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THINK / PUZZLE / EXPLORE	  

What  are  some  thoughts  you  have  about  this  image  now  that  
you  didn’t  have  when  you  first  looked  at  the  pict:re?    

 





Harlem  [2]  

By  Langston  Hughes  

  

What  happens  to  a  dream  defer@ed?    

    

            Does  it  dr'  up    

            like  a  raisin  in  the  sun?    

            Or  fester  like  a  sore—    

            And  then  rGn?    

            Does  it  stink  like  roHen  meat?    

            Or  crGst  and  sugar  over—    

            like  a  sy@Gpy  sweet?    

    

            Maybe  it  just  sags    

            like  a  heavy  load.    

    

            Or  does  it  ex>lode?  



We  the  People  
the  so  called  MTV  generation  
is  locked  in  a  box  
by  the  constant  bar@age  of  should  and  ought  
by  the  under&ow  of  popularit'  
of  conforQit'  of  densit'  and  intensit'  
by  the  need  to  choose  whether  
to  exRose  the  Achilles  heel  that  is  your  realit'  
or  to  wear  boots  
by  the  blur  of  the  line  betSeen  want  and  need  
by  the  ease  of  staring  at  what  they  say  you  should  be  
what  you  don’t  want  to  be  
by  the  mass  generalization  
the  labels  that  societ'  embroiders  on  your  sweaters  
by  the  box  you  have  to  fit  into  
the  box  that  becomes  your  realit'  
which  is  a  t@agedy,  really  
he  says  as  he  flips  on  the  TV  
  
  
~  Alexis  Kellner  Becker  



Routines  &  Primar'  Source  Documents  

Ar9cle	  15	  
	  
Sec9on	  1.	  The	  right	  of	  ci9zens	  of	  the	  United	  States	  to	  vote	  shall	  not	  be	  denied	  or	  abridged	  by	  
the	  United	  Sates	  or	  by	  any	  State	  on	  account	  of	  race,	  color,	  or	  previous	  condi9on	  of	  servitude.	  	  
	  
Sec9on	  2.	  The	  Congress	  shall	  have	  power	  to	  enforce	  this	  ar9cle	  by	  appropriate	  legisla9on.	  
	  
	  







Reflection  
  

I used to think,…now I think… 
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On August 7, 1965, President Lyndon Johnson signed the
Voting Rights Act, one of the most important pieces of legisla-
tion in America since the era of Reconstruction. It signaled the
victory of a battle that was fought five months earlier in Dallas
County, Alabama. On March 25, twenty-five thousand partici-
pants — the largest civil rights gathering the South had yet
seen — converged on the state capital of Montgomery, con-
cluding a four-day march for voting rights that began in Selma,
fifty-four miles away.

James Karales, a photographer for the popular biweekly maga-
zine Look, was sent to illustrate an article covering the march.
Titled “Turning Point for the Church,” the piece focused on
the involvement of the clergy in the civil rights movement —
specifically, the events in Selma that followed the murder of a
white minister from the North who had gone down to support
voting rights for blacks. Karales’s photograph of this event cap-
tured the spirit and determination of civil rights workers during
those tense and dangerous times. 

As in Emanuel Leutze’s Washington Crossing the Delaware
(see 4-A), the participants face human and natural obstacles
that stand in the way of heroic action. Karales positioned his
camera so that we look up at the train of marchers, who
appear to climb some unseen path toward the low, threaten-
ing sky as they move resolutely from right to left. As though
in defiance of the oncoming storm, four figures at the front of
the group march in unison and set a brisk, military pace. In
the center of the photograph, the American flag, a symbol of
individual freedom and Constitutional rights, is carried by

invisible hands beneath a heavy, black thundercloud that
appears ready to break. 

In the week before Karales took this iconic picture, two unsuc-
cessful attempts to march on the capital had already been
made. On Sunday, March 5, the first activists, recorded by tele-
vision cameras and still photographers, crossed the Edmund
Pettus Bridge out of Selma. Horrified viewers watched as
unarmed marchers, including women and children, were
assaulted by Alabama state troopers using tear gas, clubs,
and whips. The group turned back battered but undefeated.
“Bloody Sunday,” as it became known, only strengthened the
movement and increased public support. Ordinary citizens, as
well as priests, ministers, nuns, and rabbis who had been called
to Selma by Dr. Martin Luther King Jr., flocked to join its ranks.
The second attempt — “Turnaround Tuesday” — which Karales
had been sent down to cover, was halted at the bridge by Dr.
King before anyone was injured. Finally, six days later, the last
march began after President Johnson mobilized the National
Guard and delivered his voting rights legislation to Congress. 

At first, Karales’s photograph did not receive much exposure or
recognition. He was a quiet man who let his work speak for
itself. Born in 1930 to Greek-immigrant parents in Canton,
Ohio, Karales trained as a photojournalist at Ohio University
and then apprenticed with legendary photographer W. Eugene
Smith. He worked for Look magazine from 1960 until the mag-
azine folded in the early 1970s, and covered significant events
of that turbulent decade such as the Vietnam War, the work of
Dr. King, and the civil rights movement. Of all his photographs,
it was those of this last group for which he became known, and
his image of the Selma march has become an icon of the civil
rights movement. It caught the attention of a broad audience
when it appeared in the 1987 award-winning documentary
series, Eyes on the Prize, which chronicled the history of the
movement and acknowledged the role played by the news
media in getting the story to the American public.

Karales’s Selma-to-Montgomery March for Voting Rights in1965
reveals the strength of conviction demonstrated by hundreds
of Americans seeking basic human rights. Transcending its pri-
mary function as a record of the event, it tells the story of the
desire for freedom that is the shared heritage of all Americans.
It is also a testament to Karales’s ability to capture a timeless
image from a fleeting moment — one that still haunts the
American conscience.

JAMES KARALES [1930 –2002]

Selma-to-Montgomery March for Voting Rights in 1965, 1965

19-B James Karales (1930–2002), Selma-to-Montgomery March for Voting
Rights in 1965, 1965. Photographic print. Located in the James Karales
Collection, Rare Book, Manuscript, and Special Collections Library, Duke
University. Photograph © Estate of James Karales.
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The County Election pictures the American democratic system in
progress. The story takes place in a small Midwestern town in
the mid-nineteenth century, when the rituals of voting were still
taking shape, particularly on the frontier. George Caleb Bingham,
known as “the Missouri artist” for the state where he lived and
worked, recognized the responsibilities as well as the rights of
citizenship; and because he played an active part in Missouri
politics, he gained a personal perspective on the contemporary
electoral process. In The County Election, Bingham presents a
raucous voting party as an enactment of democracy, bringing
together a variety of residents in a rural community to make
decisions for the common good.

In this crowded composition, Bingham suggests the inclusive-
ness of a democracy with representatives of every age and
social stratum — except, of course, African Americans, who
would not enjoy the right to vote until after the Civil War, and
women, whose right to participate would not be recognized for
another seventy years. The painting reveals other irregularities
in the electoral system that would not be tolerated today.
Because there was no system of voter registration, the man in
red at the top of the courthouse steps swears on the Bible that
he hasn’t already cast a vote. Because there was no secret (or
even paper) ballot, a voter calls out his choice to the election
clerks behind the judge, who openly record it in a ledger.
Because there were no restrictions on electioneering, the well-
dressed gentleman behind the voter — evidently one of the
candidates — is free to hand his card to citizens just before they
cast their vote. Yet none of this appears to dull the spirit of the
voting process. 

The lack of a single dramatic focus in The County Election is an
expression of the democratic ideal: all men appear as equals,
with no one vote worth more than another. Several members
of the electorate engage in serious discussion, perhaps debating
the candidates’ qualifications. Another group clusters around a
newspaper, a potent tool of democracy. Nevertheless, Bingham
seems to question the integrity of an election conducted so
casually. In the left foreground, a portly man already sprawled
in his chair accepts more hard cider from an African American
precinct worker, presumably in exchange for a vote. Behind
him, a well-to-do gentleman literally drags a slumping body to
the polls as he casts a meaningful glance toward the candidate 
in blue. A figure beside the courthouse steps (directly below the
man giving an oath) tosses a coin, as though the winner of this
contest might as well be determined by luck (or money) as by
an orderly election; and in the foreground, the actions of two
boys, absorbed in a childhood pastime in which a knife thrown
into the ground determines the winner, suggest that the political
process is little more than a game of chance. More ominously,
a tattered figure in the front right corner hangs his bandaged
head, perhaps to imply that for all the apparent good will of
the crowd, violence lies just beneath the surface. 

Besides commenting on American electioneering in general,
The County Election records a particular political event. As
many of Bingham’s contemporaries would have known, the
painting depicts Election Day 1850 in Saline County, Missouri,
when the artist himself was running for a place in the State
Legislature. Bingham lost that election to E. D. Sappington,
whom he represents as the unprincipled candidate in the shiny
top hat. Sappington, with his workers, did try to buy votes
with liquor, and because he was related to the judge and one
of the clerks, the election’s outcome naturally aroused suspi-
cion. Bingham did not contest the results, but The County
Election makes an obvious indictment of his political opponent.
The artist himself makes an appearance in the picture as the
figure in the stovepipe hat seated on the courthouse steps,
attended by a friendly dog and two men in white hats who
pause to look over his shoulder. Bingham’s quiet concentration
sets him apart from the crowd, and we can only wonder
whether he is keeping track of the votes in order to tally them
for himself, or sketching the unruly practices of a young
democracy.

GEORGE CALEB BINGHAM [1811–1879]

The County Election, 1852

7-B George Caleb Bingham (1811–1879), The County Election, 1852. Oil on canvas, 
38 x 52 in. (96.5 x 132.1 cm.). Saint Louis Art Museum, St. Louis, Mo., Gift of 
Bank of America.
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