
“IF YOU CAN KILL A SNAKE WITH IT, IT AIN’T ART”: 
The Art History of a Maverick Poet-Publisher  
by Tom Patterson 
 
A Preliminary Note: 
     Curatorial work on this exhibition, including the process of writing the following essay, began in December 2006 and proceeded in stages over the 
course of almost exactly one year. The exhibition’s opening at the Turchin Center--twelve days ago as of this writing--found Jonathan Williams 
hospitalized and in deteriorating health. Sadly for his many friends and admirers, he remained in the hospital and died there on the night of March 16. 
Except for the addition of this note, I’ve chosen to leave the essay unchanged, referencing JW throughout as a still-living presence, as in many ways 
he’ll remain for me and no doubt many others lucky enough to have known him. The concluding paragraphs provide a snapshot of his last months 
among us mortals. 
                                   --March 19, 2008 
 
Epigraphs from two photographers: 
 
“To worship beauty for its own sake is narrow and one surely cannot derive from it that aesthetic pleasure 
which comes from finding beauty in the commonest of things.” 
         --Imogen Cunningham, as quoted in the introduction to JW’s Blues & Roots / Rue & Bluets: A Garland for 
the Appalachians 
                             * 
“If you can kill a snake with it, it ain’t art.” 
         --Lyle Bonge 
 
     Lyle Bonge’s bodacious zinger of an esthetic credo is one of the more memorable lines in Jonathan 
Williams’ collection of favorite quotations, a bit of inspired nonsense reflecting a strain of southern-fried dada 
humor that Williams and Bonge both appreciate. Since it plays on the perennial issue of how art is defined, it 
seems a pretty good fit for an exercise that’s all about Williams’ eye and what attracts it.  
     For those requiring an introduction, let’s dispense with it straightaway: Jonathan Chamberlain Williams is 
one of North Carolina’s literary all-stars, an internationally acclaimed postmodern poet and influential publisher, 
as well as an essayist and photographer of note. He was born in Asheville in 1929, and his Jargon Press--
known more recently as the Jargon Society--emerged out of the American avant-garde hothouse that was 
Black Mountain College in the 1950s. During the last five years of the college’s existence (it closed in 1956) 
Williams was intermittently enrolled there, and most of Jargon’s early publications featured the work of other 
writers and visual artists who studied or taught at Black Mountain.(1) Jargon became a prototype for the small-
press movement of the 1960s and ‘70s and, thanks to Williams’ perseverance, has outlived Black Mountain 
College by half a century, publishing more than 100 books. 
     Williams’ literary and publishing endeavors have been fairly well documented and celebrated in print and in 
several exhibitions.(2) Less widely recognized and appreciated to date is the   extent of his engagement with 
visual art, and the fact that he has been involved with art and artists for at least as long as he’s been writing 
poetry. This exhibition places the visual dimension of Williams’ career at front and center, emphasizing the 
connections between his art pursuits and his more widely known efforts and enthusiasms. Something of the 
range of his visual sensibilities is reflected in the invariably handsome, always distinctive designs of the Jargon 
books he has published over the years (cat. #217). Williams’ own ongoing practice as a visual artist--primarily a 
photographer--is also represented here, in a selection of his photographs emphasizing his art interests (cat. #s 
69-103) and a rare painting from his early years as an art student. But the main emphasis is on the art and 
artifacts he has collected over the last sixty-some years--objects that have caught his sharp eye or been given 
to him by the many artists he has known during that extended interval. It’s a collection born of friendship as 
much as esthetic affinity. The scale of its holdings is consistent with domestic space and conducive to close 
viewing. 
     I’ve had the pleasure of getting to know this collection over more than twenty-five years of friendship and 
professional association with Williams and his companion, fellow poet Thomas Meyer. I’ve visited their 
mountainside home in Macon County, North Carolina, on a few dozen occasions, including five or six visits 
over the last year, specifically for the purpose of taking a more systematic look at what’s usually displayed on 
the walls, shelves, floors and tabletops. Out of more than 300 pieces I’ve inventoried in the house and a 
smaller nearby cottage on the property, I’ve selected about 200 outstanding ones that, as a group, reflect the 
overall collection’s remarkable range. In these pages I hope to sketch out something of the personal history 
that serves as its context.          
     Williams’ literary and visual interests have been intertwined from the beginning. The first artworks that he 
found appealing were illustrations in his favorite children’s books--L. Frank Baum’s “Oz” series, Rudyard 
Kipling’s “Just So Stories,” and Beatrix Potter’s self-illustrated tales. Growing up an only child in Washington, 
D.C., he attended St. Alban’s School, the prestigious private academy where senior contemporaries among the 



student body included Gore Vidal. Williams’ memories of his six years at St. Alban’s include classes in which 
art teacher Dean Stambaugh instructed ten or fifteen students in still-life and plein-air landscape painting and 
led them on field trips to the Phillips Collection. As an adolescent, before he began to cultivate literary 
ambitions, Williams aspired to be a painter. 
     In the early 1940s his parents bought a forty-acre farm in the Southern Appalachians where they built the 
house he still lives in, about ten miles outside the resort town of Highlands. His father, a North Carolina native 
and professional filing-system designer, gave the property the poetic name Skywinding Farm, and it initially 
served as the family’s second home. Williams took advantage of their summers there by working directly from 
nature, sketching waterfalls and other features of the local landscape. Back at St. Albans in the fall, he made oil 
paintings based on these sketches. Surviving works from his teens also include drawings of scenes from 
Disney’s Fantasia and a creepy surrealist landscape painting inspired by H.P. Lovecraft, a favorite writer in 
those years. 
     After graduating from St. Albans, Williams entered Princeton University. He recalls the year and a half he 
spent there as a fallow period for his painting but acknowledges having absorbed useful insights into Byzantine, 
Classical Chinese, and Italian Renaissance art in the art-history classes. It was also at Princeton that he made 
his first forays into art collecting. He bought an affordable Henri Matisse lithograph of a woman’s face from a 
traveling print dealer who regularly visited the Ivy League schools (cat. #134). And--as a “bribe” to keep him at 
his studies, according to Williams--his father bankrolled his purchase of Georges Rouault’s aquatint etching 
The Yellow Clown from a New York gallery (cat. #144). 
     Williams used the Rouault etching as an excuse to meet a writer and artist whose work he had recently 
discovered, namely Kenneth Patchen. Having read of Patchen’s interest in French modernism, Williams wrote 
to him at his home in Old Lyme, Connecticut, and offered to lend him his fresh art acquisition. Patchen wrote 
back to accept the offer, and Williams delivered the Rouault print to him. (Williams isn’t sure when he finally got 
it back but thinks it was probably in the late 1950s.) Around the time of their initial meeting, Williams bought the 
first of several limited-edition Patchen books he has owned, each incorporating Patchen’s hand-painted 
images.     
     Williams didn’t like Princeton, and he dropped out in 1949, but he persevered with his art studies. Returning 
to D.C. for a few months, he briefly studied painting with Carl Knaths at the Phillips Collection. He spent most of 
1950 in New York, living in the West Village and studying graphic art with Stanley William Hayter at Hayter’s 
Atelier 17. Early in 1951 Williams left New York for Chicago, where he enrolled for one semester at the Institute 
of Design. It was there he produced his final statement as a painter--an untitled abstract-expressionist 
excercise he made by dropping a bucket of tar out a second-story window onto a sheet of white cardboard (cat. 
#149). He’s still fond enough of it that it hangs in his home alongside some of his favorite contemporary folk-art 
pieces. It was also in Chicago--at the site of a Louis Sullivan building undergoing demolition--that Williams 
found the fragment of Sullivan-designed stylized-vine relief ornamention he subsequently framed and still owns 
(cat. #147).  
     During his brief stint at the Institute of Design, Williams made connections with a few other individuals who 
would influence his future creative trajectory. One was M.C. Richards, a writer (later to become a potter; see 
cat. #s 142, 143) who paid a visit to the institute on behalf of Black Mountain College, where she was then 
teaching. She was a charismatic figure, and her presentation about the school left a strong impression on 
Williams. The other two key influences on his path to Black Mountaiin were photographers Art Sinsabaugh and 
Harry Callahan, who taught advanced photography courses at the institute. It was their work--Callahan’s in 
particular--that prompted Williams to take an active interest in photography. As a beginner at the medium,   he 
was ineligible for enrollment in their Chicago classes, but Callahan and fellow lensman Aaron Siskind had been 
hired to teach under less restrictive circumstances that summer at Black Mountain. Williams followed 
Callahan’s suggestion that he sign up to study with them there. Over the next few years Williams would buy the 
first of a number of prints he owns by these photographers(cat. #s 11-14, 47 and 48-52). 
     Late that spring, before settling in at Black Mountain, Williams traveled to the West Coast. During a visit to 
Big Sur he spent a few hours with Henry Miller, who gave him a small blue jewel of a watercolor (cat. #136). 
And in San Francisco he collaborated with printmaker David Ruff, whom he knew from Hayter’s New York 
atelier, to produce fifty copies of a broadsheet in which a copper-plate engraving by Ruff accompanied 
Williams’ poem “Garbage Litters the Iron Face of the Sun’s Child.” Williams doesn’t think much of the poem, in 
retrospect, but the broadsheet became the first publication of the Jargon Press, an operation which from the 
start paired contemporary visual art and writing. Williams brought copies of Jargon #1 with him to Black 
Mountain, where he quickly began learning what he could about photography from Callahan and Siskind. A 
secondhand Rolleiflex that Siskind located for Williams became his primary art-making instrument, replaced in 
subsequent years by other single-lens reflex cameras and eventually augmented by various Polaroid models.  
     More influential than any visual artist on the creative transformation Williams underwent at Black Mountain 
was poet Charles Olson, who taught writing and related courses at the college and had recently been installed 



as its rector. In interviews Williams has acknowledged the powerful impression Olson’s poetry, dynamic 
personality and teaching made on him as a young man still in search of his metier. Stimulated in part by 
Olson’s classes, Williams began to devote increasing attention to his own poetic efforts and to his fledgling 
press, an enterprise that Olson encouraged. In Olson’s classes Williams met fellow student Joel Oppenheimer, 
who had learned to operate Black Mountain’s in-house letterpress. The two combined forces to produce 150 
copies of the second Jargon broadsheet, in which Oppenheimer’s poem “The Dancer” is augmented with a 
drawing by Robert Rauschenberg, then an art student at the college. The notebook-size, abstract drawing 
consists mainly of freehanded arrows pointing in myriad directions. Llike many other works reproduced in 
subsequent Jargon publications, it entered Williams’ collection, although he sold it a few years ago. 
     Williams retained his student status at Black Mountain beyond the summer session and into the following 
academic year. In 1952 he and Oppenheimer collaborated to produce the third and fourth Jargon imprints--The 
Double-Backed Beast (text by Victor Kalos and drawings by Dan Rice, both Black Mountain students) and 
Red/Gray (poems by Williams and a drawing by Paul Elsworth, formerly a fellow student at the Institute of 
Design). Later that year, though, Williams’ activities at Black Mountain were interrupted by the draft. Having 
been classified a conscientious objector, he was assigned to non-combatant work for the U.S. Army Medical 
Corps in Stuttgart, Germany, for a term ending in 1953. During that interval, he used an inheritance of $1,500 
from a recently deceased family friend to finance small-edition Jargon books by Creeley, Olson, Patchen, and 
himself. Accompanying the text for Creeley’s book, The Immoral Proposition, were drawings by Rene Laubies, 
a French artist whom Creeley knew and Williams met while in Europe. (Williams still owns a Laubies painting 
from the same period, cat. #133). Williams rendered the calligraphy for Olson’s The Maximus Poems, Volume I, 
and Patchen created unique paintings for each of fifty copies making up the special edition of his Fables & 
Other Little Tales. Drawings for Williams’ book, Four Stoppages/A Configuration, were made by CharlesOscar, 
an artist he had met at Black Mountain.(3)  
     Williams made one   art purchase while in Germany, albeit at no significant expense. At a Stuttgart gallery 
he paid $25 for a photograph by Laszlo Moholy-Nagy, which he   sold about forty years later for a substantial 
profit.  
     After returning to the United States in 1954, Williams made Skywinding Farm his home base but over the 
next couple of years traveled often to Black Mountain, about 100 miles to the east. At the time the college was 
on its last legs, its population reduced to a bare-bones faculty and a handful of students. He made a number of 
photographs at the school in those years, and his Jargon Press published new books by Creeley (All that is 
Lovely in Men, 1955) and Olson (The Maximus Poems, Volume II, 1956), both still teaching there. Black 
Mountain’s final year, 1956, also witnessed Jargon’s publication of four more books, including Will West, the 
first novel by Paul Metcalf, then living near the college. The other three were by poets who lived far from North 
Carolina and had no connection with Black Mountain--Louis Zukofsky, Irving Layton, and Michael McClure, for 
whose first book, Passage, Williams created special calligraphy. 
     Visual artists among Black Mountain’s last holdouts included Joseph Fiore and Dan Rice, both nominally 
teachers at that time, as well as painting student Jorge Fick (see cat. #s 123, 124). Rice provided drawings for 
Creeley’s second Jargon book, and drawings he made more than a decade later would be reproduced on the 
cover of Ross Feld’s Plum Poems (1972). Rice’s work bore the boldly gestural stamp of New York School 
Abstract Expressionism, two of whose leading exponents--Willem de Kooning and Franz Kline--had previously 
taught at Black Mountain. Abstract Expressionism’s main critical advocate Clement Greenberg had also taught 
briefly at Black Mountain the year before Williams first arrived there, and Williams remembers reading 
Greenberg when the school was in its final months of operation. 
     After Black Mountain closed, Williams started to establish the pattern of geographically wide-ranging activity 
he would follow for the next forty years. Crisscrossing the country in a Volkswagen loaded with Jargon 
publications, he offered them for sale at bookstores and universities where he arranged to give readings. 
Staying with friends and literary or art-world connections along the way, he subsidized his publishing efforts 
and his travels by collecting fees for his readings, soliciting paid subscriptions for forthcoming books, and 
occasionally selling photographs or other works from his growing art collection. 
     Photography began to occupy more of Williams’ attention in the late 1950s, thanks in part to connections he 
made on another trip to the West Coast. He stopped on the way and met Frederick Sommer, then living in 
Flagstaff, Arizona, and shortly thereafter met Sommer’s fellow photographers Ansel Adams, Wynn Bullock, 
Brett Weston, and Edward Weston, all living in or near Big Sur at the time. Williams acquired photographs by 
all of them (see cat. #s 1, 9 and 10), and he made a number of his own photographs, informal portraits of those 
photographers, other writers, and artists. He revisited Henry Miller at Big Sur, and Kenneth Patchen, then living 
in Palo Alto, and acquired several Patchen watercolors of fanciful beings (cat. #138, 139). Within the next year 
he published Miller’s The Red Notebook (1958), with drawings by Miller and an informal portrait photo of the 
author by Bullock; and Patchen’s self-illustrated second and third Jargon books--Hurrah for Anything (1957) 
and Poem-Scapes (1958). 



     Williams also visited Los Angeles during that West Coast trip, motivated in part by a desire to see and 
photograph Simon Rodia’s domestic yard environment known as the Watts Towers--Gaudiesque spires 
encrusted with broken crockery and rising above the city’s Watts neighborhood. An Italian immigrant and self-
taught architect, Rodia had several years earlier abandoned the site. Williams’ visit to Rodia’s Towers marked 
the beginning of an ongoing interest in vernacular art environments.  
     In keeping with his other activities of the early post-Black Mountain years, Williams published several books 
that reflected his growing interest in photography.   Reproduced in the eleven other books published under his 
Jargon imprint from the late 1950s through the mid-’60s were images by his former teachers Callahan and 
Siskind, as well as photographs by Robert Schiller, Sinsabaugh, Henry Holmes Smith, Sommer, and   Williams 
himself. 
     The latter part of 1957 and the beginning of 1958 found Williams back in D.C., often in the Library of 
Congress researching the Etowah Indian Mounds, the 1,000-year-old remains of an important American Indian 
city and ceremonial complex on the Etowah River in northwest Georgia. It was a site that held special, personal 
meaning for him due to its location on land that in modern times had been owned by his maternal grandmother 
Georgia Tumlin, until its acquisition by the Georgia Historical Commission and designation as a state historic 
site in 1953. In his youth, several years before he began collecting modern and contemporary art, Williams had 
collected carved stone tools and other artifacts he found on his grandparents’ farm (cat #s 150, 151). 
     During the interval in Washington, Williams met Ronald Johnson, an aspiring poet studying literature at 
George Washington University. Their common interests and mutual attraction soon developed into a 
relationship as domestic and traveling companions that lasted for ten years, during which Williams’ Jargon 
Press would publish Johnson’s first book. From the late 1950s into the early 1960s they lived for periods of a 
few years or several months at a time in New York, North Carolina, and England. One of their early joint 
ventures, in 1961, was an ambitiously conceived hiking trip along 1,400 miles of the Appalachian Trail, from 
Georgia to New York state. The first of many extended walks Williams would take, it significantly influenced his 
view of the world and had a big impact on his work, yielding what he has referred to as his peripatetic poetic 
method: “always on the go, always on the look-out.”(4) He took the same approach to collecting art--ears and 
eyes open, picking up what caught his attention and captured his fancy. The sources and subjects in his 
writings run the gamut from high culture to vernacular culture--”refinement” to “vulgarity”--a range also reflected 
in his visual esthetic, as evidenced by the art he has collected.    
     Late in 1961 Williams and Johnson made their first trip to England, which they liked well enough to continue 
living in London throughout 1962. Among the new friends and acquaintances they made there was American 
expatriate artist R.B. Kitaj, with whom Williams soon collaborated on a couple of publications: Kitaj created the 
wrap-around cover collage for Williams’ book Lullabies Twisters Gibbers Drags (1963) (cat. # 130), and a 
series of sixteen silkscreens to accompany Williams’ poetic sequence inspired by the music of Gustav Mahler. 
The latter collaboration, Mahler Becomes Beisbol, was issued in 1965 by London’s Marlborough Gallery as a 
limited-edition folio (see cat. #129). More than ten years later Williams’ reproduced Kitaj’s pastel portrait of 
British poet Basil Bunting as the cover of the Jargon festschrift Madeira and Toasts for Basil Bunting’s 75th 
Birthday (1977) (cat.#132). 
     Williams would return to England often over the next forty years, eventually establishing a regular summer 
residence in the Pennine Dales of Cumbria. His headquarters there since the late 1960s has been a farmhouse 
whose purchase and restoration he oversaw for its American owner Donald B. Anderson, an oil-company 
executive and arts patron from New Mexico. In England Williams was also introduced to native British artists in 
whose work he took a strong interest, including writer and artist Mervyn Peake (cat. #140), as well as John 
Furnival (cat. #s 126-127), Glen Baxter (cat. #s 110-112), and David Hockney (cat. #128). In the 1970s Furnival 
made drawings for Thomas Meyer’s The Bang Book and Staves Calends Legends, both published by Jargon, 
as well as three of the Jargon postcards Williams began publishing after 1975. Much later, in 1983, Baxter 
would provide the cover drawing and frontispiece for Williams’ The Fifty-two Clerihews of Clara Hughes, which I 
published in Atlanta under the Pynyon Press imprint. 
     The 1960s and ‘70s also brought Williams   important new contacts among artists and literati back in the 
United States, including several he met during residencies at the Aspen Institute in Colorado and North 
Carolina’s Penland School of Crafts. Three key figures whose paths he first crossed during those years--writer 
Guy Davenport (also an adept draftsman; see cat. #s 118, 119) and photographers Ralph Eugene Meatyard 
(cat. #s 36-38) and Guy Mendes--all happened to live in Lexington, Kentucky. Williams took an interest in 
Meatyard’s photographs after a mutual friend introduced the two men while Williams was visiting Lexington in 
1960 or ‘61. Davenport’s mail order for a Jargon book in 1963 prompted Williams to strike up what became a 
long-running correspondence with him, and the two met in person for the first time in 1965.(5) In the following 
year Williams published Davenport’s book Flowers and Leaves, which featured two of Meatyard’s photographs 
including an author’s portrait. In 1969 Williams reprinted Davenport’s essay Do You Have a Poem Book on E.E. 
Cummings?--originally published in the National Review--as a sixteen-page chapbook illustrated with one of 



Davenport’s drawings. That same year, Davenport’s portrait drawings of Ferdinand Cheval and Raymond 
Isidore--the creators of visionary yard environments that Williams and Ronald Johnson had visited in France--
apppeared in Johnson’s Jargon-published booklet The Spirit Walks, The Rocks Will Talk. One of Meatyard’s 
photographs was reproduced on the cover of writer Douglas Woolf’s Spring of the Lamb, a Jargon book from 
1972. And two years later Williams published Meatyard’s deadpan photographs of his friends and fellow 
Lexingtonians (including Williams, Davenport and Meatyard’s wife) wearing grotesque rubber masks, under the 
title The Family Album of Lucybelle Crater. 
     It was also in 1974 that Williams published his first collaboration with Mendes, a 
photographer, writer and--at that time--relatively recent graduate of the University of Kentucky. A fold-out poster 
publication, Who Is Little Enis? consists of Williams’ uproarious, bawdy poem in homage to Carlos Toadvine, 
aka “Little Enis”--an overweight, alcoholic rhythm’n’blues singer who performed at strip clubs and honky tonks 
in and around Lexington--printed on a blue-hued, stylized phallus under Mendes’ photo-portrait, in which Enis 
poses in front of his Cadillac. A few years later, in 1979, several of Mendes’ photographs would be featured in 
Williams’ Jargon-published collection Elite/Elate Poems (1971-1975). Making another appearance in Mendes’ 
cover photo, Little Enis poses with his guitar and a group of Lexington strippers in front of a strip-club marquee 
(cat. #41). 
     In 1965, during a visit to Kentucky’s Berea College, Williams first saw the late Doris Ulmann’s Depression-
era photographic portraits of rural mountain people. Ulmann’s assistant during her arduous travels in the 
Southern Appalachians had been John Jacob Niles, the American ballad singer and folk-music scholar. A visit 
with Niles in 1967 at his home in Lexington convinced Williams that the photos needed to be widely seen, 
leading to Jargon’s publication ofThe Appalachian Photographs of Doris Ulmann (1971). Williams owns a print 
of one of the photographs, a portrait of “Aunt” Lou Kitchen at her spinning wheel, made after Ulmann’s death, 
from one of her glass negatives archived at Berea (cat. #66). 
     Another region-centric photography book that Williams published in the early 1970s is The Sleep of Reason 
(1974), devoted to Lyle Bonge’s darkly outrageous images of Mardi Gras in New Orleans. Like Williams, Bonge 
is a native southerner--in his case from Biloxi, Mississippi--who attended Black Mountain College. In 1964 he 
and Williams drove across North Carolina with the aim of collaborating on a book inspired by their travels. The 
project was eventually shelved, but Williams still has a couple of the photographs Bonge made during their 
travels, including one that eventually made its way into the Jargon-published collection The Photographs of 
Lyle Bonge (1982) (cat. #7).  
     While continuing to pursue his photographic interests--including his own photography--Williams began to 
pay increasingly close attention to contemporary variations on folk or vernacular art. As early as 1960 or ‘61--
not long after he first saw Simon Rodia’s Watts Towers in Los Angeles--Williams visited folk potter Lanier 
Meaders at his his shop in Cleveland, Georgia, about fifty-five miles from Williams’ home in North Carolina. 
Making his wares with clay dug from a local river bank, Meaders carried on a tradition begun by his 
grandfather. Williams bought one of the comically grotesque face jugs for which the potter later became widely 
known (cat. #197). As evidence of Williams’ sustained attention to such art forms, more than thirty years later 
he bought two more elaborate figural pots by Lanier’s nephew Clete Meaders (see cat. #196). 
     In 1969 Williams visited self-taught artist Clarence Schmidt’s ridgetop environment in New York’s Catskill 
Mountains. By that time Schmidt’s slapdash seven-story house had been destroyed in a fire, but Williams 
recalls finding the artist at work coating the trees in his “Silver Forest” with aluminum paint, and he documented 
the visit in photographs.(6)        
     In Wolfe County, Kentucky, in the early 1970s, Williams met self-taught wood sculptor Edgar Tolson. A 
lapsed preacher who had fathered twenty-two children and served a year in prison, Tolson began making 
stylized figural carvings in the late 1950s while recovering from a stroke. In the ensuing years his work was 
discovered by art professors at the University of Kentucky and began to gain a national following. The tableau 
that Williams bought from Tolson, depicting Adam’s and Eve’s expulsion from the Garden of Eden, remains one 
of the best and most important contemporary folk-art pieces in his collection (cat. #214). 
     William Anthony isn’t a self-taught artist like Tolson or a number of others whose work Williams started 
collecting in the 1970s and ‘80s, but Anthony’s signature style of drawing and painting plays on the figure-
drawing mistakes most commonly made by people with neither artistic training nor talent. Williams’ friend and 
fellow writer Gilbert Sorrentino introduced him to Anthony’s work around the mid-1970s. Shortly thereafter 
Williams published Anthony’s first book Bible Stories (1978), a satirical version of the Old Testament distilled 
into less than thirty pages of hilariously bad drawings and brief texts, with an introduction by Sorrentino. 
Williams would eventually acquire nearly a dozen of Anthony’s drawings and paintings (cat. #s 104-107), and in 
1988 he published the retrospective collection Bill Anthony’s Greatest Hits: Drawings 1963-1987, with an 
introduction by art historian and critic Robert Rosenblum. Among its diverse offerings, the latter volume 
features Anthony’s skewed renditions of famous artworks by Delacroix, Matisse, Munch, Picasso, Bacon, and 
other modernist masters. 



     Without narrowing the range of his visual interests, Williams immersed himself in contemporary southern 
folk art through the last quarter of the 20th century. During those years he added to his collection works by 
some three dozen selt-taught artists from his native region, namely Leroy Almon, Z.B. Armstrong, Eddie Arning, 
Minnie Black, Georgia Blizzard, Vernon Burwell, Raymond Coins, Ronald Cooper, Granny Donaldson, Sam 
Doyle, Howard Finster, Harold Garrison, Russell Gillespie, Denzil Goodpaster, Ralph Griffin, Dilmus Hall, 
James Harold Jennings, Clyde Jones, Jacob Kass, O.W. “Pappy” Kitchens, Eddie Owens Martin (aka St. 
EOM), Carl McKenzie, Clete Meaders, Ruben A. Miller, “Sister” Gertrude Morgan, J.B. Murray, Leroy Person, 
W.C. Rice, Juanita Rogers, Nellie Mae Rowe, Mary T. Smith, William Cook Stanton (aka “Brother Rat”), Jimmy 
Lee Sudduth, Mose Tolliver, Bill Traylor, Fred Webster, and a few others (cat. #s 152-216).  
     Williams sought out most of these artists where they lived, not only so he could buy art from them, but also 
to get to know them with the aim of eventually writing about them and their work. A number of the essays, 
poems and photographs that emerged from these encounters are collected in Walks to the Paradise Garden, 
an illustrated manuscript that unfortunately remains unpublished. Williams envisions his own core contributions 
augmented with additional photographs that Guy Mendes and Roger Manley made of some of the artists and 
their work, often while traveling with Williams. Williams has declared the book too expensive an undertaking for 
the Jargon Society, and none of the other publishers who have seen it have been willing to take it on, despite 
the widespread popular interest in folk and “outsider” art in the years since he became a pioneering enthusiast 
and champion of such work.(7) 
     Williams did much of his field work for Walks to the Paradise Garden between 1984 and 1987, as part of a 
larger, Jargon-sponsored endeavor called the Southern Visionary Folk Art Project, of which I was director for its 
three-year duration. In addition to researching and documenting the art of self-taught artists in the region, 
Williams and I also pursued his idea of establishing a museum devoted to such work, a notion that proved to be 
overly ambitious and was finally abandoned. Much of my own effort under the project’s auspices centered on 
two artists from Georgia, Eddie Owens Martin (cat. #194) and Howard Finster (cat. #s 171-175). As we 
wrapped up work on the project, Jargon published my book on Martin (St. EOM in the Land of Pasaquan, 
1987), profusely illustrated with photographs by Williams, Manley and Mendes. The similarly well-illustrated, as-
told-to autobiography I co-wrote with Finster was eventually published by Abbeville Press (Howard Finster, 
Stranger from Another World, 1989). Williams’ deep interest in this variously named, non-academic art is 
reflected in only one other Jargon publication, Paul Metcalf’s Araminta and the Coyotes (1991), whose cover 
image reproduces a Mary T. Smith painting.(8) 
     The zeal with which Williams pursued his interest in folk art didn’t overwhelm his other visual-art interests. In 
addition to Bill Anthony’s Greatest Hits, the Jargon Society also during the 1980s published important 
photography books (The Photographs of Lyle Bonge, 1982; and John Menapace’s letter in a Klein bottle, 
1984). And Williams arranged for the posthumous reproduction of several late Philip Guston drawings as 
“illustrations” for Jargon’s 1988 publication of Joel Oppenheimer’s Names & Local Habitations (Selected Earlier 
Poems, 1951-1972).   More recently Jargon published two books of landscape photography--Elizabeth 
Matheson’s Blithe Air: Photographs from England, Wales, and Ireland (1995) and a book devoted to Mark 
Steinmetz’s photographs of Tuscan Trees. The latter volume appeared in 2001, the fiftieth-anniversary year of 
Williams’ first Jargon publication. 
     With his birthday on March 8, 2008--one day after this exhibition opens--Williams will mark the beginning of 
his eightieth year. As befits his advancing age, he has gradually slowed the pace of his activities, including his 
publishing endeavors. He still has a few other writers’ manuscripts he would like to publish under the Jargon 
imprint, should funds become available, but his energy for pursuing financial support isn’t what it used to be, 
and his ability to do so has been curtailed by health problems. His most persistently troubling ailment is chronic 
numbness and pain in his feet, a condition medically diagonsed as neuropathy, which has limited his mobility 
since 1999 and put an end to the peripatetic travels that formerly drove his efforts. Nowadays he’s a virtual hill 
hermit, rarely leaving his house. But Skywinding Farm makes for a comfortable and esthetically satisfying 
hermitage, furnished with the antiques his parents collected and otherwise largely “decorated” with his own art 
collection (temporarily minus the pieces I’ve raided for this show). If you get tired of looking at the art, you can 
always gaze out the big west-facing windows at the spectacular, sweeping view of northeast Georgia, the 
Nantahala Mountains and the Great Smokies. For company and all manner of invaluable assistance (not least 
of all culinary), Tom Meyer, Williams’ poet partner of nearly forty years remains in residence, evidently in first-
rate health and top literary form at a very young-looking sixty-one. Additional company includes H.B. (Hale-
Bopp) Kitty, fabulous orange-tabby feline-in-residence, and frequent visitors, mostly longtime friends and 
cultural associates.  
     Williams has accumulated plenty of laurels to rest on, and he certainly deserves a respite. Indeed, the Loco 
Locodaedalist appears to be reliably in situ at Skywinding until further notice (9). His life has settled into a fairly 
steady daily routine that involves waking up around 9 a.m. and spending most of every day in a comfortable 
chair in the cathedral-ceilinged living room with a good view from one of those west-facing windows. Thus 



installed, he reads newspapers (the New York Times and USA Today), mystery novels, biographies, and some 
of his mail; sometimes takes phone calls; writes notes and maybe the occasional poem on a yellow legal pad; 
and watches daily news reports and selected sports events on the nearby TV. He augments the healthy daily 
diet that Tom Meyer provides with a mid-day vodka martini, a glass of single-malt Scotch whiskey before dinner 
and usually another one aferward, along with a cigar enjoyed while listening to recorded music--invariably 
classical or jazz--until going to bed around 10 p.m. 
     Living well is said to be the best revenge. For JW, living well has always entailed living with art. And (a 
rhetorical question) what says more about a man than the art he lives with? 
     BTW: JW knows it’s bad luck to kill a snake. Especially with art, subject to damage and to be handled with 
care. 
 
                         --Winston-Salem, December 2007/March 2008 
 
NOTES: 
1. Black Mountain College was a small, progressive, arts-centered institution that existed near Black Mountain, 
North Carolina, for twenty-five years beginning in 1932. For more information see Martin Duberman, Black 
Mountain: An Exploration in Community (New York: W.W. Norton, 1972, 1993); Mary Emma Harris, The Arts at 
Black Mountain College (Cambridge: The MIT Press, 1987); Vincent Katz, ed., Black Mountain College: 
Experiment in Art (Cambridge: MIT Press, 2002); and Michael Rumaker, Black Mountain Days (Asheville: Black 
Mountain Press, 2003). 
2. Some of the more informative and insightful writings on Williams’ writing and publishing career iinclude Joel 
Oppenheimer, “On Poetic Injustice,” Village Voice, April 9, 1979, p. 8; Kenneth Irby, “America’s Largest Open-
Air Museum,” Parnassus, 1980; John Russell, “Jonathan Williams,” New York Times Book Review, Feb. 13, 
1983; Jim Marks, “A Jargon of Their Own Making: Williams and Meyer Have a Way with Words,” The 
Advocate, Nov. 24, 1987; Susan Tamulevich, “Black Mountain Bard,” July 1990, pp. 36-39; Jim Cory, “High Art 
& Low Life: an interview with Jonathan Williams,” James White Review, Fall 1993, pp. 1-4; Tom Patterson, “O 
For a Muse of Fire: Jonathan Williams and the Jargon Society,” afterimage, March-April 1996, pp. 8-12; Jeffrey 
Beam,   “A Snowflake Orchard and What I Found There: an Informal History of The Jargon Society,” North 
Carolina Literary Review, vol. 6, 1997, pp. 16-27; Jeffrey Beam, “Tales of a Jargonaut: an interview with 
Jonathan Williams,” Rain Taxi online edition, Spring 2003. Also see the Jargon web site at 
http://jargonbooks.com. The most recent exhibition centering on the Jargon Society’s publications (and 
including a limited selection of related art from his collection) was “Jonathan Williams and Friends,” at the 
Asheville Art Museum, Asheville, N.C., Sept. 3, 2004-Jan. 9, 2005, which was accompanied by an illustrated, 
six-panel brochure including essays by JW and the museum’s executive director Pamela L. Myers. 
3. Jargon-published artworks by Ruff, Rice, Elsworth, Laubies and Oscar, as well as a number of other artists’ 
images reproduced in later Jargon publications, have either been sold by Williams or are included in the Jargon 
Archive, housed in the Poetry/Rare Books Collection at the State University of New York at Buffalo. See the 
collection’s catalog Jargon at forty, 1951-1991. 
4. Blues & Roots / Rue & Bluets: A Garland for the Appalachians, Grossman, 1971. 
5. Much of Williams’ correspondence with Davenport was recently published in A Garden Carried in a Pocket: 
Guy Davenport / Jonathan Williams, Correspondence 1964-1968, Thomas Meyer, ed., Haverford: Green 
Shade, 2004. 
6. In his book A Palpable Elysium: Portraits of Genius and Solitude (David R. Godine, 2002), Williams writes of 
his visit with Schmidt alongside a reproduction of one of his photographs, showing a detail from the Silver 
Forest, pp. 44-45 (cat. #102).  
7. For detailed information on many of the self-taught artists whose works Williams has collected, see Jane 
Livingston and John Beardsley, Black Folk Art in America, 1930-1980, Corcoran Gallery of Art/University of 
Mississippi Press, 1982; Roger Manley, Signs and Wonders: Outsider Art Inside North Carolina, North Carolina 
Museum of Art, 1989; Alice Rae Yelen, Passionate Visions of the American South: Self-Taught Artists from 
1940 to the Present, New Orleans Museum of Art, 1993; Paul Arnett and William Arnett, eds., Souls Grown 
Deep: African American Vernacular Art in the South, Vol. I & II, Tinwood Books, 2000, 2001; and Gerard C. 
Wertkin, ed., The Encyclopedia of American Folk Art, Routledge, 2004.  
8. For more information on the Jargon Society’s Southern Visionary Folk Art Project see Tom Patterson and 
Roger Manley, Southern Visionary Folk Artists, a twelve-panel foldout brochure published by the Jargon 
Society, 1985; see also Let It Shine: Self-Taught Art from the Marshall T. Hahn Collection, High Museum of Art, 
2001, pp. 54-55. 
9. The reference is to Williams’ book The Loco Logodaedalist in Situ (Cape Golliard/Grossman, 1971).  
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“If you can kill a snake with it, it ain’t art” 
Selected works from the collection of Jonathan Williams 
 
EXHIBITION CHECKLIST 
 
PHOTOGRAPHS: 
 
Ansel Adams 
1. Mount Williamson from Manzanar, Sierra Nevada, California, 1944, black-and-white photograph, 24.25 x 
28.25 in. 
 
Rob Amberg 
2. Junior Watering Pet, Sodom Laurel, 1979, black-and-white photograph, 14.75 x 18.25 in. Reproduced on the 
cover of From This Condensery: The Complete Writing of Lorine Niedecker, Jargon #100, 1985. 
3. Auction, 1980s, black-and-white photograph, 20.25 x 24.25 in. 
 
Jeffrey Beam 
4. From the gallery atop Chiesa di San Carlo al Corse, Noto Sicily, 2006, color photograph, 20.75 x 39.75 in. 
 
Lyle Bonge 
5. Untitled (transvestite in front of Dixie’s Bar, New Orleans, Mardi Gras), mid-1960s, 18 x 14.75 in. 
6. Girod Street Cemetery (New Orleans), 1957, black-and-white photograph, 20.25 x 15 in.  
7. New Amoco Station, North Carolina, 1964, black-and-white photograph, 13.25 x 15.25 in. Reproduced in 
The Photographs of Lyle Bonge.  
8. Pines in Mist, Laurinburg, N.C., 1977, black-and-white photograph, 15.75 x 3.5 in., 18 x 6 in. 
 
Wynn Bullock 
9. Cabin Window, ca. 1960, black-and-white photograph, 28.25 x 22.25 in. 
10. Erosion, 1959, black-and-white photograph, 13.25 x 15.5 in. 
 
Harry Callahan 
11. Chicago (pebbles on sand), 1948, black-and-white photograph, 14.25 x 15.75 in. 
12. Providence, 1977, color photograph, 16.25 x 20.25 in. 
13. Aaron Siskind, 1951, black-and-white photograph,, 16.25 x 14.5 in. 
14. Eleanor, Chicago, 1953, black-and-white photograph, 17 x 19 in. 
 
William Christenberry 
15. Red Building in Forest, Hale County, Alabama, 1983, color photograph, 24.75 x 29 in. 
 
Alvin Langdon Coburn 
16. St. Paul’s Cathedral from Ludgate Circus, 1909, photogravure, 22.5 x 18 in. 
 
Reuben Cox 
17. Untitled (JW and HB Kitty in hospital bed), 2005, color photograph, 17 x 21 in. 
18. Untitled (Tom Meyer bathing in Middle Creek Falls), ca. 2000, 21 x 17 in. 
 
Ted Degener 
19. Leonard Knight atop Salvation Mountain, Mojave Desert, California, early 1990s, color photograph, 16 x 
17.75 in. 
 
Robert Doisneau 
20. Verso Le Chant du Depart (fragment) 1952 / Triage en Septembre 1978, 1952/1978, black-and-white 
photograph, 16.5 x 21 in. 
 
Francine du Plessix 
21. Jonathan Williams at Middle Creek Falls, early 1950s, black-and-white photograph, 18 x 15 in. 
 



Harold Edgerton 
22. King of Hearts, (1960), black-and-white photograph, 16.25 x 20.25 in. 
 
Abe Frajndlitch 
23. Minor/Dance with Death (portrait of Minor White), 1976, black-and-white photograph, 20.25 x 16.25 in. 
 
Alex Harris 
24. Gabriel Chamisal, New Mexico, 1979, black-and-white photograph, 23.25 x 22.25 in. 
25. El Valde, New Mexico, December, 1979, 1979, color photograph, 24.25 x 28.25 in. 
 
Simpson Kalisher 
26. Alfred Starr Hamilton, late 1960s, black-and-white photograph, 18 x 15 in. 
27. Wedding, late 1950s, black-and’white photograph, 14.25 x 16.25 in. 
 
Clarence John Laughlin 
28. House of the Past, 1948, black-and-white photograph, 20.25 x 16.25 in. 
29. Passage to Neverland, 1956, black-and-white photograph, 16.25 x 20.25 in. 
30. Jonathan Williams, New York City, 1966, black-and-white photograph, 16.5 x 17.5 in. 
 
Roger Manley 
31. Rusty, Charleston, 1978, color photograph, 18 x 15 in. 
32. Dance of Life, Kraga, Sweden, 1993, black-and-white photograph, 16.25 x 20.25 in. 
 
Elizabeth Matheson 
33. Beaumaris, Wales, 1986, black-and-white photograph, 16.25 x 20.5 in. Reproduced in Blithe Air, Jargon 
#112, 1995. 
34. Corn Close 1978 (informal portrait of JW), 1978, black-and-white photograph, 11.25 x 14.25 in. 
 
Michael Wayne Meads 
35. Chester, 1993, Cibachrome print from color slide, 14.25 x 11.25 in. 
 
Ralph Eugene Meatyard 
36. Jonathan Williams (with poet’s Thyrsus carved by Skip Taylor), 1968, black-and-white photograph, 14.25 x 
11.25 in. 
37. Guy Davenport, late 1960s, black-and-white photograph, 12.25 x 11.5 in. 
38. Untitled diptych, 1959, black-and-white photographs, 30.75 x 15.75 in. 
 
John Menapace 
39. Untitled, ca. 1980, black-and-white photograph, 15 x 12 in.  
40. Untitled, late 1970s, black-and-white photograph, 11.25 x 14.25 in. 
 
Guy Mendes 
41. The Fabulous Little Enis and the Go-Go Girls of Boot’s Bar, Lexington, Kentucky, 1972, black-and-white 
photograph, 9.25 x 11.5 in. 
42. Leonard Webb, Macon County, North Carolina, 1975, black-and-white photograph, 12.5 x 15.5 in. 
 
Ernest Matthew Mickler 
43. Untitled (rusted washpot in yard), early 1980s, color photograph, 7.5 x 11.25 in. 
 
Robert Schiller 
44. Mingus, late 1950s, black-and-white photograph, 18 x 15 in. 
45. Joel Oppenheimer with Mitchell Goodman, 1960s, black-and-white photograph, 18 x 15 in. 
 
Marcus Schubert 
46. Maison Pique-assiette (visionary environment built by Raymond Isidore, Chartres, France), 1987, black-
and-white photograph, 13.25 x 14.75 in. 
 
Art Sinsabaugh 
47. Midwest Landscape #15, 1962, black-and-white photograph, 15.5 x 22.5 in. Reproduced on the cover of 



Sherwood Anderson, Six Mid-American Chants, Jargon #45, 1964. 
 
Aaron Siskind 
48. Tree, Martha’s Vineyard, 1972, black-and-white photograph, 12.75 x 12.25 in. Reproduced on the cover of 
JW, Blues & Roots / Rue & Bluets: A Garland for the Southern Appalachians, Duke University Press, 1985. 
49. Martha’s Vineyard, 1953, black-and-white photograph, 15.75 x 12.5 in. (Inscribed alongside title and date at 
bottom “Hurrah for Jonathan!!”) 
50. Martha’s Vineyard Rocks, 1954, black-and-white photograph, 14.25 x 15.75 in. 
51. F 102, 1957, black-and-white photograph, 18/25 x 14.75 in. Reproduced on the cover of The Magpie’s 
Bagpipe: Selected Essays of Jonathan Williams, North Point Press, 1982. 
52. Christmas Card, 1952, black-and-white photograph, 9 x 10.75 in. 
 
Virginia Warren Smith 
53. Untitled (Lucinda and truck), late 1970s, hand-colored photograph, 21 x 27.75 in. 
 
W. Eugene Smith 
54. Charles Ives, 1945, black-and-white photograph, 18.5 x 14.5 in. 
 
Frederick Sommer 
55. Untitled, n.d., black-and-white photograph, 12.5. x 15.5 in. 
56. Untitled (Weeds), 1951,black-and-white photograph, 15.75 x 14.75 in. 
57. Coyotes, 1945, black-and-white photograph, 16.25 x 20.25 in. 
58. Untitled (Amputated foot), 1939, black-and-white photograph, 16.25 x 13.75 in. 
59. Fighting Centaur, 1952, black-and-white photograph, 11.25 x 14.25. 
 
David Spear 
60. Georgia Blizzard, 1989, black-and-white photograph, 9.75 in. x 9.75 in. 
61. Lee Neugent, 1987, black-and-white photograph, 20.75 x 16.75 in. 
 
Mark Steinmetz 
62. Untitled (olive tree), late 1990s, black-and-white photograph, 29 x 23 in. Reproduced in Steinmetz, Tuscan 
Trees, Jargon #104, 2001. 
63. Skywinding Farm Gate, late 1990s, black-and-white photograph, 24.75 x 29 in. Reproduced on the cover of 
Thomas Meyer, At Dusk Irridescent, Jargon #102, 1999. 
 
Paul Strand 
64. Fisherman, Fox River, Gaspe, c. 1935, black-and-white photograph, 17.25 x 13.75 in. 
 
Arthur Tress 
65. Jon & Tom (JW and Thomas Meyer), ca. 1980, black-and-white photograph, 18 x 15 in. 
 
Doris Ulmann 
66. Aunt Lou Kitchen, Spinner and weaver, Shootin’ Creek, North Carolina, ca. 1930, 14.25 x 12.25 in. 
 
Michelle Van Parys 
67. Men, 1991, black-and-white photograph, 17.25 x 26 in. 
 
Carolyn Vaughn 
68. Untitled (Tom Meyer and boulder), 1992, black and white photograph, 16.25 x 20.25 in. 
 
Jonathan Williams 
Color photographs as follows, 11 x 8.5 in. each 
69. Lyle Bonge, photographer 
70. Wynn Bullock, photographer 
71. Guy Davenport, writer and draughtsman 
72. Eddie Owens Martin (aka St. EOM) with dogs Boo and Nina, Pasaquan art environment, Marion County, 
Georgia 
73. Frederick Sommer, photographer 
74. Aaron Siskind, photographer 



75. Guy Mendes, photographer 
76. Clarence John Laughlin, photographer 
77. M.C. Richards, writer and potter 
78. Francine du Plessix, writer 
79. Henry Miller, writer and artist 
80. R.B. Kitaj, artist 
89. David Hockney, artist 
90. James Harold Jennings, artist 
92. Carl McKenzie, wood sculptor 
93. Grave of Edgar Tolson, wood sculptor 
94. James McGarrell, artist 
95. Suzi Gablik, writer and art critic 
96. Bomarzo’s Garden of the Monsters, Viterbo, Italy 
97. La Palais Ideal, art environment by Ferdinand Cheval, Hauterives, France 
98. Howard Finster self-portrait on concrete-block stairway, Paradise Garden, Pennville, Georgia 
99. Concrete faces, Howard Finster’s Paradise Garden, Pennville, Georgia 
100. Detail from Le Petit Pique-assiette, art environment by Raymond Isidore, Chartres, France 
101. Concrete sculpture by Laura Pope Forrester, Pope’s Museum, Pelham, Georgia 
102. Portrait of George Washington by Clarence Schmidt, Silver Forest environment, Woodstock, New York 
103. Vollis Simpson’s wind machines, Lucama, North Carolina 
 
MODERN AND CONTEMPORARY ART (DRAWINGS, PRINTS, PAINTINGS,      SCULPTURE): 
 
Bill Anthony 
104. Just What Is It That Makes Today’s Homes So Different, So Appealing? (after Richard Hamilton), 1976, 
pencil, 23 x 20.5 in. 
105. The Last Nazi, 1983, pencil and pastel, 18 x 15.5. 
106. La Gloire de la Guerre, (color study for Johnny Got A Zero), 1984, oil on canvas paper, 7.25 x 5 in. 
107. Kitty(after Joe Brainard), 2002, oil on board, 13 x 11 in. 
 
Dana Atchley 
108. A Chorale of Cherokee Night Music As Heard Through an Open Window in Summer Long Ago (screech 
owl / hoot owl / yellow-breasted chat / jar-fly / cricket / carolina chickadee / katydid / crow / wolf / beetle / turkey 
/ goose / bullfrog / spring frog), ca. 1970, typographic visualization of a “countrified concretion” by Jonathan 
Williams, 19.75 x 19.5 in. Reproduced along with other typographic visualizations from the same series in JW, 
Blues & Roots / Rue & Bluets: A Garland for the Appalachians, Grossman, 1971. JW in intro to the latter: “It is 
very easy to look at the poems in this book because Dana Atchley is one of the best typographers around. We 
have argued and peered, and argued some more, and been flabbergasted by some of the things that were 
found in the words as their visualization took place.” 
 
Leonard Baskin 
109. Samuel Palmer, William Blake - Lifemask of Deville, Edward Calvert, late 1950s, wood engraving, 11.5 x 
17.25 in. 
 
Glen Baxter 
110. Untitled Landscape, c. 1990, ink and color pencil on paper, 31.75 x 39.25 in. 
111. “It displays all the outward appearances of a genuine Baxter, yet drawn by a far more sophisticated hand,” 
intoned the eminent critic, 1996, ink and color pencil on paper, 9 x 6.75 in. 
112. The twenty minute journey to school was not, however, without its problems, 1983, ink and color pencil on 
paper, 12 x 9.25 in. 
 
Richard C. 
113. Why are you wasting your time looking at the work of a 3rd rate artist?, late 1960s, ink on paper, 20.5 x 
17.25 in. 
114. A Post-poster Announcement for a Poetry Reading by Jonathan Williams, early 1970s, ink on paper, 
13.25 x 13.5 in.  
 
Campbell & Vaughn 
115. Indian Shepherders trekking across the brilliant sands of Monument Valley, Arizona, as seen from the 



panoramic windows of a high-level air-conditioned Continental Trailways Silver Eagle Bus, 1960s, commercial 
postcard, 4.25 x 6.25 in. Reproduced on the cover of Jonathan Williams, The Loco Logodaedalist in Situ, Cape 
Goliard/Grossman, 1971. 
 
Bruce Conner 
116. Visionary Portrait of Kenneth Patchen, 1960, charcoal on paper, 35.25 x 28.25 in. 
 
Gregory Corso 
117. Untitled (bearded merman), ca. late 1950s, ink and watercolor on paper, 14.75 x 11.75 in. Gift to JW from 
New Directions publisher James Laughlin. 
 
Guy Davenport 
118. Portrait of Jonathan Williams, early 1970s, charcoal and graphite on transparent cell, 17.25x 14 in. 
119. J. Doppelganger Williams tete-a-tete, 1977, ink on paper, 11.25 x 9 in. 
 
Glen Eden 
120. Untitled, 1980s, ink and graphite on paper, 29 x 30.25 in. 
 
Jorge Fick 
123. Untitled, early 1980s, oil on board, 7 x 5 in.  
124. Untitled (boxing glove), 1971, acrylic oil on board, 14.25 x 10.25 in. 
 
Enid Foster 
125. Untitled, ca. 1970, ink and mixed mediums on paper, 29.5 x 21.5 in. 
 
John Furnival 
126. Fifty Not Out! Well Played, Sir! (portrait of Jonathan Williams as a cricket player), 1978, ink on paper, 
14.75 x 10.5 in. 
127. Portrait of Mina Loy (frontispiece for Mina Loy, The Last Lunar Baedeker, Jargon #53, 1982) early 1980s, 
ink on paper, 18.75 x 15.75 in. 
 
David Hockney 
128. Portrait of Jonathan Williams, 1972, pencil on paper, 23.25 x 19.75 in. 
 
R.B. Kitaj 
129. The Gay Science, ca. 1965, silkscreen print, approx. 30 x 25 in. From the folio Mahler Becomes Beisbol, 
issued by the Marlborough Gallery, London, in an edition of 60 copies. 
130. LTGD , 1963, mixed-media collage, approx. 17 x 16 in. Front and back cover for Jonathan Williams, 
Lullabyes Twisters Gibbers Drags, published by the Nantahala Foundation as Jargon #61, 1963. 
131. The Hasid of Highlands (portrait of Jonathan Williams; inscribed “Love from Kitaj”), ca. 1979, ink on paper, 
8 x 5.5 in. 
132. Basil Bunting, 1974, pastel on paper, 12.5 x 20.75 in. Cover image for Madeira and Toasts for Basil 
Bunting’s 75th Birthday, Jargon #66, 1977. 
 
Rene Laubies 
133. Untitled, late 1950s, oil on paper on masonite, 18.25 x 23.75 in. 
 
Henri Matisse 
134. Untitled portrait, late 1940s, lithograph, 20.5 x 16.5 in. 
 
James McGarrell 
135. Untitled (JW’s eye), ca. 1995, ink on paper, 13 x 10.25 in. 
 
Henry Miller 
136. Untitled, 1951, watercolor, 14.25 x 11.25 in. 
 
A. Doyle Moore and Jonathan Williams 
137. Clipped Greens, 1972, silkscreen, 26.25 x 20.25 in. 
 



Kenneth Patchen 
138. Red King, ca. 1957, watercolor on paper, 25.25 x17.75 in. 
139. Bird, ca. 1957, watercolor on paper, 24.75 x 16.75 in. 
 
Mervyn Peake 
140. Untitled, late 1960s, charcoal on paper, 20.75 x 14.75 in. 
 
Tom Phillips 
141. Untitled diptych from “A Humument” series, 1979, ink on two printed pages of W.H. Mallock’s book A 
Human Document, 14.5 x 19.5 in. 
 
M.C. Richards 
142. Alchemical Form, 1961, clay, 21.75 x 5.75 x 5.75 in. 
143. Untitled Raku pot, 1992, clay, 11 x 10 x 10 in. 
 
Georges Rouault 
144. The Yellow Clown, 1940s, aquatint etching, 21 x 16.5 in. 
 
Joel Singer 
145. Untitled, 1988, photocollage, 20.25 x 16.25 in. 
146. Untitled, 1987, photocollage, 20.25 x 16.25 in. Reproduced on the cover of James Broughton, 75 Life 
Lines, Jargon #60, 1988. 
 
Louis Sullivan 
147. Untitled (decorative interior relief from demolished Sullivan building in Chicago), 1890s, painted plaster, 
21.75 x 7.5 in. Salvaged by JW from demolition site in 1951.  
 
Skip Taylor 
148. Thyrsus (poet’s staff), early 1969, carved wood, metal, corn cob; 74 x 5.5 x 5.5 in. 
 
Jonathan Williams 
149. Untitled, 1951, tar on cardboard, 22.25 x 15 in. 
 
AMERICAN INDIAN ARTIFACTS: 
 
Anonymous 
150. Axe head, ca.1400-1600 AD, carved stone, 4.5 x 3 x 1 in. Found by JW circa 1940 near large ceremonial 
mounds at what is now Etowah National Monument, near Cartersville, Georgia, on the former farm of his 
maternal grandparents. 
151. Pestle, ca. 1400-1600 AD, carved stone; 11 in. long, circumference 8 in. Found by JW circa 1940, also at 
what is now Etowah National Monument (see above). 
 
CONTEMPORARY FOLK ART:  
 
Leroy Almon 
152. Taking It Easy, early 1980s, painted wood relief, 16.25 x 18 x 1 in. 
 
Anonymous 
153. Three small snakes, late 20th century, carved and painted wood, dimensions variable from 5.75 to 27 in. 
long. 
 
Alan Bisbort (aka Meat Man) 
154. Untitled (meat car), ca. 1995, photocollage, 5.75 x 14.75 in. 
 
Minnie Black 
155. Cat, ca. 1990, painted gourd and mixed mediums, 8.5 x 18 x 11 in.  
156. Snake, ca. 1990, painted gourd and mixed mediums, 8.75 x 32 x 13.25 in.  
 
Georgia Blizzard 



157. Untitled (pot sculpted as androgynous figure), ca. 1983, ground-kiln-fired earthenware, 11.25 x 7 x 6 in. 
158. The Preyers, ca. 1990, clay, 10 x 8 x 8 in. 
159. Cry of the Wolf, 1994, clay, 8.5 x 6 x 5.5 in.  
160. Untitled (pot with interconnected human figures in relief), late 1980s, clay, 8 x 7 x 7.75 in.  
161. Evil Abounds, ca. 1990, clay, 8 x 5.75 x 5.25 in. 
162. Rattlers on a Rampage, ca.1990, clay, 9.5 x 6.5 x 6.75 in. 
163. Sweet is the Bleating of the Ewe and Lamb in the Meadow, ca. 1985, clay, 7.75 x 6.75 x 6.75 in. 
 
Vernon Burwell 
164. Happy, ca. 1984, painted concrete, 30 x 12 x 18 in. 
165. Bust of the county sheriff, ca. 1984, painted concrete, 17 x 11.5 x 7 in. 
166. Black and white cat, ca.1984, painted concrete, 17 x 9 x 12 in.  
 
Raymond Coins 
167. Adam and Eve, late 1980s, carved stone on wood base, 18 x 18 x 6 in. (including base). 
 
Sam Doyle 
168. Dr. Buz / Halo, early 1980s, housepaint on sheet metal, seashell, 25.75 x 24.75 x 2.5 in. 
169. Dr. Crow XIII, early 1980s, housepaint on sheet metal, 33.75 x 25.5 in. 
 
Bobby Ferguson 
170. Green jug with entwined snake in relief, 1995, clay, 9.5 x 7.25 x 7.5 in. 
 
Howard Finster 
171. Cold Drinks, c. late 1970s, enamel on sheet metal, 12 x 18 in. 
172. Untitled (cutout figure with upraised praying hand), c. 1984, enamel on plywood cutout, 46.5 x 26.5 in. 
173. The Duck Woman of Orpliss, c. 1984, enamel on plywood cutout, 46.25 x 25.25 in.  
174. Untitled (drawing for Jonathan Williams), 1985, ink on paper, 14.25 x 11.5 in.  
175. President of 1918 (painting #427), 1976, enamel and burn markings on wood, 6 x 6 in. 
 
Harold Garrison 
176. Cane with circle handle, early 1980s, carved wood, 43.5 x 6.75 in. 
 
Russell Gillespie 
177. Untitled (forest tableau with man fishing, miscellaneous wildlife), early 1980s, carved and stained wood, 
moss, string, stones and lichens, 17 x 18 x 11.5 in. 
178. Snake, 1980s, carved wood, 4 x 26 x 6.5 in. 
 
Denzil Goodpaster 
179. Woman with Snake (cane), ca. 1985, carved and painted wood, 33.5 x 2.25 x 7.5 in. 
 
Ralph Griffin 
180. Untitled (figure with striped outstretched arms), ca. 1990, painted wood, 41 x 42 x 11 in.  
181. Untitled (figure with blue face), ca. 1990, painted wood, 28 x 26.5 x 19.5 in. 
182. Untitled (large figure with upswept hair), ca. 1990, painted wood, 50.5 x 17 x 22.5 in.  
 
Dilmus Hall 
183. Cooking Hash, 1980s, ink and color pencil on paper, 9 x 11 in. 
184.The Moon, Yes the Moon, 1980s, ink and color pencil on paper, 11.5 x 11.75 in.  
 
James Harold Jennings 
185. Amazon, late 1980s, painted wood, 36 x 28.25 x 7.25 in. 
186., Bully Gits Sat On, ca. 1990, painted cutout wood construction, 15 x 10 x 3.75 in.  
187. James Harold Jennings (self-portrait with bus and bird), ca. 1990, painted wood, 19 x 24.75 x 5.5 in. 
188. Untitled (abstract composition), 1990s, painted cutout wood construction, 8 x 26 in.  
189. Untitled (log slab with black abstract patterns and “E3” inscription), painted wood, 67 x 6.75 x 3.5 in. 
190. Untitled (whirligig with two men and dancing woman), ca. 1990, painted wood, 30.5 x 19.25 x 4.5 in. 
191. Wild Woman Beats a Wild Man to Death, ca. 1990, painted wood, 18.75 x 9.5 x 3.75 in. 
192. Jargon Society sign, 1986, painted wood, (DIMENSIONS?). Courtesy of Thorns and Perry Craven, 



Winston-Salem, N.C. 
 
Clyde Jones 
193. Untitled (six buck deer heads), late 1980s, housepaint on board, 13 x 21 in. 
 
Eddie Owens Martin (aka St. EOM) 
194 (a-e). Five Pasaquoyan masks, early 1980s, painted concrete; dimensions vary between 14 and 6 in. in 
height and width. 
 
Carl McKenzie 
195. Devil Family with Serpent, early 1980s, carved and painted wood, metal wire, 16.5 x 16 x 4 in. 
 
Clete Meaders 
196. Mother-in-Law Jug, 1995, clay, 13 x 9.5 x 9.5 in. 
 
Lanier Meaders 
197. Face jug, ca. 1960, glazed earthenware, 9.25 x 7.5 x 7 in.  
 
Ruben A. Miller 
198. Blow Oskar, 1980s, painted cutout sheet metal, 30.75 x 10.25 in. 
199. Lord Love You (snake with devil horns), 1990s, painted cutout sheet metal, 14 x 48 in. 
200. Devil, 1990s, painted cutout sheet metal, 21.5 x 16 in. 
201. You Can’t Burn Me (U.S. Flag), 1990s, painted sheet metal, 23 x 32.25 in. 
202. Untitled (black figure with red hat), 1990, painted cutout sheet metal, 52 x 22.75 in.  
 
“Sister” Gertrude Morgan 
203. Jesus Blesses Little Children, ca. 1970s, ballpoint pen and crayon on paper, 13.25 x 16.25 in. 
 
Leroy Person 
204. Three snakes, ca. early 1980s, carved wood with crayon wax, metal screws, each approx. 3 x 12 x 3 in. 
205. Untitled (drawing with outlined wrenches), ca. early 1980s, crayon on corrugated cardboard with aluminum 
foil, 23 x 23 in. 
 
W.C. Rice 
2076. IN HELL (sign from Rice’s “Cross Garden” in Autauga County, Alabama), 1980s, painted sheet metal, 
10.25 x 19 x 3.25. 
 
Juanita Rogers 
207. Fat Albert, early 1980s, watercolor on paper, 15.25 x 11.75 in. 
208. Untitled (animal head), early 1980s, dried mud, cow bones, 6 x 7.25 x 6.5 in. 
 
Mary T. Smith 
209. FAMURY (sign from Smith’s yard show in Hazlehurst, Mississippi), 1980s, house paint on sheet metal, 
10.75 x 16.5 in. 
 
William Cook Stanton (aka “Brother Rat”) 
210. Snake cane, early 1980s, carved and painted wood, 38.25 x 6 x 3 in. 
 
Jimmy Lee Sudduth 
211. Untitled (woman wearing only shoes and socks), 1990s, painted sheet metal, 36.25 x 24.25 in. 
 
Mose Tolliver 
212. Blue Bird, ca. 1990, painted fiberboard, 12.25 x 16. 
213.Crucifixion, ca. 1990, housepaint on wood, 45.25 x 24.5 in. 
 
Edgar Tolson 
214. Expulsion (from “The Fall of Man” series), early 1970s, carved and painted wood, 16.75 x 22.5 x 8 in. 
 
Bill Traylor 



215. Untitled (terrapin), 1940s, ink, watercolor and pencil on cardboard, 24.5 x 21.75 in. 
 
Fred Webster 
216. Garden of Eden, late 1980s, paint and graphite on carved wood, 11 x 9.5 x 6.5 in. 
 
OTHER: 
217. Selection of books by Jonathan Williams and books published by the Jargon Press/Jargon Society, 1960-
2001. 


