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Austin Briggs 
(American, 1908–1973)
Untitled [Highway Billboards with 
Cotton Pickers], 1965
Oil pastel and oil paint on board, 22 3/4 x 34 1/2"
Walt Reed Illustration Archive, Modern Graphic 
History Library, Washington University Libraries
Published in “The Fast-changing South,” written 
by George B. Leonard, Look, November 16, 1965

Cliff Condak 
(American, 1930–1985)
Untitled [Cincinnati Royals Locker 
Room before a Game], 1963
Graphite and watercolor on paper, 22 x 30"
Cliff Condak Collection, Modern Graphic His-
tory Library, Washington University Libraries
Detail published in “Big Men on the Move,” 
Sports Illustrated, October 28, 1963 

Cliff Condak 
(American, 1930–1985)
Untitled [Tom Hawkins Driving], 1963
Graphite and watercolor on paper, 21 3/4 x 28 3/8"
Cliff Condak Collection, Modern Graphic His-
tory Library, Washington University Libraries
Made (but unpublished) for “Big Men on the 
Move,” Sports Illustrated, October 28, 1963 

Bruce Davidson 
(American, b. 1933)
Arrest of a Demonstrator, from the 
series Time of Change, 1963 
Gelatin silver print, 8 x 11 15/16"
Mildred Lane Kemper Art Museum, 
Washington University in St. Louis
Gift of Jan and Ronald Greenberg, 2012

Bruce Davidson 
(American, b. 1933)
Los Angeles, 1964 
Gelatin silver print, 6 1/4 x 9 3/8"
Los Angeles, 1964 
Gelatin silver print, 16 x 19 7/8"
Mildred Lane Kemper Art Museum, 
Washington University in St. Louis
Gifts of Jan and Ronald Greenberg, 2012

Joe Deal 
(American, 1947–2010)
Colton, California, from the series  
The Fault Zone, 1978
Gelatin silver print, 11 1/4 x 11 1/4"
Mildred Lane Kemper Art Museum, 
Washington University in St. Louis
Gift of Betsy Sara Ruppa and the Estate of 
Joe Deal, 2012

Joe Deal 
(American, 1947–2010)
Near San Bernardino, from the series 
Carbon Canyon, 1981
Gelatin silver print, 9 x 9"
Long-term loan from Betsy Sara Ruppa and 
the Estate of Joe Deal to the Mildred Lane 
Kemper Art Museum, Washington University 
in St. Louis

Joel Meyerowitz 
(American, b. 1938)
San Francisco, 1964
JFK Airport, 1968
New Mexico, 1972
From the portfolio Early Years, printed c. 1999
Gelatin silver prints, 11 x 14" each
Mildred Lane Kemper Art Museum, 
Washington University in St. Louis
Gifts of Joanne and Douglas Milch, 2003

Robert Andrew Parker 
(American, b. 1927)
Six illustrations for “The Private 
Strategy of Bethlehem Steel,” 1962 
Magazine tear sheets, 13 x 10 1/2" each
Robert Andrew Parker Collection, Modern 
Graphic History Library, Washington 
University Libraries
Published in “The Private Strategy of 
Bethlehem Steel,” written by Gilbert Burck, 
Fortune, April 1962

Robert Andrew Parker 
(American, b. 1927)
Four illustrations for “The Negro’s New 
Economic Life,” 1956 
Magazine tear sheets, 13 x 10 1/2" each
Robert Andrew Parker Collection, Modern 
Graphic History Library, Washington 
University Libraries
Published in “The Negro’s New Economic 
Life,” written by Emmet John Hughes, 
Fortune, September 1956

Robert Rauschenberg 
(American, 1925–2008)
Choke, 1964
Oil and screen print on canvas, 60 x 48"
Mildred Lane Kemper Art Museum, 
Washington University in St. Louis
Gift of Mr. and Mrs. Richard K. Weil, 1972

Andy Warhol 
(American, 1928–1987)
Birmingham Race Riot, from the 
portfolio X + X (Ten Works by Ten 
Painters), 1964
Screen print, 219 / 500, 20 x 24"
Mildred Lane Kemper Art Museum, 
Washington University in St. Louis
University acquisition, 1970
Source photograph by Charles Moore, 
published in “Ominous Spectacle of 
Birmingham,” Life, May 17, 1963

Robert Weaver 
(American, 1924–1994)
Nine sketchbook drawings for “Spring 
Training: Fresh Starts and Old Hopes,” 
1962
Pencil on paper, 11 x 14" each 
Robert Weaver Collection, Modern Graphic 
History Library, Washington University 
Libraries
Paintings based on these drawings published 
in “Spring Training: Fresh Starts and Old 
Hopes,” Sports Illustrated, March 5, 1962

Robert Weaver 
(American, 1924–1994) 
Three illustrations for “Little Italy:  
The Italian Ghetto Observed,” 1968
Magazine tear sheets, 10 1/16 x 8 5/16" each
Robert Weaver Collection, Modern Graphic 
History Library, Washington University 
Libraries
Published in “Little Italy: The Italian Ghetto 
Observed,” written by Nicholas Pileggi, New 
York, August 12, 1968

Robert Weaver 
(American, 1924–1994)
Untitled [Men Playing Cards], 1968
Graphite on board, 14 3/8 x 14 7/8"
Robert Weaver Collection, Modern Graphic 
History Library, Washington University 
Libraries
Published in “Little Italy: The Italian Ghetto 
Observed,” written by Nicholas Pileggi, New 
York, August 12, 1968

Robert Weaver 
(American, 1924–1994)
Untitled [Two Men at a Table], 1968
Graphite on board, 14 1/4 x 14 7/8"
Robert Weaver Collection, Modern Graphic 
History Library, Washington University 
Libraries
Published in “Little Italy: The Italian Ghetto 
Observed,” written by Nicholas Pileggi, New 
York, August 12, 1968
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Ferment & Innovation

Tensions were building in the United States as the 
1950s drew to a close. Battle lines in the fight for 
civil rights were being drawn; Arkansas governor 
Orval Faubus had blocked the integration of Little 
Rock Central High School until President Eisenhower 
deployed federal troops to force the issue (1957). “The 
problem that has no name”—postwar women’s alien-
ation—would soon be articulated by Betty Friedan in 
The Feminine Mystique (1963). A new American youth 
culture had sprung up; rhythm and blues and rock ‘n 
roll had seized the airwaves, alarming parents already 
worried about the “juvenile delinquency crisis.” And 
attitudes toward sexuality were in flux, exposed by the 
Kinsey Reports (1948; 1953) and Hugh Hefner’s Playboy 
magazine (founded 1953). 

As attitudes shifted, new opportunities were 
taking shape in magazine publishing. Illustrators had 
played prominent roles in presenting “the news” during 
the late nineteenth and early twentieth centuries, 
but as the century unfolded photography completely 
supplanted drawing as the primary means of repre-
senting events. From the 1920s on, the most prominent 
illustrators of the day were illustrating not news but 

romantic short stories in mainstream magazines. 
Those polished, idealized images relied extensively on 
photography to stage elaborate narratives, redrawn 
and painted in gouache. 

Around the same time, however, a younger 
group of illustrators emerged to reinvigorate journal-
istic drawing in American publications. Led by Robert 
Weaver, they detested romance illustration, which they 
regarded as hopelessly artificial. Instead they worked in 
the field, typically foregoing reference photography and 
using the immediacy of on-site drawing and expression-
istic paint handling to report on real conditions. 

Photographic reportage remained dominant 
in magazines; the new journalistic drawing emerged as 
a complement to it. 

Weaver, Robert Andrew Parker, Cliff Condak, 
and veteran illustrator Austin Briggs, among others, 
worked on assignment for Sports Illustrated (SI), 
Esquire, Fortune, and Look. These magazines had 
begun to publish first-person nonfiction writing with 
a strong point of view, essays that relied on the tech-
niques of fiction writing—an approach that came to be 
called “New Journalism.” Influential art directors such 
as Richard Gangel at SI commissioned illustrated fea-
tures to reinforce the new editorial approach.

This Teaching Gallery exhibition—on view January 23 to April 5, 2015—is curated by D. B. Dowd, professor of 
communication design in the Sam Fox School of Design & Visual Arts, professor of American culture studies 
in Arts & Sciences, and faculty director of the Modern Graphic History Library, in conjunction with his course 
“Visual Journalism and Reportage Drawing,” offered in the Sam Fox School in spring 2015. Research assistance 
was provided by Sam Fox School student Eden Lewis (BFA ’15).



The break with, and hostility toward, pre-
vailing practices in magazine illustration is difficult 
to overstate. Gangel, for example, emphasized what 
he would not publish: “Anything deriving from that 
exhausted old tradition in which the artist, as a mere 
interpreter of somebody’s script, painted gorgeous, 
dreamy works for ladies’ love stories—each creampuff 
page setting art backward a baby step.”1

The Visual Essay

The magazines published visual essays, or suites of 
images by a single illustrator based on topical first-per-
son reporting. Cliff Condak’s “Big Men on the Move” for 
SI captured daily life in the NBA, featuring the 1963–64 
Cincinnati Royals and rising star Oscar Robertson; sub-
textually, it also showed an integrated locker room to a 
nation still adjusting to interracial intimacy at any level. 
Robert Weaver used a charcoal pencil and sketchbook, 
not a camera, to develop his spring training portfolio 
for SI—cannily documenting still-segregated Florida 
ballparks and the social order they represented. The 
Weaver baseball drawings shown here represent a 
fraction of the fifty sheets in his sketchbook, most 
with drawings front and back. Weaver developed a 
suite of paintings from these drawings for the illus-
trated feature “Spring Training: Fresh Starts and Old 
Hopes,” that ran in SI in 1962. A more direct transla-
tion from drawing to printed page is visible in Weaver’s 
work for Nicholas Pileggi’s feature on Little Italy in 
New York magazine. (New York, famously rebooted by 
editor Clay Felker and graphic designer Milton Glaser in 
1968, became a showcase for New Journalism as well 
as the primary—and later, nearly the only—venue for 
Weaver’s work.) The drawings were reproduced directly 
and enlivened through the use of spot-color printing. 

Austin Briggs’s landscape for Look betrays deep 
skepticism about the New South. Showy roadside bill-
boards dominate the frame; only slowly do we discern the 
diminutive cotton pickers along the horizon line. 

Finally, Robert Andrew Parker’s work for 
Fortune may be less suggestive of social commentary, 
but the abstract energy of his approach is unmis-
takable.2 Parker’s feature on the Bethlehem Steel 
Corporation delivers a sense of what hot furnaces and 
molten metal are like. These illustrators—especially 
Weaver and Parker—became closely associated with 
the visual essay. As a “Letter from the Publisher” in 

Sports Illustrated declared in 1964: “[We hold] that 
the artist-reporter can do as much as the word-man or 
the cameraman to capture the shine and movement of 
sport. He brings his private and opinionated eye to the 
event; when he does his job well he catches truth in a 
new way.”3

Photographers

“Cameramen” (and -women) did much to docu-
ment the era through photographic means. These 
artists—conventionally referred to as street photog-
raphers—worked both inside and outside the world 
of journalism. They sought to capture unexpected, 
unsentimental glimpses of everyday life. One of the 
founding documents of American street photography 
was Robert Frank’s seminal book The Americans, which 
was published in the United States in 1959.4 Frank’s 
work inspired the young Joel Meyerowitz, who began 
shooting black-and-white photographs in 1962 (later 
becoming a major proponent of color photography). 
Three photographs from Meyerowitz’s portfolio Early 
Years capture a street aesthetic, complete with mini-
mally documentary titles (e.g., San Francisco). New 
Mexico presents an ambiguous assembly of Hispanic 
and possibly American Indian men in blue jeans and 
cowboy hats, bracketed by architecture and signage. 
A painted advertisement for leather goods features an 
Indian wearing a loincloth who seems to interact with 
the figures. 

Bruce Davidson received a Guggenheim fel-
lowship in 1962, which he used to travel the country 
documenting the civil rights movement. Arrest of a 
Demonstrator, from his series Time of Change, suggests 
a news photograph, though the movie marquee behind 
the characters comments on the action ironically.5 
Davidson’s Los Angeles presents black bodybuilders on 
view for tourists from behind a chain-link fence—sug-
gesting the cultivation of exotic otherness as a social 
strategy. That photograph and another of the same title 
depicting a drive-in (the latter used on the cover of the 
Beastie Boys’s 1994 album Ill Communication) were 
both shot on assignment for Esquire for a feature on 
Los Angeles (which was never published).

In 1963 a local photographer named Charles 
Moore, previously of the Montgomery Advertiser, shot 
a series of photographs in Birmingham, Alabama, 
showing civil rights protestors under government 

assault from water cannons and dogs. Moore sold 
the photographs to Life magazine; the article in which 
they ran, titled “Ominous Spectacle of Birmingham,” 
sparked widespread outrage, and the images were 
credited with helping to turn the tide of public opinion 
in support of the Civil Rights Act of 1964. 

Moore’s famous photographs were appropri-
ated by Andy Warhol and used as source images for a 
series of paintings and prints in 1963–64, which them-
selves became famous. Warhol’s Birmingham Race Riot 
from that series burns out the middle grays, heighten-
ing contrast and flattening the emotional impact of 
the image. It also raises questions about authorship, 
as typically Charles Moore (who died in 2010) goes 
unmentioned. Such procedures were basic to Pop art, 
which used “anonymous” visual matter as raw mate-
rial. In Robert Rauschenberg’s Choke, for example, 
the artist uses nonfiction photographic vocabularies, 
screen-printed color, and hand-applied oils to create 
a painterly language. The stance is ironic; it offers a 
deadpan counterpoint to the earnest descriptions we 
associate with journalism. 

Joe Deal brought a wry, unblinking eye to his 
work photographing the American West. He eschewed 
romantic landscapes, zeroing in on the ways that people 
alter land they live on. Colton, California from the series 
The Fault Zone at first seems to be “about” the hillside 
outcropping in the center of the frame. But like Austin 
Briggs’s Southern billboards image, Deal’s photograph 
slowly reveals its punch line: the circle of concrete slabs 
in the distance, a subdivision-to-be. The humans are 
coming. (In Deal’s Near San Bernadino, from his series 
Carbon Canyon, they have already arrived.) 

                                                        

During these tumultuous years, reportage drawing and 
street photography offered a compellingly fresh look 
at events big and small. But the documentary moment 
passed. Postmodern readings of culture placed 
emphasis on rhetoric and “constructed” imagery. 
The magazine visual essay all but disappeared, lin-
gering into the mid-1970s on the pages of New York 
magazine, but the photo essay never really went away. 
And lately we have enjoyed a nonfiction boom, cour-
tesy of such radio shows as This American Life and 
Radiolab, and bestselling books and movies such as 
Seabiscuit. Meanwhile Harper’s Magazine has begun 

to publish illustrated reportage,6 and online outlets 
promise opportunity. Perhaps what some have called 
the “golden age of nonfiction” will have illustrated 
complements.7

D. B. Dowd
Professor of communication design, Sam Fox School 
Professor of American culture studies, Arts & Sciences 
Faculty director, Modern Graphic History Library

Notes

1. Richard Gangel, as quoted in “Letter from the 
Publisher,” Sports Illustrated, February 3, 1964. 
Gangel’s harsh judgment categorically values 
reportage over fiction illustration, and—implicitly—
male audiences over female ones. 

2. It should be noted that “The Negro’s New Economic 
Life,” one of Parker’s Fortune features shown here, 
makes use of an old-fashioned term then current;  
today’s more popular term African American empha-
sizes a cultural distinction  rather than a racial one.

3. “Letter from the Publisher,” Sports Illustrated, 
February 3, 1964. 

4. First issued by the Paris publishing house Robert 
Delpire in 1958, the book was published the following 
year in the US by Grove Press with an introduction by 
Jack Kerouac. American publishers had recoiled from 
Frank’s deromanticized view of life in the US; the 
success of the French edition made the project seem 
more viable here.

5. This series was later published as a book: Time 
of Change: Civil Rights Photographs, 1961–1965 (Los 
Angeles: St. Ann’s Press, 2010).

6. See, for example, Steve Mumford (illustrator), “A 
Kangaroo in Obama’s Court,” Harper’s Magazine, 
October 2013.

7. Stephen Marche, “Welcome to the Golden Age of 
Nonfiction,” Esquire, June 3, 2013.


