on paper 
2 2 " x  2 8 "  

263 Ruth Williams 
Curling Iron, 1991 
Oil on canvas 
15-3/8" x 19-3/8" 

264 Ruth Williams 
Hog Killing 
Oil on canvas 
12" x 14-1/8" 

265 Donald Roller Wilson 
Though Mrs. Jenkins had requested both 
Betty and naughty Betty to clear the yard 
outside her small home..., 1988 
Oil on canvas 
17-7/8" x 15" 

266 T. Fonville Winans 
Jig Dancers, 1938 
Photograph 
23-3/4" x 19-3/4" 

267 Shelly Wischhusen 
Blue Chair Against Adobe, 1997 
Watercolor on paper 
14-3/4" x 11-1/4" 

268 Nancy Witt 
Doppelganger, 1991 
Oil on canvas 
23-1/8" x 26-1/4" 

269 Nancy Witt 
Blue Iris, 1993 
Oil on canvas 
29-1/2" x 25-3/8" 

270 Marion Post Wolcott 
Negro Entering Movie Theatre, 
Belzoni, Mississippi, 1939, printed 1970s 
Photograph 
16-1/4" x 20-1/4" 

271 Marion Post Wolcott 
Melrose, Louisiana, Cotton Plantation Area, 1940, 
printed 1985 
Color photograph 
14-3/4" x 17-3/4" 

272 Marion Post Wolcott 
Transient Mexican Woman Picking Cotton, 1939 
printed 1970s 
Photograph 
16-1/4" x 20-1/4" 

273 Marion Post Wolcott 
Jitterbugging on Saturday Night in a Juke Joint, 1939 
printed 1970s 
Photograph 
16-1/4" x 20-1/4" 



Eldridge Bagley 
In the Early Morning Rain, 1998 
Oil on canvas 
24"x  30"  





Biographies of the Artists 

Berenice Abbott 
b. 1898 - d. 1991 
Born in Ohio and educated in New York and Paris, Abbott was studio assis
tant to the Surrealist Man Ray. Abbott is credited with rediscovering the work 
of the French photographer Eugene Atget. In the 1930s she was a documen
tary photographer in the WPA Federal Art Project, acclaimed for her photo
graphs of New York City. Abbott felt that realism was photography's greatest 
strength. 

Shelby Lee Adams 
b. 1950 
A native of Kentucky, Adams was educated at the University of Iowa and the 
Massachusetts College of Art with a concentration in photography. His empa-
thetic portrayals of Appalachian families have been published in the books 
Appalachian Portraits and Appalachian Legacy. Adams travels and works reg
ularly in his home state, maintaining personal relationships with individuals 
and families that he has photographed. 

Ansel Adams 
b. 1902 - d. 1984 
Adams is one of America's most renowned photographers, known for his poet
ic landscape images of the West. A champion of the National Parks, he lived 
and often worked at Yosemite. In publications such as This Is the American 
Earth (I960) Adams advocated the preservation of wilderness and environ
mental responsibility. Since the 1940s, his work has been exhibited nationally. 

Minnie Adkins 
b. 1934 
Adkins whittled as a child on her family's farm, and as an adult became one of 
Appalachia's most important wood carvers. She works closely with her hus
band, Garland, who roughs out the general shape of the piece, usually an ani
mal or religious scene, and hands it over to be detailed by his wife. Some 
pieces are left with a natural finish, while others are painted. 

Mr. B (Jack Beverland) 
b. 1939 
Born into a poor family, Beverland has lived in Florida since 1947. He worked 
as an upper level manager of a large chain store until 1987, when he suffered a 
severe head injury in an auto accident. In 1991, he was forced to take early 
retirement. After a period of anger and depression, Beverland turned to art as 
therapy, and eventually became one of Florida's most widely known self-
taught artists. 

Eldridge Bagley 
b. 1945 
Bagley lives and works in rural Lunenberg County, Virginia, where he was 
born. A self-taught painter, Bagley often records vivid memories of life in 
Southside Virginia, depicting the substance and meaning of a vanishing agrar
ian and small-town lifestyle. Relationships with family, friends, neighbors, 
religion and the land are important themes in Bagley's art. His new work is 
shown in annual solo shows at Cudahy's Gallery in Richmond. 

"Prophet" William J. Blackmon 
b. 1921 
Born in Michigan, Blackmon, considered a folk artist, has been seriously 
painting since 1984. A self-proclaimed preacher and prophet, Blackmon sees 
his brightly colored paintings as spiritual messages conveying the trials 
between heaven and hell. 



Tarleton Blackwell 
A native South Carolinian, Blackwell lives and works in the small town of 
Manning. His brightly colored and fanciful oil paintings and drawings often 
carry a social message. His painterly style, somewhere between social realism 
and surrealism, defies classification. Blackwell's Hog Series, an example of 
which is represented in this exhibition, makes a wry statement about poverty 
and plenty. 

Georgia Blizzard 
b. 1919 
Blizzard's home is outside of Glade Springs, Virginia. She worked in an 
ammunition factory and later at the Burlington Mill. Her pots are often self 
portraits or are dedicated to people she knows. The bas-relief images on her 
pots have the themes of salvation and damnation. Her work has been collected 
by the Meadow Farm Museum in Virginia. 

Eldridge Bagley Off Broadway 1989 Oil on canvas 24" x 30" 

Dr. Bob 
b. ca. 1951 
Born in southern Louisiana, Dr. Bob is considered an "urban" folk artist. He 
works mostly in wood assemblages, but in the past few years has concentrated 
on painting. His signature piece, "Be Nice or Leave," is reproduced widely in 
New Orleans. Dr. Bob and his art are part of the focus of an upcoming 
documentary on urban folk artists. 

Aubrey Bodine 
b. 1906 - d. 1970 
A photojournalist for the Baltimore Sun for fifty years, Bodine often pho
tographed the life and landscape of the Chesapeake Bay region. Bodine was 
devoted to the "pictoralist" approach to photography, achieving a painterly 
and romantic feeling in his work. Bodine's work has been collected by the 
Metropolitan Museum, the Getty, and the National Museum of American Art. 

Ron Boehmer 
Boehmer holds an M.F.A. in painting from the University of Pennsylvania, 
and was employed by the Lynchburg (Virginia) Fine Arts Center for several 
years. Boehmer's paintings are best known in Virginia, though his works have 
been exhibited throughout the Mid-Atlantic. His work is included in numer
ous private, corporate and institutional collections in Virginia, the Southeast, 
Mid-Atlantic, and New England regions. 

Elizabeth Borne 
Borne currently resides in Bull Shoals, Arkansas and has spent many years 
outside the state pursuing and producing art. She lived and worked in 
Philadelphia; Corre, France; and New Orleans before returning to northern 
Arkansas. There is a playful quality to much of Borne's work and the whimsi
cality of her subject matter is always charming. Borne's artwork is represented 
in many private and corporate collections both in the United States and 
abroad. 



Margaret Bourke-White 
b. 1904 - d. 1971 
Bourke-White graduated from Cornell University, and began her photograph
ic career in journalism. Throughout her career, Bourke-White concentrated on 
images of social tragedy from American flood victims to Nazi death camps 
and South African Apartheid. In the book "You Have Seen Their Faces," her 
photographs document the lives of the poor in the rural South and are accom
panied with text by Erskine Caldwell. 

Bill Bowers 
b. 1930 
Born in Boston, Massachusetts, and living in Georgia, Bowers is considered a 
self-taught artist. Bowers works to incorporate action into his works which 
range from historica scenes—such as Custer's Last Stand or the Battle of the 
Alamo—to such modern scenes as Junkyard - Used Auto Parts and the 
Wrecking Ball, Freeway. Bowers' works have been included in several exhibi
tions throughout Georgia. 

Esther Bubley 
b. 1921 - d. 1998 
Bubley was trained in photography at the Minneapolis College of Art and 
Design, and worked as a documentary photographer for both the Farm 
Security Administration (FSA) and the Office of War Information (OWI). 
During her career she also worked as a photojournalist for Life magazine and 
as a freelance photographer, showing her versatility in images of oil refineries, 
the Irish Countryside and portraits of Albert Einstein. 

J. O. (John Oliver) Buckley 
Buckley was born in Arkadelphia, Arkansas and currently lives in Little Rock. 
He was formerly on the faculty of the Department of Art and the School of 
Architecture at the University of Arkansas at Fayetteville and taught at the 
American School of Tangier, in Morocco. He also worked on the staff of the 
Metropolitan Museum of Art. His works are included in the permanent col

lection of the United States Capitol and in many private and corporate 
collections. 

Debbie Fleming Caffrey 
b. 1948 
Born in Louisiana and trained at the San Francisco Art Institute, Caffery pho
tographs contemporary rural life in the Deep South. Her images often include 
steam, fog, or smoke which blur part of the photograph to give a hint of the 
mysterious and unexplainable. 

Roger Carlisle 
Carlisle lives in Jonesboro, Arkansas and holds an M.F.A. from the University 
of Nebraska. He is currently a professor of painting at Arkansas State 
University. Carlisle's works have been widely exhibited and collected across 
the South. 

Keith Carter 
b. 1948 
Carter has worked as a studio portrait photographer and photojournalist for 
such publications as Rolling Stone, Interview, Newsweek, and the Village Voice. 
Many of Carter's images make philosophical statements about the relationship 
between humankind and nature. He is currently an Assistant Professor at 
Lamar University in Beaumont, Texas. His work has been compared with that 
of Deborah Luster and Debbie Fleming Caffrey. 

Henri Cartier-Bresson 
b. 1908 
Cartier-Bresson is one of the 20th century masters of photography. He began 
his career in 1931 and had his first exhibition in New York in 1932. Cartier-
Bresson is best known for the "decisive moment"—the ability to quickly rec
ognize a pivotal moment in time and capture it on film. By 1973, Cartier-
Bresson retreated from photography and returned to his original love of draw
ing and painting. 



William Christenberry 
b. 1935 
Born in Alabama, and trained as a painter, Christenberry is better known as 
photographer and sculptor. His work captures the essence of the American 
South through depictions of vernacular architecture and unpretentious land
scape. Enchanted with common aspects of Southern life, he has often pho
tographed ordinary houses, buildings and cars, emphasizing their textures and 
colors. His work is included in the collections of the Corcoran Gallery of Art, 
The Library of Congress, the Museum of Modern Art, and the High Museum 
of Art in Atlanta. 

Michael Christie 
Christie was born in West Virginia, and still lives on his family's farm in 
Sink's Hole. He was educated at the Schuler School in Baltimore, where he 
learned Renaissance-style painting techniques. He employs those methods to 
create meticulous still life and landscape paintings. 

William H. Clarke 
Born and raised in Blackstone, Virginia, Clarke's works reflect his small com
munity and the people in it. Basically a self-taught artist, Clarke works most
ly with oil pastels and has been drawing every day since the age of six. 
Religion plays a great part in his work because he views his artistic talent as a 
divine gift. 

Mary Cockrell 
b. 1949 
Born in Arkansas, Cockrell lived outside her home state for 10 years and 
returned in 1980 to pursue a career in art. In 1989 she began working in 
steel, a medium that she now has now mastered. Cockrell had no formal train
ing, and says that she "loathes pretentious art." In addition to the figurative 
work for which she is known, Cockrell has recently worked on a "Throne 
Series" that reflects her sometimes dark sense of humor. 

Sterling Cockrell 
b. 1925 
Cockrell is a self-taught wood sculptor who was born in Little Rock, 
Arkansas. He began making traditional designs such as weathervanes in 1975. 
He continues to work with salvaged wood, sometimes creating works based on 
cubist paintings. 

Clyde Connell 
b. 1901 - d. 1998 
Educated at Brenau College and Vanderbilt, Connell also studied at the 
George Doke Studio in Shreveport, Louisiana. After being introduced to mod-



era art in New York City, Connell began making art in her late forties. 
Connell does not use her work as a narrative or documentary medium. Rather, 
she allows her forms to take on their own identity as each work progresses. 
Connell was actively engaged in making sculpture into her nineties. 

Linda Conner 
b. 1944 
Conner was trained at the Rhode Island School of Design and the Institute of 
Design at the Illinois Institute of Technology. Many of Conner's works reflect 
her interest in the culture of India. She achieves luminous effects and unusual 
tonalities by her manipulation of contact printing on special papers. She has 
received numerous awards, including a Guggenheim Fellowship and a 
National Endowment for the Arts grant. 

Ralston Crawford 
b. 1906 - d. 1978 
Born in Canada, Crawford studied at the Pennsylvania Academy of Fine Arts 
and the Barnes Foundation where he was greatly influenced by the works of 
Cubist masters. Crawford's photography sometimes formed the basis for his 
paintings; but, seen independently, his photographs are recognizably those of a 
master. 

Warren Criswell 
b. 1936 
Born in West Palm Beach, Criswell lives and works in Benton, Arkansas as a 
painter, printmaker and sculptor. Donald Kuspit described his work as "witty, 
perverse and personal—refreshing." Since 1980 Criswell has had sixteen solo 
exhibitions in the United States and one in Taiwan. His work has been 
purchased for private, university and corporate collections in the United 
States, Europe, and Asia. 

William Dunlap 
b. 1944 
Dunlap was raised in Mississippi and educated at the University of 
Mississippi. His paintings and sculpture suggest ties between the beauty of 

the South's past and the direction of its future. Dunlap taught at 
Appalachian State University and Memphis State University, and now resides 
in McLean, Virginia. 

Arnold Eagle 
During the 1930s and 1940s, Arnold Eagle photographed tenement life in 
New York City. His work, sometimes compared to that of Lewis Hine, runs 
the gamut from the "low" culture of the city to its heights. Eagle also com
pleted social-documentary photographs in Pittsburgh and other cities. 

William Eggleston 
b. 1939 
Born in Tennessee, Eggleston is one of the pioneers of color photography. By 
the mid-1960s, he was photographing his southern surroundings in color, at a 
time when black and white photography predominated. Though his subjects 
have been described as mundane, or even banal, it is Eggleston's point of view 
which makes his works extraordinary. Eggleston's work has been collected and 
exhibited worldwide. 

Cynthia Erdahl 
Art and artistry has always been a large part of Erdahl's life. In the mid-90s, 
she began to study art seriously, taking classes at the Virginia Museum of Fine 
Arts. There, she studied oil painting, oil pastels, pastel, and drawing. Erdahl 
credits her father and his love for the arts as the inspiration behind her artistic 
interests. Her works have been shown in several shops and galleries across 
Richmond. 

Elliott Erwitt 
b. 1928 
Erwitt was trained at the New School for Social Research in New York, and 
has done photography for magazines such as Life, Look, and Holiday. His 
images of John F. Kennedy, Richard Nixon and Nikita Khruschev brought 
him public fame. In his art photography Erwitt captures people, objects and 
animals in situations that might not seem important to the casual observer, 
but often reveal cultural paradoxes and numerous personal peculiarities. 



Walker Evans 
b. 1903 -d. 1975 
Evans was a key member of the Farm Security Administration's team of 
photographers in the South during the mid-1950s. He is known best for his 
collaborative work in 1936 with writer James Agee to create Let Us Now 
Praise Famous Men, a study of Alabama sharecropper families. After a major 
exhibition at the Museum of Modern Art (1938) and publication of his 
Southern photographs, Evans worked independently and on assignment for 
Fortune magazine. Through his work and his teaching at Yale (1965-75), he 
influenced a generation of American photographers. 

William J. Evilsizer 
b. 1959 
Evilsizer is a self-taught artist whose work reflects a troubled childhood and 
an ensuing period of incarceration. As part of his rehabilitation, he began 
sculpting with a variety of materials. Evilsizer has continued to fabricate 
sculpture since his release, often working in found metals. Evilsizer's imagina
tive works often deal with moral issues. 

Lida Estelle Oldham Faulkner 
b. 1896 -d. 1972 
Oldham married author William Faulkner in 1929 and they remained mar
ried until his death in 1962. 

Howard Finster 
b. 1916 
Finster has spent his life responding to several divine callings. After preach
ing for several years, Finster created a "Garden Paradise" around his home and 
decorated a church on an adjoining piece of land. Finster has dedicated him
self to producing religious art since 1976, and works in a variety of media— 
on plywood, canvas, gourds and any material to which he feels attracted. 

Godfrey Frankel 
b. 1912 -d. 1995 
A native of Cleveland, Ohio, Frankel was a social worker by profession who 
began photographing in 1940. He was encouraged by Alfred Stieglitz who 
saw his work in 1944. During the 1940s, Frankel worked independently, 
shooting photographs in the low income neighborhoods of Washington, D.C. 
and documenting the streets, storefronts, and people of the Lower East Side of 
New York. He also completed a series of industrial scenes in Cleveland in the 
1950s. 

David Freed 
b. 1936 
Freed received his B.F.A. from Miami University (Ohio) and his M.F.A. from 
the University of Iowa. He continued his studies at the Royal College of Art 
in London. Freed works as a professor of Painting and Printmaking at Virginia 
Commonwealth University. His art has been exhibited internationally in both 
solo and group shows and collected across the globe. 

Louis Freund 
Louis Freund is known as an artist and teacher. After studying in Europe, he 
worked as a muralist for the WPA during the Depression. Freund also headed 
three college and university art departments. 

Alpha Frise 
b. 1909 - d. 1990 
Alpha Frise lived her entire life in Richmond, Virginia. She began painting in 
oils after she retired from secretarial work in 1972. Her works reveal memo
ries of her personal experiences. 

Lorraine Gendron 
b. 1939 
Born in California, Gendron and her family moved to the Louisiana Bayou 
when she was a young teenager. Always interested in painting and drawing, 
the only formal lessons she had were in porcelain doll-making. Adapting this 



technique, Gendron is known for her sculptures made from mud gathered 
from the Mississippi River. Fascinated with the Cajun culture it is a promi
nent theme in her work including Cajuns in regional settings, New Orleans 
musicians, the Mardi Gras Indians, and religious scenes. 

Anderson Giles 
Giles lives in Presque Isle, Maine and is a Professor of Art at the University of 
Maine. He holds a M.F.A. and works in a variety of mediums including paint
ing, drawing, and photography. Giles has won over fifty awards for his work 
and has been involved in numerous group and solo exhibitions ranging from 
the East Coast to California and also Europe. 

Laura Gilpin 
b. 1891 - d. 1979 
A student of photography at the Clarence White School, Gilpin's work focuses 
on the American Southwest. Her depictions of the landscape and native cul
tures of the southwest include images of the Pueblo and Navajo peoples. Her 
work is best known in Texas and New Mexico, but has reached a national 
audience through exhibitions at the Corcoran Gallery and the High Museum 
of Art. 

Emmit Gowin 
b. 1941 
Trained at the Richmond Professional Institute and the Rhode Island School 
of Design, Gowin is well known for his landscape imagery and his representa
tions of people in small town America. Often, these individuals have been 
members of his own family. Gowin has received a Guggenheim Fellowship 
and a grant from the National Endowment for the Arts to further his photog
raphy. 

Jonathan Green 
b. 1955 
Born in Beaufort County, South Carolina, Green displayed artistic abilities 
from an early age. Educated at the Art Institute of Chicago, Green developed 
a lyrical, colorful style well suited to recording dynamic images of South 
Carolina's Low Country culture. His ability to communicate an intense sense 
of time and place give Green's paintings an important position in contempo
rary Southern art. Some of his finest paintings, including Daughters of the 
South, have been published in the book, Gullah Images. 

Mary Greene 
b. ca. 1924 
Greene began painting folk scenes in 1987 after poor health forced her into 
retirement. Her paintings depict a time gone by of her early North Georgian 
life. A self-taught artist, she views her talent as a miracle from God. Her work 
has been shown in several galleries in the South and made their way into 
many prominent private collections. 

John Gutmann 
b. 1905 
Born in Germany, Gutmann photographed both in Europe and the United 
States. Issues of modernism constitute a major aspect of his work. He was 
awarded a Guggenheim Fellowship, and his work was exhibited at the 
Museum of Modern Art, the San Francisco Museum of Modern Art, the High 
Museum in Atlanta, and the Centre National de la Photographie in Paris. 

Theora Hamblett 
b. 1895 - d. 1977 
Raised on a farm in northeastern Mississippi, Hamblett began painting at the 
age of fifty-five. Greatly inspired by dreams and visions throughout her life, 
she produced memory paintings, landscapes, images of children at play and 



dream paintings. Many of her visionary works depict biblical scenes. Her 
paintings have been collected by the Museum of Modern Art and other major 
museums. 

Thomas Harding 
b. 1911 
Harding was born in Little Rock, Arkansas and educated as an architect at 
Washington University in St. Louis, Missouri. After practicing architecture in 
Little Rock, he worked for Fabian Bachrach Studio in New York, and later 
operated his own photographic studio in Little Rock. Harding began doing 
pinhole photography in 1976, and has usually printed his work using 
Platinum and Palladium processes. In 1990 his work was the subject of an 
Arkansas Educational Television documentary. 

Nona Warren Hastings [Teague] 
b. 1946 
Teague was born in Texas, but has lived in Mountain View, Arkansas since the 
age of nine. She learned to carve from her father, the first carver in the area, 
and her mother and sister also followed careers as woodcarvers. From 1961-
1979, Teague created caricatures and animal carvings, and after 1979 concen
trated on one-of-a-kind miniatures. As of 1989, when she quit carving, 
Teague had completed 177 signed and numbered pieces in the series. 

Reverend Herman Hayes 
b. 1923 
Reverend Hayes works as a Methodist minister in Hurricane, West Virginia, 
and sees his figurative wood sculpture as part of his ministry. He has been 
seriously carving since 1954 and creates whimsical and imaginative personali
ties. Hayes gained national recognition in the 1980s when his works were 
shown at the Smithsonian's Renwick Gallery. 

Mr. Hazelwood 
Hazelwood is a semi-retired farmer from Brookneal, Virginia who makes bird-
houses from old barn wood and salvaged materials. 

Mary Hearne 
Mary Hearne was born in Arkansas and lived in West Texas and Florida before 
returning to her home state. She began painting as therapy after her mother 
and sisiter died within a short time of each other. She consdiers a "primitive" 
painter and is intrigued by the Deparession ear and things of the past. She 
says, "I don't paint what other people call pretty pictures." Hearne is repre
sented in the collections of Bill and Hilary Clinton, Mary Matlin and James 
Carvel, among others. 

Lewis Hine 
b. 1874 - d. 1940 
Hine used photography to further his interests in sociology and humanist 
activities. His images of immigrants arriving at Ellis Island are classics, as are 
his photographs documenting child labor practices. Hine received commis
sions from agencies such as the American Red Cross, the National Consumer's 
League, and the WPA. 

Betty Hughes 
Hughes is a carver who formerly lived in the Victoria, Virginia area and cur
rently resides in an remote area of Washington state. 

Clementine Hunter 
b. ca.1887 - d. 1988 
Born in Louisiana, Hunter is one of the best known Southern self-taught 
artists. She did not begin to paint until about 1940. Throughout her life 
Hunter worked on Melrose Plantation in Louisiana, and her most common 
images are those documenting rural blacks picking cotton. Life on the planta
tion provided inspiration for the majority of her works. 



Birney Imes 
b. 1951 
A native of Mississippi, Imes began working as a photographer at his father's 
newspaper in Columbus. His understated black-and-white photographs have 
been published by the Smithsonian, although his photographs of Mississippi 
Delta Juke Joints are more well known. Imes' work has been collected by 
museums such as the Museum of Modern Art and the San Francisco Museum 
of Modern Art. 

Nicario Jimenez 
Nicario Jimenez is the most important retablo artist in Peru, addressing con
temporary and social issues based on the world he has experienced. Jimenez's 
compositions depict religious, historical and everyday events important to the 
indigeneous people of the highlands of his country. He fashions people, ani-

Tom Jones James River Marshes 1984 Drawing 12-718" x 19-118" 

mals, and mythical figures as he creates poignant scenes from a doughy mix
ture of boiled potato and gypsum powder. For his sculpting process, Jimenez's 
only tool is a small piece of wood resembling an enlarged toothpick. 

Tom Jones 
b. 1949 
After being raised in West Virginia and pursuing undergraduate study at the 
University of Richmond, Jones studied painting at the Corcoran School of Art 
and George Mason University. His subtly-conceived landscape paintings have 
been exhibited widely, from the Orlando Museum of Art and the Arkansas Art 
Center, to the Rotunda of the U.S. Capitol. 

Stephen Kimball 
b. 1943 
Kimball is a full time artist residing in central Louisiana with his wife Brenda 
and daughter Sarah. After a life-threatening battle with cancer in 1989-90 he 
has painted with marvelous imagination to explore the romantic lore and his
tory of the South. He says, While I am exploring light and shadow in my 
paintings, I also seek to record those fleeting, secret moments of truth that are 
hidden in these times of hurry and extreme." 

Fernando LaRosa 
A Peruvian photographer, LaRosa is known for his manipulation of the scene 
through blurring the image or showing it in piecemeal. 

Dorothea Lange 
b. 1895 - d. 1965 
Lange was a documentary photographer who saw her work as a tool for social 
and educational improvement. Her work for the Farm Security 
Administration and photo-essays for Life include some of the most widely 
known images in American photography. Lange's sensitive eye captured the 
plight of farmers and migrant workers during the Great Depression. Her 
photography has been collected and exhibited by many of the world's major 
museums, and published in numerous books on photography and history. 



Clarence John Laughlin 
b. 1905 -d. 1985 
Beginning in the mid-1930s Laughlin created atmospheric images of ruined 
Louisiana plantation houses. Published in Ghosts Along the Mississippi, his sur
real visions of glory and decay capture the paradoxical nature of reality in the 
Deep South. Laughlin's work has been exhibited at the Philadelphia Museum 
of Art, the Smithsonian Institution, and the International Center of 
Photography in New York. 

Richard Law 
Law was educated at Virginia Commonwealth University, and has taught at 
several Virginia colleges and universities while creating his own figurative 
sculpture. His work has been exhibited throughout Virginia, and included in 
the "Artsites '96" exhibit at the Corcoran Gallery. Law chooses wood as his 
medium because it allows him to "Physically impose decisions upon it that 
hold the visual residue of their making." 

Russell Lee 
b. 1903 - d. 1986 
A self-taught photographer, Lee worked for the Farm Security Administration, 
the Office of War Information, and as a documentary photographer for the 
Standard Oil Company. Lee did not attempt to give the appearance of neutral
ity toward his subjects, although he remained unobtrusive. His works have 
been internationally exhibited throughout the United States and Europe 
notably at the Smithsonian Institution, and the Museum of Modern Art. 

Helen Levitt 
b. 1918 
Born in New York City, Levitt truthfully depicts the inner city world of her 
home town. Levitt's work in New York—often depicting children—spans the 
1940S to the 1970s. She was also involved in the production of several short 
films. Her works have been exhibited in many of the country's major muse
ums including the Museum of Modern Art, the Metropolitan Museum and 
the Boston Museum of Fine Arts. 

Marion Line 
b. 1919 - d. 1999 
Marion Line was born in Morristown, Tennessee, and lived in Richmond, 
Virginia until her death. Most of her work is autobiographical, depicting 
memories of her childhood, circuses, musical scenes and town celebrations. 
Sometimes she included images of herself and her acquaintances in her memo
ry paintings. 

Willie Little 
b. 1961 
Little was raised in a rural area near the Pamlico Sound, and graduated from 
the University of North Carolina. His sculpture in the "Kinfolks" series uti
lizes family photographs, found objects and antique building materials to cel
ebrate the African-American rural lifestyle of his childhood. His "Juke Joint" 
installation was shown at McKissick Museum, the Harriet Tubman Museum 
and the Charles H. Wright Museum of African American History. 

Deborah Luster 
b. 1951 
A contemporary photographer, Luster's works suggest the primitive side of 
humankind's relationship with nature. In 1994, "Send it on Down: 
Photographs of Keith Carter, and Deborah Luster," opened at The Light 
Factory in Charlotte, North Carolina. The works of these two photographers, 
both represented in this exhibition, have been compared and shown together 
several times in the past few years. 

Polly M (Pauline Mullinex) 
Mullinex was born in Leesburg, Virginia, and grew up in a house similar to 
the ones found in her paintings. She is a self-taught artist, loving to draw and 
paint from the time she was old enough to hold a pencil. A later move to 
East Texas stirred memories of her childhood and Mullinex began painting 
subjects inspired by her interaction with the African-American neighbors of 
her youth. With much of the lifestyle she paints fast disappearing from the 



landscape, she feels it is important to record her look back to black rural life 
in the 1930s and 1940s. 

Justin McCarthy 
b. 1891 - d. 1977 
Born in Weatherly, Pennsylvania, Justin McCarthy lived a troubled and diffi
cult childhood. Never formally trained, McCarthy created strangely composed 
drawings and oil and acrylic paintings that first received attention shortly 
before his death. Today, McCarthy's work is well-known and he is recognized 
as an important Outsider artist. 

Tom and Connie McColley 
Residents of West Virginia, the McColleys produce some of America's most 
beautiful baskets and constructions of wood and bark in traditional and non-
traditional forms. Their work was featured in the exhibition, 0 Appalachia. 

Dorothy McCray 
b. 1915 
McCray was born in South Dakota and received her BA and MA from the 
State University of Iowa. In 1948, she began teaching art, focusing on print-
making, at Western New Mexico University, a tenure that spanned from 1948 
to 1981. She received her M.EA. from the California College of Arts and 
Crafts in 1955. In 1992, McCray received the Governor's Award for 
Excellence in the Arts as a Painter and Printmaker from New Mexico's 
Governor Bruce King. Today, McCray lives and paints in Silver City New 
Mexico. 

Carl McKenzie 
b. 1905 
Born in Kentucky, McKenzie worked in factories and the mining and lumber 
industries until he retired in 1950 to a life of wood carving. He prefers white 
pine or birch and decorates the surfaces with graphite, colored pencil or mark
er, and house paint, often embellishing with metal, twigs, plastic or other 

various objects. Recurring themes in McKenzie's work are the Statue of 
Liberty, waitresses, barnyard animals, biblical scenes and groups of devils. 

John McWilliams 
b. 1941 
John McWilliams lives in Atlanta and has experience in architectural, adver
tising and journalistic photography. Since 1969, he has been Senior Professor 
of Photography at Georgia State University. He received a grant from the 
South Carolina Arts Commission in 1985 to exhibit his photographs of the 
Santee River Delta. McWilliams has given lectures and workshops throughout 
the United States. 

Ralph Eugene Meatyard 
b. 1925 - d. 1972 
Meatyard lived in Kentucky from 1950 until his death. While his work was 
still relatively unknown in the 1950s, it was shown with that of Ansel 
Adams, Minor White, and Edward Weston. Meatyard's imagery includes 
masked figures, blurred objects and abstract landscapes. With the publication 
of his photographs of the Trappist monk Thomas Merton and Kentucky's Red 
River Gorge, Meatyard's work gained wider public attention. 

Mark Casey Milestone 
Known as an outsider artist, Mark Casey Milestone has created sculptures in 
mixed media, as well as more traditional oil paintings. 

Davis Morton 
b. 1948 
As an artist, Morton is entirely self-taught who displayed a passion for paint
ing at a young age. Morton joined the Montgomery County Police 
Department in Maryland where he worked for twenty years, eighteen as a 
police artist. Morton's works have been shown in numerous galleries along the 
east coast. Since 1992, Morton has been able to devote all of his time to paint
ing as his sole career. 



Fritz Mueller 
A contemporary southern artisan, Mueller's work consists largely of Victorian 
style rocking horses. Displayed across West Virginia, Muller's rockers are 
joined by carousel horses, birds, beasts, and other animals. His hand-carved 
and painted rocking horses come in several styles and colors, all generally 
inspired by Victorian design. 

Thomas Mullany 
Thomas Mullany is a painter, muralist, and sculptor based in Arlington, 
Virginia. He attended Virginia Commonwealth University and received his 
B.F.A. from the Corcoran in 1985. Mullany's works gently mock contempo
rary politics while referring to the history of America as well as the history of 
art. He has had a number of one person and group shows in Washington D.C. 
as well as commissions in New York. 

Frank Neal 
b. 1955 
After graduating from Delta State in Mississippi, Neal studied with the realist 
painter Henry Hensche. Through Hensche, Neal sought a link to the legacy 
of realist painters such as William Merritt Chase. Neal has created a "sense of 
place" in his landscapes as strong as the images created in Southern literature. 
He presently teaches in the Gifted and Talented program in Jackson, 
Mississippi. 

Arnold Newman 
b. 1918 
Newman's portraits of writers, musicians and other public figures are familiar 
to the public, although the artist remained relatively unknown until the late 
1960S. An overview of Newman's work was published in the mid-1970s as 
One Mind's Eye. His works have been exhibited at the National Portrait 
Gallery, the Metropolitan Museum, the Museum of Modern Art, the Israel 
Museum in Jerusalem and the Australia National Gallery. 

Ms. Otis 
b. 1950 
Otis desribers herself a s"more of less a self-taught artist," whose medium is 
oil paint. She admires the Impressionists, and considers herself a "dynamic 
realistic artist" who has a "new idea every day." She feels that her work "has 
something to say - if only [viewes] take time to listen." Otis has shown her 
work throughout the South from Arkansas to South Carolina, and has been 
represented in a group exhibition at the National Museum of Women in the 
Arts. 

Gordon Parks 
b. 1912 
Parks' artistic skills have spanned film direction and composition, as well as 
photography. He was part of the team of photographers working for the Farm 
Security Administration in the 1930s. During his career he received the 
National Medal for the Arts and saw his works exhibited broadly both nation
ally and internationally. 

Linda Patrick 
Patrick works and lives in Lyndhurst, Virginia, located in the Shenandoah 
Valley. Her detailed watercolors center on rural subjects that she hopes will 
remind viewers of "going home." 

Mark Power 
b. 1937 
Born in Washington D.C., Power studied at the Art Center School, Los 
Angeles and at American University. He frequently combines a series of pho
tographs of an individual or event with text. His photographs sometimes 
depict his family in a garden or a simple domestic setting. A professor of 
photography at the Corcoran School of Art, Power has exhibited his work 
widely. 



Richard Riley 
Born in England, Riley worked at Hampton and Tuskeegee Institutes ca. 
1897-1901. 

Martha McMillan Roberts 
b. 1919 - d. 1992 
Martha McMillan Roberts worked as a photographer for the Farm Security 
Administration during the Depression. Her works are included in collections 
of the New Orleans Museum of Art and the Howard Greenburg Gallery. 

Jacqueline Rochester 
Rochester studied painting at Casper College, the University of Arizona and 
the National Academy of Art. Her work reflects a gentle view of the world, 
and has been published by three different greeting card companies. Rochester 
often paints images of dogs and other animals playing with and being cared 
for by people. She also produces interior scenes that reflect a 19th Century 
romanticism. 

George Rodrigue 
From New Iberia, Louisiana, George Rodrigue studied at the Art Center 
College of Design, Los Angeles. Rodrigue is a self-styled "Cajun artist" who 
produces paintings, serigraphs and occasionally sculpture. His landscapes fea
ture the live oaks and blackwater rivers of Louisiana. His "Blue Dog Series" is 
based on the Cajun fable of the loup-gorou — or werewolf. 

Miguel Rodriguez 
Rodriguez was born and lives in Santa Fe. He began carving in the 1960s, 
carrying on the folk art tradition of Feliop Archuleta. His carved wooden ani
mals, which incorporate other materials including tin, leather, and glass, cap
ture the viewer's attention with their direct gazes and interesting expressions. 
His work is included in the collections of the Museum of American Folk Art 
in New York City and the Museum of International Folk Art in Santa Fe. 

Arthur Rothstein 
b. 1915 - d. 1985 
Rothstein was one of the most prolific photographers working for the Farm 
Security Administration during the New Deal. He recorded factual images 
while capturing the emotions of the Depression. Rothstein both attended and 
taught at Columbia University. His work has been exhibited at the 
Smithsonian Institution and at the Museum of Modern Art. 

John Russ 
b. 1933 
Originally from Columbus, Ohio, Russ began carving as a young man and 
does pen and ink watercoloring as well as carving. Though he took a few 
courses in Columbus, Russ is considered a self-taught artist. He has lived in 
Arkansas since 1963. 

Dana Salvo 
b. 1952 
In 1985, Salvo went to Mexico, intending to photograph the Mexican land
scape, but decided instead to collect images of ornate home altars in remote 
highland villages. Salvo's work documents the creativity and artistry of these 
altars that reflect the importance of religion in the lives of these devout 
Catholic villagers. More recently, Salvo has traveled to other areas of Mexico— 
Oaxaca, the Yucatan and Michoacan—to document home altars there as well. 

Ben Shahn 
b. 1898 -d. 1969 
Shahn is primarily known as a social realist painter. His career as a photogra
pher was rather short, largely spent working for the Farm Security 
Administration from 1935-1938. Shahn's works create a feeling of intimacy 
between the photographer and the subject. It was not until 1969, with an 
exhibit at the Fogg Art Museum at Harvard University that Shahn's photo
graphic works became as well known as his paintings and graphic work. 



Bernice Sims 
b. 1926 
Born in rural Alabama, Sims began making art after her retirement in 1975. 
Educated through art classes at Jefferson Davis Junior College in Alabama, 
Sims' works depict autobiographical scenes. Events such as farming, cotton 
picking, sugar cane processing, school life, and church activities are common 
in her brightly colored oil paintings. 

Anne Slaughter 
b. 1934 
Slaughter was born and educated in Brussels, Belgium. After receiving her 
degree at the University Libre de Bruxelles, she moved to the United States. 
She has lived and worked in Charlottesville, Virginia and continued to study 
at the University of Virginia and with David Freed at Virginia 
Commonwealth University. Some of her recent installations are strong social 
statements about violence and war. 

John Slaughter 
b. 1949 
Born in Baton Rouge, Slaughter now lives in Grand Coteau, Louisiana. He 
received a BA in Film from Northwestern University. A professional photog
rapher since 1971, Slaughter views his photographs as conveying a feeling 
rather than communicating a story. Many of his works are landscapes from 
Grand Coteau, showing few figures, but often suggesting the presence of man. 

Gladys Nelson Smith 
b. 1890 - d. 1980 
Smith was a graduate of the University of Kansas who also studied at the Art 
Students League in New York, the School of the Art Institute of Chicago and 
the Corcoran School of Art. From 1936-1941 she lived with her husband on a 
farm in Frederick County, Maryland. From 1941 until her death in 1980 she 
resided in Chevy Chase, Maryland. Smith's work shows the influence of one of 
her Corcoran instructors, Edmund Tarbell, and also reflects the tradition of 
the Washington Landscape School. 

Eugene Smith 
b. 1918 -d. 1978 
Trained at Notre Dame in Indiana, Smith worked as a photojournalist for 
several major publications including Life, Newsweek, The New York Times and 
many others. Smith's provocative front-line photographs of World War II 
brought him national attention. One of Smith's noteworthy achievements was 
a survey of the city of Pittsburgh. He taught at the School of Visual Arts in 
New York and at the University of Arizona. 

Andy Smith 
b. 1953 
A self-taught artist from Lititiz, Pennsylvania, Smith works in watercolor, cre
ating paintings that capture subjects that people often overlook. An interest 
in the effects of light and shadow is visible in his paintings. Very involved in 
his community, Smith participates in the Art Goes to School program where 
local school children are introduced to important artists and their works. 
Smith's works have been collected and exhibited primarily along the East 
Coast. 

Margaret Speer 
b. ca. 1941 
Born in Fort Smith, Arkansas, Margaret Speer's sculptures were included in 
the 1995 exhibition Arkansas Women Artists. Though she holds no formal 
art degree, she has studied art at several institutions. Speer works in several 
different media, and feels that versatility best describes her as an artist. Her 
work is also part of the collection of President and Mrs. Clinton as well 
numerous other private, corporate, and public collections. 

Jack Spencer 
Born in Kpsciusko, Mississippi, and educated at Louisiana Tech University, 
Spencer's photography has been exhibited nationally, mostly concentrated in 
Louisiana and Tennessee. His photographs are included in several major uni
versity, public, and private collections across the country. 



Mark Steinmetz 
b. ca. I960 
After receiving his M.F.A. in photography from Yale, Steinmetz has taught at 
Columbia College, Chicago; the University of Tennessee, and the University of 
Georgia. His photographs have been exhibited across the country, notably in 
individual shows at the Museum of Modern Art and the Museum of 
Contemporary Photography. A recipient of the Guggenheim Fellowship, 
Steinmitz's works are included in several major public and private collections. 

Marcel Stockmans 
b. 1936 
Born in Antwerp, Belgium, Stockmans was a victim of the Nazi occupation of 
his city. This early experience gave him a unique way of looking at the world 
around him. Upon moving to the United States, Stockman became intrigued 
with the entire black culture. Through his stylized technique, he transforms 
panel and paint into a picturesque world of cotton fields and cabins. 
Stockmans is considered on of the foremost primitive artists in the U.S. 

Bill Tait 
b. 1922 
A native of New Jersey, Bill Tait began his formal art training after leaving 
the Army in 1945. He attended the University of Miami in Florida and an 
associated artists' art school in the same city. Now a retired commercial artist, 
Tait still resides and produces art in Miami. 

Mose Tolliver 
b. 1919 
Born in a small Alabama community, Tolliver received little formal education. 
He began painting after a disabling accident in the 1960s. One of the Souths 
most successful Outsider artists, Tolliver has developed a distinct style, 
marked by bold lines and saturated colors depicting animals, human figures 
and abstract designs. 

William Tolliver 
A native of Mississippi, Tolliver began painting and drawing at a young age 
and is completely self-taught. He has drawn inspiration from his study of 
masters such as Van Gogh. Subjects for his paintings include African-
American genre and landscapes, and most are based on his memories of rural 
life. He now lives and works in Atlanta. 

Doris Ulmann 
b. 1884 -d. 1934 
Ulmann's photography during the 1920s and 1930s reveals a fascination with 
rural folklore, crafts and music. Between 1927 and 1934, Ulmann pho
tographed individuals of Appalachia. Just before her death, Ulmann collabo
rated with South Carolinian Julia Peterkin on Roll, Jordan, Roll, a collection of 
photography and verse documenting the Gullah culture of South Carolina. 
Her work was the subject of a retrospective at the Getty Museum in 1996. 

James Van der Zee 
b. 1886 - d. 1983 
Van der Zee was a self-taught African-American photographer, who was active 
between 1919 and 1929- He created a photographic archive of Harlem reflect
ing the height of the Harlem Renaissance. Van der Zee also worked as the 
official photographer for Marcus Garvey's back-to-Africa movement. His 
works have been exhibited in London, the Museum of Modern Art in San 
Francisco, and the International Center of Photography in New York. 

Todd Webb 
b. 1905 
Webb is most renowned for his series of photos depicting inner-city New 
York and for his recurring images of signs, cars, bridges, and doorways. He 
has photographed both within and outside the United States. Webb's works 
have been shown at the Metropolitan Museum of Art and the San Francisco 
Museum of Modern Art. 



Aaron Wedge 
b. 1933 - d. 1996 
A self-taught artist from Arkansas, there is little information on Wedge. 

Carrie Mae Weems 
b. 1953 
A contemporary African-American photographer, Weems was educated at the 
University of California at both the San Diego and Berkeley campuses. Her 
photographs of black culture depict issues of gender, class and race in 
America. Her works have been exhibited nationally at such museums as the 
Institute of Contemporary Art in Boston and the National Museum of 
Women in the Arts. 

Daniel Weiner 
b. 1919 - d. 1959 
Weiner built his reputation through a photojournalism career, doing some 
commercial work, and covering the Alabama bus boycott in 1956. While his 
photographs were inspired by the works of Dorothea Lange and Walker Evans, 
Weiner also studied painting at the Art Student's League and Pratt Institute. 
Unfortunately his career was cut short by a fatal plane crash in 1959 at the 
age of 39. 

Eudora Welty 
b. 1909 
Born in Mississippi and most well known as a Pulitzer Prize winning author 
('The Optimist's Daughter, 1972), Welty's photographic talents are now also rec
ognized. Her images of Mississippi during the Depression are graceful depic
tions of lives full of poverty and melancholy. A portfolio of eighteen images 
was published by the Mississippi Department of Archives and History in 
1992. 

Edward Weston 
b. 1886 - d. 1958 
A self-taught but highly skilled photographer, Weston captured the sensual 
surfaces of natural and man-made forms. With Ansel Adams and Imogen 
Cunningham he founded an influential association of contemporary photogra
phers that advanced photography as an art form. Weston's photographs of 
rocks, shells, vegetables, nude figures and landscapes reveal an abiding interest 
in formal abstraction, as well as a refined sensitivity to the effects of light. 

Willie White 
b. 1910 
Born in Mississippi, White acquired an interest in painting while observing 
artists in the French Quarter of New Orleans in the 1950s. His first subjects 
were neighborhood churches and crosses, later reaching into the realms of tele
vision, dreams, and his imagination. Since the early 1960s, he has worked 
almost exclusively with felt markers and white poster board. 

Ruth Williams 
b. 1932 
Williams was born in Townsville, near Henderson, North Carolina, where she 
resides today. She is self-taught and began doing art work at age 42 after her 
children left home. Williams goal is to paint "an era that's gone by and won't 
ever be again." Her work was recently shown at North Carolina Central 
University, and several pieces will be featured in Spike Lee's new film, "Love 
and Basketball." 

Donald Roller Wilson 
b. 1938 
Wilson is often considered an "outsider" by curators and describes himself as a 
self-taught artist, even though he received some instruction at Wichita State 
in Kansas. Born in Houston, he currently lives in Fayetteville, Arkansas. 



T. Fonville Winans 
b. 1911 
Winans was born in Missouri and was raised in Texas. He began shooting 
photographs after graduating from high school. His images of Grand Isle, in 
the Louisiana bayou country, appeared in publications such as The New York 
Times, The Los Angeles Times, and several books. During the 1930s, he pho
tographed the people of Louisiana as they suffered through the Depression. 
Since the 1940s Winans has pursued a career as a commercial photographer. 

Nancy Witt Blue Iris 1993 Oil on canvas 29-1/2" x 23-318" 

Shelly Wischhusen 
b. 1952 
Originally "from Knoxville, Tennessee, Wischhusen graduated from the 
University of Georgia and received her M.F.A. in painting from George 
Washington University. She has worked with the Phillips Collection in 
Washington D.C. for the past twenty-four years and is now chief preparator. 
Wischhusen's works have been exhibited both nationally and in Beijing, 
China, with the majority of her works being shown in Washington, D.C. 
Recently, Wischhusen studied with Susan Rothberg at the Santa Fe Institute 
of Fine Art. 

Nancy Witt 
Witt earned an M.FA. degree from Virginia Commonwealth University, and 
has developed a highly recognizable painting style based on that of Magritte 
and other European surrealists. Her works often address human relationships 
with nature. Witt has been given solo exhibitions at Cudahy's in Richmond 
and in New York, and has participated in group exhibitions at the Mint and 
Valentine Museums. 

Marion Post Wolcott 
b. 1910 - d. 1990 
Wolcott was sent to the South as a Farm Security Administration photogra
pher, concentrating on images of the poor and desperate during the 
Depression. These images have been exhibited at the Library of Congress and 
in numerous publications. In later years, Wolcott traveled internationally with 
her camera, capturing images across the globe. 



James Van der Zee 
Untitled, c. 1920s 

Photograph 
14-1/4" x 11-1/4" 



Publication Design Peyton Rowe 
eye2eye design 

Printing Quality Printing Company 
Orangeburg, South Carolina 

Specifications Text: Garamond, Cobb 
Cover Paper: Neenah Environment Series, Moonrock 
Inside Paper: Potlatch Mountie White 



—£>,*v 








