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Chapter 5: Race and the Rise of a Mass Visual Culture:
 The Case of David Hunter Strother’s Virginia Illustrated

	1
	The nineteenth-century transatlantic world saw an array of innovations in printing and imaging technology, a revolution in transportation, and an expansion of the literary and pictorial market that transformed the publishing industry as well as the nascent consumer culture of which it was a part. These changes resulted in images being produced and reproduced more rapidly, with more sophistication, and in unprecedented numbers. Over the course of the century, illustration went from an expensive ornament to a crucial component of print culture. As literary and art historians have discussed recently, printed images—particularly engraved illustrations—were instrumental to the development of a mass visual culture across the nineteenth century.[endnoteRef:1] In the US, illustrations were a staple of mass-produced religious, abolitionist, and educational publications from the 1820s forward. During the 1830s and 1840s, lavish steel-plate engravings propelled the enormous popular success of gift-books and literary annuals, while cheaper wood engravings fueled the demand for more widely circulating illustrated newspapers and magazines in the decades to come. Even though all these printed images were mass-produced, they were not yet produced for the masses in the sense that Richard Ohmann uses to date the origins of a modern American mass culture to 1885.[endnoteRef:2] Nonetheless, the technological, economic, and cultural components for the emergence of a mass visual culture in the US were well in place by the middle of the nineteenth century, even if this period was marked by a transition from regional to national markets.[endnoteRef:3]  [1:  See Patricia Anderson, The Printed Image and The Transformation of Popular Culture, 1790–1860 (1991); David Morgan, Protestants and Pictures: Religion, Visual Culture, and the Age of American Mass Production (1999); David Paul Nord, Faith in Reading: Religious Publishing and the Birth of Mass Media in America (2004); Laurel Brake and Marysa Demoor, editors, The Lure of Illustration in the Nineteenth Century: Picture and Press (2009); Michael Leja, “Fortified Images for the Masses,” Art Journal, vol. 70, no. 4, 2011, pp. 60–83; Lorraine Kooistra, Poetry, Pictures, And Popular Publishing: The Illustrated Gift Book and Victorian Visual Culture, 1855–1875 (2011); Leja, “News Pictures in the Early Years of Mass Visual Culture in New York: Lithographs and the Penny Press,” Getting the Picture: The Visual Culture of the News (2015), edited by Jason Hill and Vanessa Schwartz, pp. 146–54; and Martha Cutter, The Illustrated Slave: Empathy, Graphic Narrative, and the Visual Culture of the Transatlantic Abolition Movement, 1800–1852 (2017).]  [2:  See Richard Ohmann, Selling Culture: Magazines, Markets, and Class at the Turn of the Century (1996), pp. 11–30. ]  [3:  On the emergence of a mass culture in the US beginning in the 1820s, see Morgan and Nord. ] 

	While the rise of the illustrated magazine as an emergent mass visual cultural form in mid-nineteenth-century America cannot be attributed to any one individual, the author and illustrator David Hunter Strother (who published under the pseudonym Porte Crayon) certainly played a prominent role. As the first star of the new national illustrated press, Strother wrote 55 stories over the course of his career and drew more than 700 illustrations for Harper’s Monthly during the era when that periodical achieved “a higher circulation than any other monthly magazine in the world” (Payne 338). As the magazine’s highest paid contributor, Strother was “one of the most widely read and highly paid writers in the United States” (Eby, Old South xviii), and, as his biographer puts it, “ten [people] read his work for every one who had even heard of Hawthorne, Melville, or Whitman” (Eby, Porte xviii). With Harper’s Monthly having as many as a half million to a million readers each month by the mid-1850s, this statement does not seem that far from the truth.[endnoteRef:4] Strother’s literary sketches and wood-engraving illustrations of Virginia, North Carolina, and New England in Harper’s contributed to the formation of a national visual culture, and his media combinations may well have shaped the medium of the illustrated magazine itself. As one commentator reflected at the end of the nineteenth century, Strother’s impact was so profound that “[t]he popular magazines began to look as if Porte Crayon were illustrating all of them” (Calweldl 311). [4:  While print runs of Harper’s Monthly at this time averaged between 100,000 and 180,000 copies per month, contemporary sources cite much higher readership figures; see “Harper’s Monthly and The Maine Law,” The Jubilee Harbinger, 1 Jan. 1854, p. 32 and “Harper’s Monthly and Weekly,” Putnam’s Magazine, vol. 9, no. 51, Mar. 1857, p. 293–96.] 

	Artist, writer, soldier, and diplomat, Strother is one of the more fascinating figures in the nineteenth-century US. Descended from Virginia aristocracy and equipped with its social and ithe country and Europe, before settling into a career of writing and illustration in New York with the help of his friend John Gadsby Chapman. Incredibly, Strother produced illustrations for nearly all of the early forms of nineteenth-century mass visual culture that I listed above, including Sunday schoolbooks and work for the American Tract Society, the mass literary productions of Samuel G. Goodrich (better known as Peter Parley), and, of course, book and magazine illustrations for Harper’s and other publishers. When the Civil War broke out, he became that rarest of unicorns—a Southern Unionist— joining the Union army as a civilian topographer and serving in 10 campaigns before rising to the rank of brigadier general. Over the course of his life, Strother interacted with “personalities as different as Washington Irving and Walt Whitman, Winfield Scott and Ulysses S. Grant, Robert E. Lee and Abraham Lincoln” (Eby, Porte vii). Yet it was Strother’s work for Harper’s Monthly between 1853 and 1879 that made him so famous that a West Virginia mountain still bears his name (you can climb Mount Porte Crayon to this day).
	Despite the enormous popularity of his literary sketches and illustrations across the nineteenth century, Strother remains a surprisingly marginal figure in literary, art, and media history today. On the one hand, his time period and media—nineteenth-century literature and wood engraving—precede the optical media forms now dominating the field of media studies (such as photography, television, film, and the Internet). On the other, the intermediality of his cultural productions—which feature verbal and optical images—challenges the methods and boundaries that still distinguish the disciplines of literary studies and art history.[endnoteRef:5] There’s also the matter of his content: simultaneously too light for literature and too popular for fine art, Strother’s work is typically excluded from literary anthologies and remains peripheral to scholarly discussions of nineteenth-century art history. And there is good reason for this beyond his media complexity and waggish popularity. Strother’s paternalistic, apologetic stories of the antebellum South often feature a racism and sexism that, most would agree, is better left in the past.[endnoteRef:6] He is the drunken uncle of US cultural history; someone we all know, but whose off-color jokes leave us too embarrassed or too uncomfortable to address. So we mostly avoid him. Once mentioned in the same breath as Charles Dickens and referred to as “the Cruikshank of America” (“Virginia Illustrated” 2), Strother’s name is rarely spoken by literary and art historians today. [5:  On the various forms of intermediality in a literary context, see Irina Rajewsky, “Intermediality, Intertextuality, and Remediation: A Literary Perspective on Intermediality,” Intermédialitiés, no. 6, 2005, pp. 43–64.]  [6:  On Strother as an opportunistic apologist for slavery who trades in the “old plantation traditions” of “aunties,” “romping black children,” and “negro-minstrelsy,” see “Literature for the South: From the New York World,” Daily News and Herald, 13 Nov. 1866, n.p. ] 

	In turning away from Strother, however, we not only forego addressing the relationship between literature and media history, we also miss an opportunity to understand the relationship of race to that media history. Strother’s Virginia Illustrated, first published serially in Harper’s Monthly during the mid-1850s, provides a compelling case study through which to consider the role of race in the development of a US mass visual culture. As I will demonstrate, the wildly popular media combinations of literary sketch and wood engraving in Virginia Illustrated distributed racialized types for mass consumption and, more importantly, their image/text operations reproduced a racialized mode of looking—a particular distribution of the sensible—for the illustrated magazine’s multitude of readers. This mode of racialized viewing inscribes the surface of the black body within the visual field, even as it reveals the centrality of the image of blackness to the mass reproduction of the vantage point of whiteness. As the reception history of Virginia Illustrated makes clear, this mode of racialized looking was indispensable to Harper’s Monthly’s growth from a fledgling periodical initially designed to promote Harper’s reprinting of pirated British authors to becoming “the first literary monthly capable of sustaining an unprecedented national readership, even on a global scale” (Lilly 143). 
	While Virginia Illustrated’s tourist images of buildings (Figure 1) and geological features (Figure 2) often depict “a position of specular dominance” (Goddu 13) over the landscape of slavery—one consistent with the “vantage point of whiteness” (Berger 7) that critics have identified in other antebellum media—I also want to explore how the dynamics of that mode of racialized viewing unfold within Virginia Illustrated so as to register any ambivalences, disavowals, or interdependencies that might lurk within the construction of this visual field. “[H]ow might we,” as Nicole Fleetwood asks, “investigate the visible black body as a troubling presence to the very scopic regimes that define it as such?” (18). In this respect, my discussion of Virginia Illustrated is concerned both with how the mass medium of the illustrated magazine represents race and, more broadly, with how race structures the mass medium of the illustrated magazine. Indeed, Virginia Illustrated invites us to consider the extent to which this racialized mode of looking might continue to structure mass visual culture today. [endnoteRef:7]  [7:  On race’s relationship to modern media technology, see Gustavus Stadler, “Never Heard Such a Thing: Lynching and Phonographic Modernity,” Social Text, vol. 28 no. 1, 2010, pp. 87–105, and Brian Hochmann, Savage Preservation: The Ethnographic Origins of Modern Media Technology (2014).] 

	By raising these questions, I aim to address how Virginia Illustrated helps us “move the discussion of race and the visual beyond an assessment of representations,” as Shawn Michelle Smith recommends, so that we might consider how “looking produces racialized viewers, not simply racialized objects of view” (2). For Smith, “[m]any important studies of race have attended to questions of visibility, noting how racialized subjects are made simultaneously hypervisible and invisible. Most have understood race as the object of a gaze, rather than as a subjective status produced by the performance of a gaze (rather than a performance for a gaze)” (3). To shift the critical conversation from the object of a gaze to the performance of one may confer a more nuanced understanding of the relationship between race and visual culture within mid-nineteenth-century American print culture, while that shift also offers us an opportunity to redistribute the power of an image from its material capacity to transmit an objectified type (which is then recognized and passively consumed in the classic communications circuit) to its function within a larger system of visibility to which it belongs and from which the visible and invisible, the seers and the seen, are constituted. 
	To be clear, this is not a claim against the cumulative force of the history of racist images, but a claim for the recovery and promotion of our active spectatorship. By moving from the object of to the performance of a gaze, contemporary spectators are given the opportunity to engage in a mode of active looking. Here I follow Jacques Rancière’s understanding of viewing as “an action that confirms or transforms this distribution of positions” (13). While race is not made by visual means alone, “its inequities and indignities remain tightly bound to ways of seeing human difference and organizing the perceptual field” (Reinhardt). If we reposition the medium of race away from the materiality of its images to the practices of looking they contain and distribute, we may be in a better position—as scholars and as a community—to understand and perhaps transform the systems of visibility to which they belong.
	The force of the racism to be found in the pages of Virginia Illustrated, I am arguing, comes from the hypervisibility of its objectified racial types as well as from the distribution of the sensible and aesthetic pleasure that comes from viewing and legitimating those types, one that renders blackness visible and slavery invisible, on the one hand, and disavows the oppositional gaze inherent to its mode of racialized viewing on the other. Yet what is important about Strother’s racialized viewing—and what might be the reason why its power eludes us still—is that its visibility was not the product of optical verisimilitude despite the prevalence of an optical medium in its articulation. In what follows, I will discuss how the intricate media combinations of Virginia Illustrated—its conjunctions and disjunctions of verbal and optical imagery—not only reproduce the vantage points of whiteness and the stereotypes of blackness, but also how that racial mapping was at times as fragile as it was powerful, ambivalent as it was enduring. If race is, as W. J. T. Mitchell suggests, “something we see through . . . rather than something we look at” (12), then the media combinations of Virginia Illustrated provide us with an example of racialized viewing whose durability in mass visual culture belies the fragility and instability at its origin.
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	Harper’s Monthly first published Virginia Illustrated serially between 1854 and 1856. The five papers recount the adventures of Strother’s literary pseudonym, Porte Crayon, his three female cousins, and his black coachman—and presumably slave—Little Mice, as they tour the various towns, public landmarks, and natural wonders of Virginia. The sketches were heavily illustrated for the time—averaging more than an illustration a page—for a total of 111 wood engravings across the entire series. All of the engravings were based on drawings made by Strother himself. 
	Upon its publication, Virginia Illustrated was met with widespread acclaim in the print media, and it greatly enhanced the magazine’s reputation and readership at a critical moment in its development. After Virginia Illustrated appeared in the December 1854 issue of Harper’s Monthly, the Spirit of the Times predicted that Strother’s work “should insure the sale of a million of copies” (“New Publications” 511). Literary notice after literary notice—many of which were scarcely longer than a few sentences—still managed to find room to single out Virginia Illustrated as the main reason for the magazine’s success.[endnoteRef:8] The Daily Register, for instance, raved that the February 1855 issue was “the best number we remember ever to have seen” and that “Virginia Illustrated” made Harper’s Monthly “worth the price of the work” (Untitled 3). The enormous popularity of Virginia Illustrated led the publisher to reprint all five parts together as a bound imprint in 1857 and again in 1871. By the end of the 1850s, Strother’s pseudonym had become a household name in America. “Probably half the country have ere this seen the Porte Crayon Sketches in Harper’s Magazine,” Graham’s Illustrated Magazine observed, “or at least heard of them, and they will be regarded with all the greater favor, now that they have been fairly collected into a book” (278). Crayon’s fame would become so prevalent by midcentury that at least one illustrated monthly was accused of trying to capitalize on his celebrity by using his name in its title (Thompson 44). [8:  See “Harper’s Magazine,” Portland Transcript, 9 Dec. 1854, p. 278; Advertisement, Alexandria Gazette, 2 Dec. 1854, p. 2; Advertisement, Washington Sentinel, vol. 3, 30 Jan. 1854, p. 2; Notice, Bangor Daily Whig & Courier, 3 Feb. 1855, n.p.; Portage County Democrat, 7 Feb. 1855, p. 4; Boston Daily Advertiser, 1 Aug. 1855, n.p.; Frank Leslie’s Illustrated Newspaper, 26 July 1856, p. 99. ] 

	The timing of Strother’s success could not have been more opportune for Harper’s Monthly. Launched in 1850, the periodical had originally hoped to continue the publisher’s profitable practice of taking advantage of the lack of international copyright law by reprinting British authors without payment (Mott 383). More established monthlies (such as Graham’s), however, soon labelled Harper’s Monthly a “foreign magazine” that was “anti-American” in its feeling (Perkins 166). In response, the magazine developed a strategy “to Americanize its content and . . . distinguish itself with a quantity of woodcut illustrations considered lavish for the time” (O’Donnell 19). In 1854 Harper’s Monthly announced that its pages would soon “be made up of the great body of the American people, rather than those of any particular class or profession” (Advertisement, United States Journal [1854] 5). In fact, Virginia Illustrated was specifically published in order to accomplish this objective.[endnoteRef:9] Strother’s literary sketches and wood engravings were originally advertised as part of an ongoing series illustrating “American Scenery, Life, and Manners” as well as the “local peculiarities of every section of our country” (Advertisement, United States Journal [1855] 5). The publisher’s strategy of nationalizing its literary and, particularly, its pictorial content in an effort to broaden its audience from a genteel few to a larger segment of the US paid off.[endnoteRef:10] Between the time Strother’s work first appeared and the start of the Civil War, the magazine’s circulation nearly doubled, rising from around 100,000 to above 200,000, “an unprecedented circulation for a three-dollar magazine” (Mott 391). The readers of Harper’s Monthly “were, and are, to be counted, doubtless, by millions,” its rival Putnam’s conceded by 1857; “no periodical in the world was ever so popular or so profitable” (“Harper’s Monthly” 293). [9:  In several of their advertisements, Harper’s stated this explicitly: “the article ‘Virginia Illustrated,’ in the December number, will give an idea of the scope and design of this series” (Advertisement, The Independent, 28 Dec. 1854, p. 413). See also Christian Advocate & Journal, vol. 29, no. 49, 28 Dec. 1854, p. 207, and Daily National Intelligencer, vol. 13, no. 079, 29 Jan. 1855, n.p. ]  [10:  See O’Donnell, p. 19 and Eugene Exman, The House of Harper (1967), p. 12.] 

	While the readers of Harper’s Monthly undoubtedly enjoyed Strother’s urbane humor and local tourist information, its “chief value . . . is in its illustrations,” The Christian Review declared in 1857, and “we can testify—from our own observation—to their accuracy” (“Art” 632). Review after review praised Virginia Illustrated for “the wonderful accuracy of [its] illustrations” (Advertisement, Washington Sentinel 2).[endnoteRef:11] Out of the hundreds of advertisements, notices, and reviews published in US newspapers and periodicals between 1854 and 1859, three main points emerge with respect to the reception of Virginia Illustrated: (1) that its images were valued for their accuracy; (2) that the articulation of this accuracy was not media specific, that is, although the optical images of Virginia Illustrated (Strother’s wood engravings) were often cited as examples, its verbal images were also praised for their accuracy; and (3) that the accuracy of Virginia Illustrated’s images was based upon the extent to which they replicated an observer’s anterior sense of the world as much as they resembled any referent in it. The subtle but important point that I emphasize here is that the accuracy of Strother’s illustrations was grounded in how their image/text operations replicated a particular way of seeing. This particular distribution of the sensible was often articulated in the notices and reviews collectively as the testimony of “our observation.”  [11:  See, for example, Advertisement, Washington Sentinel, vol. 3, 30 Jan. 1854, p. 2; “Porte Crayon Rebuked,” Fayetteville Observer, 3 Aug. 1857, n.p.; and Review of Virginia Illustrated. Peterson’s Magazine, vol. 32, no. 9, 1 Sept. 1857, p. 220.] 

	These three points in the reception history of Virginia Illustrated suggest that the accuracy of the image in emergent mass media had less to do with optical, let alone photographic, resemblance (that is, a product of the technical properties of an optical medium) than it did with the equivalency of an image to what a reader may have already had in mind (that is, a recognition of the prevailing categories governing perception or “common sense” from which the world becomes sensible and thus visible in the first place).[endnoteRef:12] The inclusion of optical media (such as a wood engraving) did not generate this equivalency for readers as it might in a medium like photography today (where the reduction of this type of “accuracy” to the optical is assumed even in an era of digital manipulation). Instead, it supplemented, at least at this stage in media history, the verbal image in its work to create what Ron Burnett refers to as “a vantage point” from which an accurate picture of the world could then be seen. By “vantage point,” Burnett means something similar to the position or perspective from which you see, read, and understand an image. Yet, unlike a point of view, which positions spectators as passive viewers of what they see, a vantage point is the position from which you actively visualize the object or give meaning to it. For Burnett, a vantage point is “the rather tenuous relationship or perspective that is used to describe” the interactions between the material image and our visualization of it (32).  In slightly different terms, the reviews and notices demonstrate that the accuracy of Virginia Illustrated’s images resulted from human visualization, not a mechanical process—visualizations, as we are about to learn, were racialized. [endnoteRef:13]   [12:  On how an image “creates a certain sense of reality, a certain common sense. . . . whose visibility is supposed to be shareable by all,” see Rancière, p. 102. ]  [13:  On how whiteness “conditions the sight, beliefs, and actions of European-Americans, thus naturalizing their sense of entitlement,” see Berger (7).] 

	Registering this point most strongly is that the accuracy of Virginia Illustrated’s images was nowhere more evident for its nineteenth-century reviewers than in Strother’s pictures of African Americans. His “pencil,” wrote one journal in 1856, “has given us the finest sketches of negro character ever delineated by art” (“Characteristic Sketches” 206). Mississippi’s Bloomington News Letter found all “the illustrations to be “most excellent, especially the negro pictures” (qtd. in Advertisement, Harper’s Weekly 448). The Buffalo Democrat agreed, concluding that “nobody has ever drawn negroes as . . . Porte Crayon draws them” (qtd. in Advertisement, Harper’s Weekly 448). Strother’s images of black slaves were so important that they became part of Harper’s marketing strategy for Virginia Illustrated; indeed, the publisher repeatedly included these last two reviews in its advertisements for the 1857 imprint. Strother’s accuracy in representing African American slaves in Virginia Illustrated was surely unprecedented, and The Southern Literary Messenger considered it Porte Crayon’s “strong card,” even superior to photography: 
He depicts Uncle Tom, his wife and his family as no other artist has done before him, indeed the darkies of “Virginia Illustrated” are better than they would appear in photographs, since, by careful study of the African character as affected by American civilization, “Porte Crayon” has caught the beaming expression, the beau sourire of contentment and happiness which break over Cuffee’s countenance like sunlight over a thunder cloud or the halcyon ripple on the Black Sea. (160; my italics)[endnoteRef:14]  [14:  For additional reviews in which Strother’s illustrations of blacks were highlighted, see Harper’s Weekly, vol. 1, no. 28, 11 July 1857, p. 448; “Porte Crayon Rebuked,” Fayetteville Observer, 3 Aug. 1857, n.p.; Review of Virginia Illustrated, Peterson’s Magazine, vol. 32, no. 9, 1 Sept. 1857, p. 220; Harper’s New Monthly Magazine, vol. 17, no. 100, 1 Sept. 1858, p. 556; “My Uncle Flatback’s Plantation,” Southern Literary Messenger, vol. 35, no. 10, 1 Oct. 1863, p. 597.] 

That Strother’s illustrations were found to surpass photography in “catching” the African character suggests how their accuracy was not the result of an optical resemblance to an individual person, but rather the effect of confining an individual to a type that was then perceived to be “accurate” by a beholder.  In short, Strother’s illustrations of African American slaves were found to be accurate by readers, because their mapping of the surface of race verified the privileged position of white spectatorship from which such accuracy could be adjudicated in the first place.
	The representational accuracy of Virginia Illustrated—whether of African American faces or Virginian places—was acknowledged by many other nineteenth-century reviewers who often referred to it in terms of topography. Godey’s Lady’s Book, for example, applauded Strother for providing “a vast deal of topographic information not easily to be obtained in any other work” (“Literary Notices” 279). Yet Strother’s topographical eye is remarkable in that its accuracy was not understood as the product of optical verisimilitude, despite the prevalence of an optical medium in its articulation. Indeed, his literary sketches were considered superior to photography because of the image/text operation of his media combinations. As Littell’s Living Age explained, the “topographical information” found within Virginia Illustrated is
. . . very well brought before the eye, when representation will assist description, by a number of wood-cuts. They more especially exhibit the stout, muscular, well-looking Negro, in various employments, and suggestive in external appearance of anything but misery and slavery. The style is not without a touch of Washington Irving’s quiet humor, but in the direct topographical parts is somewhat literal. (“Virginia Illustrated: From the Spectator” 823)
The success of Virginia Illustrated’s images of African Americans, according to Littell’s, resulted from the way that Strother’s optical images assisted his words in making blackness visible and slavery invisible for its readers. That is, the image/text operation participated in reproducing a system of visibility which depicted a way to see as much as it did something to see. Moreover, Littell’s reference to Irving—whose pseudonym, Geoffrey Crayon, inspired Strother’s own—is significant because it demonstrates how the cultural capital of literature was invoked to justify a particular, in this case, privileged practice of racialized viewing. The difference between Irving and Strother, of course, is that the social capital of gentility embodied by Geoffrey Crayon in the former has been supplemented—and perhaps supplanted—by that of race embodied by the eye and hand of Porte Crayon in the latter. 
	Littell’s reference to Strother’s “well-looking Negro” also reproduces the logic of physiognomic distinction—individual and politically/socially inclusive for the faces of dominant groups, collective and politically/socially exclusive for the faces of subordinate groups—but in its mid-nineteenth-century racialized practice, the representation of race consists not simply in “the opposition between white and black or master and slave, but in whether a person’s face first identifies the essential features of his individual character or his collective identity” (Lukasik 230). Strother, however, aligns this asymmetry (individual with whiteness; typical with blackness) with a particular form of media practice in which the racialized individual is the one who speaks and sees from the vantage point of whiteness, whereas the racial type is the one who both enables and is a product of those media combinations, both the product of Crayon’s verbal and optical images and the basis for their articulation.
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	As the previous section demonstrated, Virginia Illustrated was praised throughout America for the accuracy of its images, especially those of African Americans, and that accuracy was frequently described in terms of mapping or topography. Strother’s particular distribution of the sensible in Virginia Illustrated—what his contemporaries referred to as his general representational “accuracy” and what I am calling his racial topography—reproduced the vantage point of the white male spectator of status (a position embodied by the sketch artist Porte Crayon himself) as he surveys Virginia’s places and faces. The pleasure that mid-nineteenth-century readers of Virginia Illustrated enjoyed, I propose, comes from their experience of this vantage point (whether or not they may have belonged to that identity position in actuality). Readers vicariously participate in Crayon’s performance of the white male gaze when they read his sketches and view his images of blackness. To be sure, such images objectified African American slaves, often rendering them indistinguishable from the Virginian scenery, but they also validated the position from which this equivalency could be established through a discourse of accuracy and supposed optical resemblance.  The verbal and optical images of Virginia Illustrated plot the contours of blackness onto the body of the African American slave (making blackness visible and intelligible) so that it might circulate and reproduce this vantage point of whiteness. As Fleetwood explains, “Blackness and black life become intelligible and valued, as well as consumable and disposable, through racial discourse. Blackness, in this sense, circulates. . . . between object and subject, between bodies, between looking and being looked upon” (6). Race is the medium, to use Mitchell’s phrasing, we see through, the medium through which the world appears “accurate” and “lifelike.” 
	Although Strother’s illustrations of African American slaves first appear distinct from the Virginia mountains they inhabit, both position the spectator at the vantage point of whiteness. The landscape illustrations of Virginia Illustrated typically feature commanding, expansive views of local public institutions, buildings, and geographical features. Landscape illustrations like “Rockbridge Alum” (Figure 3) and “View of Bridge, Upper Side” (Figure 2), and their accompanying verbal descriptions, for instance, reproduce what Berger and Teresa Goddu describe as the vantage point of whiteness. For Goddu, the panoramic perspective featured in antislavery visual culture consolidated white Northern power by providing “access to a position of specular dominance over the landscape of slavery as well as the body of the slave” (13). 
	The images of Virginia Illustrated encode this process of racialized seeing similarly, but they also distribute that vantage point unequally with respect to gender. This equation of the commanding view with the position of white male spectatorship in Virginia Illustrated is made explicit in the large three-quarter-page illustration “The Great Valley” (Figure 4). Here Porte Crayon stands triumphantly on top of a large egg-shaped rock, waving his hat above his head as if to amplify his height and emphasize his towering presence at the summit. Slightly below him, his three female cousins cower around him, two with their worried heads looking down at the ground rather than out toward the majestic view that Crayon is enjoying. Finally, at the bottom of the grouping sits their black slave, Little Mice, with his head bent down so that his facial features dissolve into blackness. 
	At first glance, “The Great Valley” represents a fairly familiar racial and gender hierarchy for nineteenth-century viewers to encounter.[endnoteRef:15] What interests me here, however, is not what is seen, but what isn’t seen. Here the visibility of the text becomes significant, because what surrounds them, the narrator informs us, “is a picture . . . of rolling plains and rich woodlands, watered by crystal streams, enriched with rare and curious gems wrought by the plastic hand of Nature” (Crayon, “Fourth” 159). Yet what spectators see in the optical image is not this “picture” but the viewing of it. “The Great Valley” is thus an image of looking and the operation of the image/text works to establish the value of such viewing and who can participate fully in it. Where the words that accompany the illustration emphasize the marvels of the view itself—making its rarity and value visible—the optical image does not exhibit this view.  Instead, it works with the text to restrict that view along gender and racial lines. Standing at the pinnacle, Porte Crayon is the only person depicted as enjoying this “picture.” While the others have their heads turned down out of “fear and trembling” or are exhausted from fatigue, Crayon assumes command of the view and its affect (169).  [15:  On the longstanding visual encoding of hierarchy and exclusion in which black people often figure as pillars of support, see Albert Boime, The Art of Exclusion: Representing Blacks in the Nineteenth Century (1990). ] 

	Yet, to be clear, it is not Crayon’s whiteness that enables the view, but rather the view enables his whiteness to be aligned with it and to acquire power in the same way that Little Mice’s blackness does not. For the media combination of word and image portrays the acquisition of this commanding view on the back of blackness. As the narrator puts it, 
Mr. Crayon gave the ladies a peremptory invitation to get up on the egg. It was accepted without much hesitation, although in fear and trembling. Mice, according to his own account, made “a lather” of himself, by means of which they were enabled to ascend with comparative ease and safety. (169) 
The textual play of “lather” and “ladder” conflates black labor with the easy attainment of the commanding view for readers even as it remains silent about Little Mice’s enslavement. Once more, the extension of the view to Crayon’s white female cousins (who are then represented as constitutionally unable to enjoy it) is shown to depend upon his invitation, their access to social capital (the familial network of cousins), and their mutual exploitation of enslaved black labor. 
	Like the Great Valley or the Natural Bridge, African Americans themselves are repeatedly depicted in Virginia Illustrated as if they were tourist destinations. I say African Americans—as opposed to slaves—because throughout Virginia Illustrated both image and text work to erase the visibility of slavery and install the visibility of blackness onto the bodies of African Americans. The sequence of optical images created by the wood engravings has the effect of representing blacks as yet another Virginia landmark. Their equivalency to the scenery, however, is less about the object to be represented (natural scenery on the one hand, a stereotype on the other) than the vantage point that each image helps to generate (in the sense of as seen from more than thing seen). The equivalency of stereotypical blackness and natural scenery in “The Great Valley” works within a system of visibility that empowers racialized viewing and renders slavery invisible and blackness visible. In each, the visual field lays out before the spectator as a surface to be mapped.
	The illustration “Uncle Peter” (Figure 5) most clearly exemplifies this process of equivalency of face and place so characteristic of Strother’s practice of racialized viewing. The tourist images of “South Peak, From the Spring” and “The Peaks of Otter—Distant View” (Figure 6) precede “Uncle Peter” and they situate him sequentially before the spectator as yet another feature within the horizon of the literary tourist’s gaze, one more image to be consumed by the readers of Harper’s Monthly. “Uncle Peter” exemplifies Strother’s racial topography, because he has no part in the narrative other than coming into our view, no purpose but to be seen. Readers first encounter Uncle Peter after Crayon’s carriage breaks down. Crayon sits along the highway until “an old negro hobbled by with a staff and cloak” (172). In sarcastic fashion, Crayon describes how he “obtained the important information that his name was ‘Uncle Peter,’ and nothing further” (172). Peter’s appearance—textually brief, but optically significant—is thus indistinguishable from the sight of mountain peaks and caves that Crayon and his readers take in along the way. Unlike the majority of illustrations in Virginia Illustrated—which are accompanied by and intersect in different ways with the text—the engraving “Uncle Peter” literally stands alone. With no text other than the identifying caption below him, he embodies the type or, perhaps precisely, the type captures him and, in a sense, disembodies him.  The absence of narrative function suggests that the illustration of “Uncle Peter” is there only to make blackness visible through him. Although he is an object for the gaze of consumption—at once tourist trap and “Uncle Tom” stereotype—he also provides the occasion, just as the Peaks of Otter did, to practice and enjoy this mode of racialized viewing. 
	The extent to which Strother’s racial topography conformed to prevailing racial stereotypes can be measured through the modifications made to the likely source for the “Uncle Peter” engraving. Although executed more than a decade earlier, the pencil sketch “Martinsburg, 1845” (Figure 7) bears a striking similarity to “Uncle Peter” in terms of pose, hair style, and clothing. The wood engraving, however, departs significantly from the pencil sketch with regard to the individual details of the face. As Strother’s sketch was transferred to the woodblock so that it might be mass reproduced in the pages of Harper’s Monthly, the individuality of the facial features captured in it dissolves into the black mask of “Uncle Peter.”[endnoteRef:16] [16:  Strother provides a somewhat unique case among nineteenth-century illustrators since he not only authored and illustrated most of his own work, but he drew those illustrations directly onto the woodblock (a process that saved Harper’s both time and money during the publication cycle). Since Strother transferred his own drawings directly onto the engraver's woodblock and since the published engravings are mirror images of Strother’s pencil sketches (at least of the ones that I have had the opportunity to compare), it is likely that the engravers simply worked from Strother’s own reversed images that he transferred drawing to block. While we cannot know for certain whether the dissolution of the individual facial features of black slaves into the mask of a racial type was the result of Strother’s designs on the woodblock or the technical limitations of wood engraving as a medium for the mass reproduction of his design, Strother would have likely known and approved the images for publication (as was common for designers to do at the time).] 

	The modifications of Strother’s original pencil sketches reveal the extent to which the magazine’s engravings diverge from his own personal record of optical resemblance and conform to the generic phenotypical features of a mass-reproducible racial type (Figure 8). In the case of “Uncle Peter,” the production of the racialized image for mass consumption literally results in the suppression of the contours of the individuality of both the observer and the observed. Strother’s own initial optical record of an African American slave is revised so that Uncle Peter’s blackness in the wood engraving could be viewed racially and consumed as a specimen of his race. The transformation of the life-drawing to the “lifelike” engraving reveals the extent to which the nameless black slave from a specific time and place (Martinsburg, 1845) becomes the “Uncle Peter” of any time or place, “a body disembodied by image, language, thought” and recast through image, shadow, stain (Marriott 3). 
	Just as illustrations such as “Rockbridge Alum” and “South Peak, From the Spring” were seen as specimens of Virginia scenery, “Uncle Peter” was viewed as characteristic of his race. Many other illustrations in Virginia Illustrated (like “The Wagoner,” “The Droves,” “Old Tom and Young Tom,” “The Virginia Housekeeper,” “The Student,” “Kindling the Fire,” and “The Wood-Pile”) reproduce this racialized mode of viewing in which black slaves are represented as racial specimens too. “The Cook” (Figure 9) and “A Conservative Philosopher” (Figure 10) perhaps demonstrate this practice most emphatically as they occupy nearly a full page each at the close of the fourth paper of Virginia Illustrated. The two illustrations work together with the text to model a perceptual practice in which slavery is erased and African Americans are seen as blacks first, individuals second. The image/text operation, in other words, reproduces an asymmetry with respect to race and individual identity. Neither the text nor the illustration “The Cook,” for instance, identify the depicted black woman by name. Crayon tells his female cousins, “I have just seen the cook: not merely a black woman that does the cooking, but one bearing a patent stamped by the broad seal of Nature; the type of a class” (Crayon, “Fourth” 176; my italics). 
	The function of the asymmetry between type and individual, however, rests in the production of the vantage point of whiteness. Readers listen to Crayon as he describes the type and then they see its embodiment in the following pages. This operation of image and text participates in a system of visibility in which what can be said and heard are the words of the white male and what can be seen is the body of the slave. The slave body serves as the site from which racialized viewing unfolds and upon which blackness circulates, enabling the performance of the white male gaze to be distributed to and enjoyed by a mass audience. The degree to which “The Cook” was experienced by readers of Harper’s Monthly in this manner can be measured by one reviewer’s words, from 1855: “We have the pleasure of presenting, from the same master hand, two interesting specimens of ‘old servants,’ resemblances of which are to be found about the mansion of every old Virginian family” (“Characteristic Sketches” 207; my italics). The “pleasure” that this reviewer experiences in viewing images from the “master hand” comes from the circulation of blackness as it constitutes the vantage point of whiteness from which they see and speak.  

4
	Although Strother’s media combinations often feature a vantage point of mastery and command, others reveal the ambivalence, disavowal, and instability lurking within the construction of this visual field. Two in particular, “Reception in Staunton” (Figure 11) and “The Literary Valet” (Figure 12), disclose how the visible black body, to return to Fleetwood’s formulation, marks “a troubling presence to the very scopic regimes that define it as such” (18). These two illustrations are particularly rich examples of Strother’s racial topography because they suggest how blackness resides “in the theatrical fantasy of the white imaginary that is then projected onto black bodies” (Johnson 8).  Nor is this fantasy “always consciously acted out; rather, it is also the inexpressible yet undeniable racial experience of black people.” Indeed, the media combinations of the two illustrations and their respective texts expose the violence and ambivalence that resides in the very act of racialized viewing itself, one that must resist the oppositional gaze in order to produce the vantage point of whiteness. 
	“Reception in Staunton” first appears in the second paper of Virginia Illustrated in the February 1855 number of Harper’s Monthly. The text describes how Porte Crayon and his female cousins are met with “a considerable amount of staring . . . especially among the colored population” upon their arrival in the town of Staunton (Crayon, “Second” 291). The illustration appears opposite these words and places the reader in the position of Crayon and his cousins as they arrive at the hotel. We, too, receive the stares of the three black figures depicted in the right hand column. Neither text nor image alone might accomplish this conflation of subject positions. While readers may serve as the objects of the stares of the black figures, we would not align that reception with Porte’s vantage point unless we have read the text running alongside it. What the media combination accomplishes in “Reception in Staunton” is the conflation of the reader/spectator with the vantage point of whiteness. Readers of Harper’s Monthly consume the image in terms of the objectified racial stereotype it reproduces and, at the same time, they experience the vantage point and enjoy the pleasures and privileges that come with such looking.  Yet that vantage point only becomes white when the text aligns the optical image of staring as being identical to the one Porte and his cousins receive from the locals in the text. This operation of image and text is important since it mitigates the force of what bell hooks and others call “the oppositional gaze” of the racialized subject.[endnoteRef:17]  [17:  On how the politics of slavery and racialized power relations worked to repress black peoples’ right to gaze and produced an overwhelming longing to look or an oppositional gaze, see hooks, p. 115–31. ] 

	As was the case in “The Great Valley,” the operation of image/text in “Reception in Staunton” also distributes that practice according to class and gender. As Crayon and his cousins enter the hotel—each of the girls “with a book in her hand”—they discuss the staring and the “impression” they made (291). The conversation is particularly informative, because it describes the self-consciousness of whites being “looked-at” by blacks. We quickly learn, however, that “[t]he idea of making an impression was not altogether ungrateful” for the group  since “they well knew that Staunton was renowned all over the State for its cultivated society” (291–92). “The idea of carrying books . . . is a good one; in connection with my sketching,” Crayon observes, “it gives a superior air to the party, suggestive of the literary tourist” (292). This passage strikes at the core of the racialized viewing in Virginia Illustrated. Crayon transforms the staring of the black figures into a confirmation of their social status upon their arrival (into a sign of aristocratic deference). The literature and sketchbooks they carry signify their cultural capital and legitimate their “superior air” and membership in “cultivated society.” Moreover, the text explicitly extends that cultural capital to the reader of Harper’s Monthly, who is also a “literary tourist” eager to win distinction by consuming the verbal and optical images reproduced within its pages. 
	Even as this media combination performs this work, Crayon qualifies such an extension along gender lines. Almost immediately after he reluctantly endorses this practice of “suggesting, rather than asserting one’s claims,” cousin Dora hopes that “no one will take [her] for a literary body,” which Cousin Dimple quickly confirms by saying “No one would ever suspect you for a moment” (292). Similar to the image/text operation in “The Great Valley,” these declarations have the effect of undermining the women’s full inclusion into the appearance which they make. Despite their racial and class privilege, their gender complicates this exchange of looks. The scene closes with Crayon ironically confessing that “I don’t think . . . that a person of ordinary knowledge would be apt to suspect any of us of being literary characters. But we must endeavor to keep up appearances, at any rate” (292). Strother’s irony, however, only applies to Crayon since, as the pseudonym for himself, he is the literary character par excellence. 
	Perhaps most striking about this episode is how the distinction of being a “literary tourist” can only be obtained through a refusal of the oppositional stares of blacks. The text suggests that the reception of Crayon and his cousins was met both by the stares of blacks—who are optically depicted in Strother’s illustration—and by those of the “loungers” (who are not “not seen” here but who are represented as white elsewhere in the series). Thus, the optical image situates the effects of their reception in ways that diminish any attempt at an oppositional gaze. Without the text, the optical image may very well exhibit such a “staring back,” even as Strother actually registers its force in the foreground figure whose stare directly confronts Crayon, the travelers, and us. The effect of the image/text operation is, then, to deny the force of that oppositional gaze.  Strother reproduces it in order to tame it. 
	The inherent ambivalence and instability of this mode of racialized looking can perhaps only be foreclosed for so long—and it finds its expression in the next illustration, “The Literary Valet” (Figure 12). As the only other optical image to accompany the episode in the narrative, “The Literary Valet” doubles back on the text to make sure that we, as consumers of Harper’s Monthly, all know that Crayon’s black coachman, Little Mice, cannot occupy this privileged position. The following morning the girls—“each with a magazine”—and Crayon, “with his sketch-book” in hand, are now occupying the other end of that gaze. No longer stared at, but staring, they suddenly see “an object that brought them to a halt” (292). That “object” is, of course, “that marplot scoundrel, Mice, dressed in his holiday suit, with a ruffled shirt of red calico, a June-bug breastpin, a brass-headed cane like the club of Hercules, and, to crown all, a number of Harper under his arm.” The image of the black coachman startles readers, as Strother’s illustration appears abruptly on the opposite column on the same page. Now, we too occupy the position of Porte Crayon and his particular racialized mode of looking. 
	Mice’s appearance at first disturbs Crayon. Had Mice been within reach, he recalls, “he would undoubtedly have caned him.” Instead, Crayon’s racial violence is arrested by “his perception.” “As it was,” the narrator recalls, “his perception of the ridiculous got the better of his wrath; and [after] venting his feelings in a jumbled paragraph . . . [he] hastened back to the hotel.” The inarticulateness of Crayon’s written response to the black man playing the part of the white man underscores the contradictions inherent to this practice of racialized viewing.[endnoteRef:18] Indeed, Mice’s inhabitation of the vantage point of whiteness disrupts the system of visibility in which the image/text operation aligns what can be said with whiteness and what can be seen with blackness.  [18:  On ambivalences and masquerade in antebellum culture, see Michael Chaney, Fugitive Vision: Slave Image and Black Identity in Antebellum Narrative (2008).] 

	The image/text operation in “The Literary Valet” returns us to the first entrance at Staunton, rehearsing its complicated exchanges of looks that Crayon and his female cousins received upon their arrival.  But the image/text does so primarily to exclude Little Mice from the status it otherwise confers on Crayon and his cousins. When the black male slave performs as “a literary tourist”—as Mice does here—the scene is met initially with violent impulses that are restrained only by Crayon’s “perception” of its absurdity. The operation of image/text excludes Mice from the privileges accorded to this mode of racialized looking, and it does so through the optical image of Crayon’s “perception.” As the illustration “The Literary Valet” makes clear, that perception depends upon another kind of violence: the application and recognition of the phenotypical features of race on Mice’s face. 
	Without the racial mapping of Mice’s face—or without the mask of blackness that dissolves his individualism into the image of his race—this illustration becomes an image of refined whiteness. With cane in one hand and a copy of Harper’s Monthly in the other, Little Mice performs whiteness. And for this reason, the illustration is startling—“halting” as Crayon describes it—because without his racialized face, Little Mice appears to be the double of us: just another refined reader of Harper’s Monthly. The image is arresting, even frightening for Crayon and his readers, because it lays bare the performance of refined whiteness and the unsettling—because ultimately acquired and thus unstable and impermanent—power of culture to make visible, assign, and reproduce the privileges accorded to white males of status such as Strother himself. The optical image is, in some ways, nothing less than Porte Crayon in blackface.[endnoteRef:19]   [19:  On the importance of minstrelsy and race more generally to the consolidation of class, see Alexander Saxton, The Rise and Fall of the White Republic: Class Politics and Mass Culture in Nineteenth-Century America (1990); David Roediger, The Wages of Whiteness: Race and the Making of the American Working Class (1991); Eric Lott, Love and Theft: Blackface Minstrelsy and the American Working Class (1993); and Paul Gilmore, The Genuine Article: Race, Mass Culture, and American Literary Manhood (2001).
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Figure 1. Porte Crayon [David Hunter Strother]. “Asylum for the Deaf and Dumb.” from “Virginia Illustrated. Second Paper.” Harper’s New Monthly Magazine 10 (Feb. 1855): 290.




Figure 2. Porte Crayon [David Hunter Strother]. “View of Bridge, Upper Side.” from “Virginia Illustrated. Third Paper.” Harper’s New Monthly Magazine 10 (Aug. 1855): 306.






Figure 3. Porte Crayon [David Hunter Strother]. “Rockbridge Alum.” Harper's New Monthly Magazine 11 (Aug1855): 301. 




Figure 4. Porte Crayon [David Hunter Strother]. “The Great Valley.” In “Virginia Illustrated. Fourth Paper.” Harper's New Monthly Magazine 12 (Jan. 1856): 158. 

Figure 5. Porte Crayon [David Hunter Strother]. “Uncle Peter.” In “Virginia Illustrated. Fourth Paper.” Harper's New Monthly Magazine 12 (Jan. 1856): 172.




Figure 6. Porte Crayon [David Hunter Strother]. [top] “South Peak, From the Spring.” [bottom] “South Peaks of Otter, Distant View.” In “Virginia Illustrated. Fourth Paper.” Harper's New Monthly Magazine 12 (Jan. 1856): 170. 

Figure 7. David Hunter Strother. “Martinsburg, 1845.” Pencil Sketch. 1845. Image courtesy of the Special Collections of West Virginia University. 




Figure 8. (image left) David Hunter Strother. “Martinsburg, 1845.” Pencil Sketch. 1845. Image courtesy of the Special Collections of West Virginia University. (image right) Porte Crayon [David Hunter Strother]. “Uncle Peter.” In “Virginia Illustrated. Fourth Paper.” Harper's New Monthly Magazine 12 (Jan. 1856): 172.



Figure 9. Image left: David Hunter Strother, “Berkeley Springs.” Pen and Ink Wash, Pencil Sketch. 1853. Image courtesy of the Special Collections Library at the University of West Virginia. Image right: Porte Crayon [David Hunter Strother]. “The Cook.” from “Virginia Illustrated. Fourth Paper.” Harper’s New Monthly Magazine 12 (Jan. 1856), 177.



Figure 10. Porte Crayon [David Hunter Strother]. “A Conservative Philosopher.” from “Virginia Illustrated. Fourth Paper.” Harper’s New Monthly Magazine 12 (Jan. 1856), 178.

Figure 11. Porte Crayon [David Hunter Strother]. “Reception in Staunton.” from “Virginia Illustrated. Second Paper.” Harper’s New Monthly Magazine 10 (Feb. 1855), 291.

Figure 12. Porte Crayon [David Hunter Strother]. “The Literary Valet.” from “Virginia Illustrated. Second Paper.” Harper’s New Monthly Magazine 10 (Feb. 1855), 292.




Figure 13. Porte Crayon [David Hunter Strother]. “Le Fantome Noir.” from “Virginia Illustrated. First Paper.” Harper’s New Monthly Magazine 10 (Dec. 1854): 17.
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5
	As the example of “The Literary Valet” suggests, the mastery and command associated with the vantage point of whiteness was neither as stable nor as permanent as the stereotype communicated by its optical image might suggest. The ambivalence and instability of Strother’s mapping of blackness onto the body of the African American slave can also be felt in the image/text operation accompanying the illustration “Le Fantome Noir” (Figure 13). “Le Fantome Noir” appears in the inaugural number of Virginia Illustrated as part of Crayon’s lengthy account of their tour of Virginia’s famous Weyer’s Cave. Weyer’s Cave was the primary focus of Virginia Illustrated’s first installment, appearing in 13 of its 22 illustrations. The commanding views of the cave’s interior created the type of literary tourism that would garner Strother fame and Harper’s Monthly dollars for years to come. 
	The equivalency of the slave body and scenery, face and place, is also operational here as “Le Fantome Noir” is positioned within a sequence of interior illustrations of the cave in the same manner that “Uncle Peter” is surrounded by distant views of the Peaks of Otter. Like “Uncle Peter” and the Virginian scenery, the sequence of illustrations (“The Cathedral,” “Le Fantome Noir,” and “Jacob’s Ladder”) positions the reader/spectator to command the view and, together, these images of Virginian places and black faces combine to establish the vantage point of whiteness. Yet, unlike “Uncle Peter,” who stands alone as if just another image of a tourist trap, another occasion to practice racialized viewing, the image of Little Mice in “Le Fantome Noir” is heavily mediated by the literary text. The image/text operation produced by the media combination of the wood engraving and its accompanying text reveals the ambivalence, instability, and implicit violence inherent to this practice of racialized viewing.  At the same time, it also lays bare the centrality of that image of blackness to the mass reproduction of the vantage point of whiteness. What “Le Fantome Noir” illustrates is the visibility of the image of blackness in the constitution and experience of that vantage point of whiteness. 
	When Little Mice makes his unexpected appearance within Weyer’s Cave—for Crayon, his female cousins, and their white guide all think he is waiting at the entrance above them—he is first met with the same silence that the caves themselves inspire. In fact, Little Mice is not seen at all. He can only be heard. His “half stifled grunts and groans” sound brutish and inhuman (Crayon, “First” 17). His inarticulate and faceless approach unnerves the group as they speculate who or what might be making the noise. “Possibly some animal that has taken refuge in the cave,” Porte says. “[P]erhaps a bear,” worries Dora. As the women cling fearfully to their cousin, Porte struggles to access his knife, eventually getting angry with them, yelling, “Don’t take hold of me.” Suddenly, in a panic, Porte realizes that “[t]he knife had been left behind,” and “[a]ll kept their eyes intently fixed on the mouth of the narrow passage.” As was the case in “The Literary Valet,” the absence of the vantage point of whiteness results in instability and the threat of violence. 
	When Little Mice finally enters the cave visibly, the text explicitly describes his appearance as the production of an optical image. Crayon and his cousins “kept their eyes intently fixed” on the opening as “a huge hand, holding a dim candle, protruded from the aperture.” With their eyes “fixed” on what the “aperture” will reveal, the initially unrecognizable and inhuman sound gradually becomes an image whose blackness serves as the ground from which the vantage point of whiteness will materialize. “They stood speechless,” the narrator remarks, “and aghast, staring at that awful superhuman hand. Soon, however, the phiz of Little Mice appeared to claim the property.” The face which claims “the property” is at once Little Mice’s physiognomy, or more precisely, his phenotypically racialized features, and the racist discourses which create the mask of blackness into which the body of the slave recedes (just as his image comes into focus through the aperture). 
	The unclaimed property, of course, is Little Mice’s faceless and masterless hand which had first appeared through the opening and initially terrified the travelers. “A hand without an owner has always been an object of terror,” the narrator recounts. The discourse of property and ownership accompanying the slave’s masterless hand stokes the fear of insurrection in the terrified minds of the white tourists. Indeed, Strother’s text encourages this reading as the women cling to a knifeless and impotent Porte Crayon awaiting the appearance of an “animal that has taken refuge.” 
	This moment is significant because it is one of the few times in Virginia Illustrated when the black slave body is at least temporarily experienced without the vantage point of whiteness. The presence of the black slave body encountered through something other than the medium of race disrupts the vantage of point of whiteness and generates a moment of terror—an image of a faceless and masterless hand—that leaves the group speechless. It confirms how blackness is “most often figured in the cultural imagination as a threat or rupture, a rupture so great it skews fundamental protocols of looking and spectatorial identification” (Barrett 238). Once the masterless hand is recognized as Little Mice and is accordingly perceived through the medium of race, the terror of slave insurrection recedes into the safety of a familiar image of a racialized type. It is striking that the moment in which the visibility of the slave body is most tangible in the form of a masterless hand is also the point when a mass-reproduced optical image emerges from “the aperture” to disembody him into blackness. 
	To measure the importance of the image/text operation of this media combination both to the production of the racialized viewer and the racialized type in “Le Fantome Noir,” consider that the optical image of blackness embodied by Little Mice is deferred until it is mediated by the text and enhanced by the careful placement of Strother’s engraving on the page. For it is precisely at this point in the narrative—when Crayon and his cousins “stood speechless and aghast, staring at that awful, superhuman hand. . . . ashen with terror”—that the engraving appears on the mass-reproduced pages of Harper’s Monthly staring at its readers face to face. The interrupting placement of the optical image, in other words, dissipates the terror that the literary text evokes. Strother’s racialized image constitutes the basis from which the vantage point of whiteness emerges just as it turns the terror of a masterless hand into nothing more than the joke of Mice’s face. 
	Little Mice serves here, as he does throughout Virginia Illustrated, as the outsized object of Crayon’s racist humor. Strother’s engraving focuses our attention on Little Mice’s open-mouthed face, upon which the exaggerated phenotypical features of blackness are inscribed, emphasizing his prodigious size, particularly his hands, and his disproportionately smaller head. Indeed, once Little Mice appears as this image, he is recognized as the stereotype and met with “the laughter which greeted his appearance” (Crayon, “First” 18). This laughter disavows the legitimate terror and speechlessness that Little Mice’s masterless hand otherwise solicits from the party, and a sense of dread that only recedes once his blackness becomes the ground from which the vantage point of whiteness can be asserted. As a result, the readers of Harper’s Monthly learn to dispel their fear of a blackness outside this system of visibility and the threat of racial violence it implies through their shared enjoyment of a mass-mediated image structured by racialized viewing. In the end, Crayon’s knife can be left behind, because it is unnecessary in a world in which the sensible is distributed along the axis of race. 

6
	I close by returning to the question of race’s relationship to the rise of a mass visual culture in the US that I raised at the outset. The media combinations found within and the reception history of Virginia Illustrated demonstrate the importance of racialized viewing to the early success of Harper’s Monthly at a critical moment in media history. To be sure, Virginia Illustrated circulated racist stereotypes to be mass consumed, but the image/text operations of Strother’s literary sketches and illustrations also extended the privileges and pleasures inherent in the performance of the white male gaze to the expanding readership of Harper’s Monthly despite the differences in region, gender, and class of that audience. 
	Hence, the case study of Virginia Illustrated may prompt us to think further about how race contributed to the formation of a mass visual culture in the US. To what extent was a mode of racialized viewing necessary for the illustrated magazine to coalesce what were then still largely regional markets for periodicals? Posing this question opens new avenues for understanding the structure of mass visual culture in America and the long history of racist images within it. The persistence of racism within modern American mass visual culture—as in Water Hoban’s Jerry On The Job (1913–1931) or  Floyd Gottfredson’s notoriously racist Mickey Mouse comics (Figure 14)—might then be understood as disclosing the centrality of the performance of the white male gaze and the images of blackness on which it depends to the structure of American mass visual culture itself. Might later forms of modern mass culture share the same system of visibility found operating in Virginia Illustrated? 
	The case study of Virginia Illustrated also reveals how the accuracy of a mass-mediated image as it emerged during the middle of the nineteenth century was the effect of its image/text operations more than the technical properties of an optical medium. As the reception history of Virginia Illustrated shows, the inclusion of optical media did not generate this accuracy for readers. Instead, it supplemented the verbal image at this stage in media history in its work to create a vantage point from which an accurate picture of the world could be seen. As a result, we may wish to reconsider the emphasis often placed on technical innovations in our accounts of the rise of optical media in the US and elsewhere. In doing so, we might then reverse our familiar understanding of the relationship between technology and culture—one in which technological innovations always drive cultural transformations—by showing how prior cultural practices facilitate the introduction and acceptance of new cultural technologies. In the case of Virginia Illustrated, we see how cultural attitudes about race both shaped the perceptions of the accuracy of the wood engravings reproduced in the pages of Harper’s Monthly and informed the magazine’s subsequent marketing practices, as well as the amount of space and resources the publishers devoted to them.
	Finally, the case study of Virginia Illustrated challenges us to revisit the oddly marginalized relationship of nineteenth-century illustration to literary, art, and media history. Even as it does so, the example of Strother’s endeavor should invite us to reconsider how we think about images and their relationship to texts, just as it also prompts us to reassess how we study nineteenth-century American literature in particular and nineteenth-century American print culture in general. “[I]mages,” as Joshua Brown reminds us, “are not the antithesis of print culture but an intrinsic part of its nineteenth-century practice” (5), and this is especially the case for nineteenth-century American literature, whose history and practice are so intimately tied to them.
	 This matter is all the more urgent given the ubiquity of the image in our digital culture today as well as the current debates within the field concerning the relationship between literary and media studies. “[T]he exclusion of literature from the disciplinary formation of media studies was a mistake,” John Guillory has argued, “damaging both to media studies and literary studies” (361). For Guillory, a renewal of the cultural disciplines depends upon how well we can account for “the relation between literature and later technical media without granting to literature the privilege of cultural seniority or to later media the palm of victorious successor” (361). As I hope the preceding pages have shown, the images of Virginia Illustrated—when discussed in their verbal and optical senses—give us the chance to do just this by situating nineteenth-century US literature into the wider media landscape of which it was undoubtedly a part.
NOTES
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rose before the sun. Not finding his shoes at | temper and full feeding had kept out the petty
the chamber-door, he went down stairs in his | wrinkles which indicate decrepitude. His broad
stockings to seck them, and in a hall between
the house and kitchen he found the boot-black.
“Uncle! I am looking for my shoes.”

inged with grizzled wool,
ignity to his countenance, his
‘e beamed with honesty, while his quiet, def-
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A QONBERVATIVE PHILOSOPOER.

erential manner inspired the respect it tend-
ered.

Torte Crayon’s shoes were finished and deliv-
ered, yet he still lingeved.

‘ Master,” quoth Billy, “when I was young
there was gentlemen then. They wore fa’ top-
hoots them days; to see a fa’ top-hoots was to
see a gentleman. Nowadays, sence these store
boots come in, under the new constitution, there
hain’t no distinctions; every thing is mixed up,
every thing w'ars boots now, and sich boots!
Look here, master,” cried Billy, thrusting his
fist into a boot-leg, and fixing his one eye upon

it with ineffable scorn—* What sort a thing is
that, master? Is that a boot? Yes, indeed,
that’s what they call a boot these times—Ke-
chuek, ke-chuck, ke-chuck! I’se afear’d to rub
’em hard, for fear to rub the sole off ’em.
Them’s like gentlemen nowadays !”

Porte Crayon recognized in his swarthy friend
a brother philosopher and high conservative, and
as he turned to depart a considerable gratuity
chinked in Billy’s hand.

“ Young master,” said the boot-black, rising.
and touching his forehead respectfully, “I'll be
bound your father wore fa’ top-boots, any hew.










image12.png
VIRGINIA ILLUSTRATED.

“Poor thing!” said Fanny. “I know how
he felt; T heard Jenny Lind once. Tt was not
envy, nor jealousy, nor self-depreciation ; but it
secmed as if those undefined longings of the
soul, those dreams of happiness and perfection
were for a moment about to be realized ; ﬂmu
the delusion passes away, and for a while after |
common life appears intolerable.”

“How eloquent she is!” muttered Crayon.
“There the genius of song got entirely the up-
per hand of the practical housekeeper.”

“Porte! get out with your nonsense. And,”
continned Minnie, “suppose that Porte, over-
come by his high-wrought feelings, had perished
in the cave, and become a great stalagmite, like,
like—who ?”

“Niobe, incrusted all over with carbonate of
soda—"

< Of lime,” interrupted Crayon.

“Or, like Lot’s wife, a pillar of chloride of
something or other—a pillar of salt,” said Dora.

“True enough; so it was. There goes the
chemisiry!” eried Crayon. “The laboratory will
be blown up direct]

“And as Porte tells us,” cried Minnie, ¢ the
stalagmite would grow,
til it reached the roof of the cave, and resemble
a tower, which the proprietor, with his usual
aptitude in naming, would undoubtedly call the
Tower of Genius ; and which would be admired
and wondered at through all time.”

“And if such & thing had happened,” qlmlh
Crayon o, dear cous n would b

the tip uf)o\u tongue, whish, Tike the i

firmly believe, is destined to be everlasting.
And, by the grace of fortune! there’s Staunton.”

«Where? Letussee!” eried they all at once.

The approach to the town of Staumton, by the
road from Weyer's Cave, is quite imposing, es-
pecially if the view and its surroundings hap-
pen to be lighted by a brilliant autumn sunset, as
in this instance.  On the right, the Asylum for
the Deaf and Dumb stands out in bold relief
from its background of rich foliage, its Doric
portico Deing one of the best specimens of ar-
chitecture to be seen in Virginia. On the left
are the extensive aud commodious buildings for
the Insane; and on the surrounding hills are
a number of pretty edific ademies, semin-
aries, and private residences — exhibiting far
more architectural taste than is usually found in
the smaller Virginia towns.

As the aathorities had not been informed of
the approach of our traveler:
lic demonstration on their entrance into the
town. But, in recompense, there was a con-
siderable amount of staring on private account,
espccia]ly among the colored population. And

they flattered themselves, as they descended from
their ca at the door of the principal hotel
—Crayon in his hunting costume, and each of
the girls with a book in her hand—that there
was an unusual commotion among the loungers.
The idea of making an impression was not alto-
gether ungrateful to our friends, as they well

d grow, and grow, mn- |

there was no pub-
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RECEPTION IN STAUNTON.
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knew that Staunton was renowned all over the
State for its cultivated society.

“Hark ye, girls!” said Porte Crayon, making
an emphatic gesture with his finger, “no doll
babies here.”

“Certainly not,” replied they in chorus.

“The idea of carrying the books,” pursued
le, “is a good one; in connection with my
sketching, it gives a superior air to the party,
sugzestive of the literary tourist, or something
of that sort. While I don’t admire pretension
in any thing, there is a certain modest, yet dig-
nified manner of suggesting, rather than assert-
ing one’s claims, that goes far among strangers.”

At this discourse Dora appeared really alarm-
ed. “Mercy onus! I hopeno one will take me
for a literary body. I'm confused at the bare
idea. I shan’t know what to say; I shall be
afraid to open my mouth.”

“Bless your innocent eyes, Cousin Dimple,
don’t be alarmed. No one would ever suspect
you for a moment. But prattle away in your
usual amiable and artless manner, and, believe
me, you will be none the less admired.” ‘

Here Crayon scrutinized his wards, and then
cast an oblique glance at his own figure in the par-
lor glass. “Idon’tthink,”said he, “thata person
of ordinary knowledge of the world would be apt
to suspect any of us of being literary characters.
But we must endeavor to keep up appearances,
at any rate.”

On the following morning an untoward event
occurred, which gave great vexation to our
friends, and showed that, however plausible Mr.
Crayon’s observations might appear, yet upon
the whole, those are least liable to mortification
or misconstruction who live and travel without
any pretension whatsoever.

On sallying forth after breakfast to sce the
town, the girls in full costume, each with a mag-
azine, and Porte Crayon with his sketch-book,
they marched up street in high good-humor. On
turning into the principal street, they saw an ob-
Jject that brought them to a halt. This was no
other than that marplot scoundrel, Mice, dress-
ed in his holiday suit, with a ruffled shirt of red
calico, a June-bug breastpin, a brass-headed cane
like the club of Hercules, and, to crown all, a
number of Harper under his arm.  As he swag-
gered along at a leisurely pace, his face beam-
ing with exalted complacency, he was an object
of general attention. Occasionally he paused to
address a condescending question to some “ com-

THE LITERARY VALET.

sympathies.” On this occasion, had his coach-
man been within reach, he would undoubtedly
have caned him. As it was, his perception of
the ridiculous got the better of his wrath; and
venting his feelings in a jumbled paragraph
(which he afterward told the girls was a quota-
tion from Furius Bibaculus, the Roman satirist),
he turned ahout and hastened back to the hotel.
“Waiter,” said Mr. Crayon, “go into the next
street, and when you see a big, foolish-looking
negro, parading about with a book under his arm,
tell him to come down and get out my carriage,
as we wish to take a drive.”
“Yes, Sir,” replied the grinning waiter.

S,
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VIRGINIA ILLUSTRATED.
ADVENTURES OF PORTE CRAYON AND HIS COTSINS.
Pourth Paper.

*Perlege Mewonio cantatas carmine rana

Bt frontem nugis solyere disce meis."— MARTIAL.
HERE is perhaps no fairer land beneath the
sun than that section of Virginia called the
eat Valley. Bounded by the North Mount-
ain on the northwest, and the Blue Ridge on the
southeast, it extends across the State from the
Lotomac to the southern line, nearly two hun-
dred and fifty miles in length, and va
twenty to forty in breadth.

g from | phere, 1
Through its north- | the good things that make it a desirable resi-

ern portion the Shenandoah pursues its regular
and orderly course along the base of the Ridge,
while, farther south, the upper James, the Staun-
ton, and New rivers wind in tortuous channels
across the Valley, eutting sheer through the
mountain barriers east and west, and flowing in
opposite directions toward their respective re-
ceivers. Leaving to the geographer and polit-
ical cconomist the task of seiting forth the
agricultural and mincral resources of this hap-
Py region, its healthful and invigorating atmos-

its abundance even to superfuity in all
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teamster to assist him in trans-
porting the wreck.

Porte mustered his company
and started forthwith.

For a short time they got along
very well; but the sun shone hot,
the road was dusty, and before
they had accomplished a mile
the girls began to complain of
exhaustion. In fact, they had
scarcely recovered from the fa-
tigue of the previous day.

They sat down upon a bank
beside the highway to wait until
some vehicle should come in
sight, but during the next half
hour they saw no living thing.
At length an old negro hobbled
by with a staff and cloak, whose
very gait seemed to mock their
patience. By advancing a dime,
Mr. Crayon obtained the import-
ant information that his name
was “Uncle Peter,” and nothing
further.

Disheartened by these appear-
ances, Crayon encouraged his
wards to make another effort,
holding forth vague promises of
relief in some form or other that
he could not exactly particular-
ize himself. Once their hopes
were excited by the appearance
of a vehicle in the distance, but
on a nearer approach the ladies
determined not to take advantage of ¢the oppor-
tunity offered, because the animals did not
match.

Porte Crayon's inquiries at two or three farm-
houses were likewise unsuccessful. There seem-
ed to be no chance for any other mode of convey-
ance than that which they had rightfully inherit-
ed from Adam and Eve. What a pity that a mode
so healthful, independent, graceful, and beauti-
fying, should have fallen into such general dis-

UNCLE PETER.

repute! With clouded countenances they ac-
complished another mile, when the cousins de-
clared they were about to faint, and Fanny said,
decidedly, that she would not walk another
step.

It is universally conceded that romancers and
historians are privileged to draw their charac-
ters entirely from fancy, and may so arrange
incidents as to exhibit their heroes and hero-
ines as models of perfection. Unfortunately the
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BOUTII PEAK, FROM THE ETRING.

gathering over the twin peaks, that stood like
giant sentinels at the gates of the mountain
land.

“ Au revoir, Messieurs I” and with this implied
consolation he turned away. “A traveler’s
business is with the present, not the past. Our
sketching henceforward will be more of life and
character than of inanimate nature. Even while
I speak, behold a victim!” «

Liberty, the county town of Bedford, is a
pleasant, and to all appearance a thriving little
town. The travelers passed the night at a very

THE PEAKS OF QT

comfortable hotel kept by Leftwitch, and were
introduced to the daughter of their host, a
bright-eyed maiden of thirteen years, who had
lately performed the feat of riding to the top of
the South Peak on horseback.

“Of the next day’s journey from Liberty to
Lynchburg,” Mr. Crayon jocosely remarks, “we
will have more to say than we could have wish-
ed.” The weather was delightful. An Indian-
summer haze threw a softening vail over the
landscape, and the Peaks, still in full view,
loomed up grandly against the western sky.

~—DISTANT VIEW.
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repute! With clouded countenances they ac-
complished another mile, when the cousins de-
clared they were about to faint, and Fanny said,
decidedly, that she would not walk another
step.

Tt is universally conceded that romancers and
historians are privileged to draw their charac-
ters entirely from fancy, and may so arrange
incidents as to exhibit their heroes and hero-
ines as models of perfection. Unfortunately the
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