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Caroline Jones saw a marketing opportunity. It was late 1969, and soul style 
had migrated from black African artists such as Miriam Makeba to American 
musicians and activists such as Nina Simone.1 Jones, a black advertising pioneer 
who had risen from secretary to creative director at J. Walter �ompson, had 
recently joined Zebra Associates, a �rm founded in 1969 as the �rst fully inte-
grated advertising �rm with black executives.2 In this context of heightened 
black visibility, Jones pitched a proposal to Clairol, the leading com pany in 
the US hair care industry. Zebra Associates’ focus was on the growing black 
consumer market (23 million  people, worth $30 billion in 1969), and Jones’s 
pitch to Clairol emphasized how the com pany could position itself as the �rst 
major mass market manufacturer to develop hair care products designed spe-
ci�cally for black consumers, particularly black  women.3 �e proposal includes 
a two- page history of black hair care in which Jones described black  women’s 
daily strug gle with hot combing, pressing, and curling. �is grueling ordeal 
was compounded by the fact that, in Jones’s words, no one cared: no large man-
ufacturer had ever developed a specialized product for black hair care. Clairol 
could be that com pany, Jones argued, by developing two product lines: one for 
straightened and pressed hair, and one for natu ral hair, including the Afro—an 
emerging, con temporary style that signaled, as she explained to the white Clai-
rol executives reading her proposal, both “black pride” and “heritage identity.”4

But, as Jones was careful to explain, the newer natu ral hairstyles still required a 
full line of products, beyond  simple shampoos and conditioners, to maintain.5

Jones’s marketing pitch, and the advertising scripts that accompanied it, em-
phasized the centrality of emotion in identifying, understanding, and appeal-
ing to black consumers. In describing black  women’s hair histories, Jones refers 
to their experiences of hair straightening as painful, anxious, and unpleasant; 
Clairol’s new line would, she argued, instill pride, con�dence, and trust, replac-
ing disappointment with dependability and reliability. In the classic narrative 

Introduction
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2  ·  Introduction

form of twentieth- century advertising, Jones describes the negative a�ects of 
consumer modernity while o�ering the com pany—in this case, Clairol—as 
the consumer’s friend, someone who would be at their side as advocate and 
champion, capable of instilling new, positive a�ective states.6 �e centrality of 
emotion in selling Clairol’s new hair care line is clear in the advertising copy. 
A four- color ad copy for the new line, Born Beautiful, from 1970 begins with 
an emphasis on how freedom feels: “Freedom is wearing a silk scarf around 
your neck, instead of your head. . . .  Freedom is riding in a convertible blowing 
the horn instead of your hair . . .  freedom is  going swimming with out a cap.”7

Here, Jones—an experienced copywriter— draws on over a half  century of ad-
vertising strategy in tying consumer products to the lo�ier ideals of contem-
poraneous social movements; in this case, as Jones fully intended, the copy’s 
reference to freedom is also a reference to the global black freedom movement, 
of which hair was a key signi�er.8

But product lines and their advertisers need a further ele ment in animat-
ing viewers’ emotional lives while situating their brand as the solution to con-
sumers’ needs. �e product needs a model: a living person who can imbue 
the product,  whether shampoo or chenille, with the a�ective qualities o�ered 
by the copy. In the case of Born Beautiful, one of Clairol’s models was Tracey 
Gayle Norman (�g. I.1). Norman was one of the early 1970s’ more successful 
models: she had been “discovered” by photographer Irving Penn, who booked 
her for a shoot with Italian Vogue at $1,500 a day, and who introduced her to 
agency director Zoltan Rendessy, a gay Hungarian refugee who opened his 
own modeling agency in 1970.9 Zoli specialized in nonconventional models, 
including black models such as Pat Cleveland, and he quickly signed Norman. 
Clairol was one of Norman’s most loyal clients, and her contract with them 
lasted six years.

Clairol loved Norman’s hair color, and the com pany developed a product 
to match it: Dark Auburn (box 512). During the period Norman modeled for 
Clairol, Dark Auburn was one of the com pany’s strongest- selling products in 
the Born Beautiful line, the African American hair care products category that 
Clairol had developed in the wake of Caroline Jones’s successful sales pitch. In 
�gure I.1, a color head shot of Norman dominates a Clairol one- step shampoo, 
conditioner, and hair color product box. Norman’s subdued makeup and so�ly 
coifed hair connote the “natu ral” beauty, elegance, and black respectability 
central to the product’s marketing campaign, as Clairol so�ened black nationa-
lism’s radical critique for implied middle- class consumer audiences through 
the rhe toric of hair. However, despite her success— Norman also did cata logue 
work and had contracts with Ultra Sheen Cosmetics— Norman’s modeling 
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career abruptly ended during a holiday shoot for Essence magazine. While Nor-
man was focused on her work with the photographer, she became aware that 
hair stylist André Douglas’s assistant and the Essence fashion and beauty editor 
Susan Taylor  were deep in conversation. Norman lost her concentration as the 
set became su�used with what she described as a negative energy. She worried 
that her world, in her words, “would come crashing down.”10

Norman had grown up in Newark, New Jersey, as a young gay man. By her 
teenage years, Norman was taking feminizing hormones and was immersed in 
Harlem’s gay ball  house culture, where she also learned to walk the runway, a 
training central to her  later success as a model. �is world, so memorably 

Fig. I.1  Tracey Norman, 
model, in Born Beautiful 
hair color product packaging 
(Clairol), c. 1975. Courtesy 
of Tracey Norman.
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documented by �lmmaker Jennie Livingston in her award- winning documen-
tary Paris Is Burning (1991), emerged in the 1960s as black and Latino gay men 
and trans  women developed their own culture of fashion fabulousness that was 
in de pen dent of the mostly white gay balls that had been part of New York’s gay 
scene since the 1930s.11 While on this Essence photography shoot, Douglas’s 
assistant recognized Norman as someone he had known as a boy in Newark, 
and outed Norman to Susan Taylor as trans, to use the con temporary term.12

�e photo graphs from that shoot  were never published, and Zoli and Clairol 
dropped her contract: Norman’s US modeling work evaporated.13 Like so many 
black models before her, Norman moved to Paris, where she eventually found 
work as a showroom model for Balenciaga.

�e Jones- Clairol- Norman collaboration illustrates many of this book’s cen-
tral themes. While Norman’s story as the US industry’s �rst known trans model 
is unique, the central role she played in lending her elegance and beauty to a 
consumer product is not.  Today, models are a ubiquitous �gure in twentieth- 
century commercial and popu lar culture. But this has not always been the case: 
their emerging centrality to strategies of cap i tal ist enticement has a history that 
began in the early twentieth  century. In the transition to a consumer economy 
in the early twentieth  century, the production of desire became central to the 
sale of goods. Cultural and business historians ranging from Jackson Lears to 
Davarian Baldwin have charted the US transition to what William Leach has 
memorably termed the “land of desire” in the early twentieth  century, identi-
fying the cultural intermediaries— photog raphers, art directors, beauty entre-
preneurs, and advertising executives— who brokered manufacturers’ pursuit of 
expanding markets.14  �ere has been less research, however, on the new forms 
of  labor that emerged in the US transition to a mass production economy, an 
economy that relied as much on distribution and consumption of goods as on 
their manufacture.15 �e work of copy editors, show win dow dressers, and art 
directors  were forms of  labor that required the production of speci�c emotional 
states in their viewers, commercialized feelings that  were a necessary prelude to 
sales. �e shi� to a mass production economy in the late nineteenth and early 
twentieth centuries necessitated the elaboration of new forms of  labor required 
to expand existing markets and build new ones.

�is book explores one aspect of a�ective  labor new to the early twentieth 
century but now seemingly ubiquitous: the work of the commercial model. 
Modeling is the quin tes sen tial occupation of a modern consumer economy, in 
which goods and ser vices are bought and sold through the medium of advertis-
ing and marketing; its history in the United States is deeply imbricated with 
the maturation of  these industries in the wake of World War I. Models,  whether 
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performing live or through repre sen ta tional distance, as in photographic mod-
eling, produce sales through the a�ective  labor of posing for the lens, or appearing 
with commodities in a real- time setting. �rough the medium of their bodies, 
models coproduce public feelings whose dominant meanings are  shaped by a 
commercial “common sense” naturalized by the other cultural intermediaries 
of modern consumer culture: photog raphers, art directors, fashion editors, 
apparel merchandisers, fashion show producers, and other marketing profes-
sionals. Models do the work of repre sen ta tion in capitalism’s dream worlds.

Sexuality is central to the power ful, a�ective mix through which models 
enliven material goods. Ever since the �rst mannequins, or “living models,” 
immigrated to New York from London in 1909, US merchandisers have re-
lied on corporeal display— and its photographic representation—to stage and 
activate consumer desire. �e modeling profession emerged around the time 
that merchandisers and psychologists began to sell not the product itself but 
the ine�able, a�ective bene�t that the product promised,  whether romance, 
sexual appeal, glamour, or, simply, plea sure. Sales unfold within an a�ective cir-
cuit linking producer, model, and consumer: as one commercial photographer 
bluntly noted of the model’s  labor in 1930, “She sells the stu� by making it 
desirable.”16 Modeling is a form of  labor in which the models and other cultural 
brokers transform subjective aspects of modern sel�ood— gesture, appearance, 
and presence— into immaterial goods, adding surplus value to manufactured 
products that are then purchased by  wholesale buyers or retail consumers. As 
we saw with Tracey Gayle Norman’s work with Clairol, commercial modeling 
o�en carries with it a sense of the beautiful to spark consumer desire, a gendered 
understanding of the beautiful that, in the context of heteronormative, un-
equal relations between men and  women, is o�en implicitly sexual as well— even 
if not always erotic. Gender, race, and sex become woven together in both 
repre sen ta tion and per for mance, as the model produces a form of managed, 
de-erotized, public sexuality. What is the nature of this form of public sexual-
ity, and what is its history? �is book seeks to answer this question through 
exploring the role of models and photography in the production of a managed, 
de- eroticized sexuality in the public sphere.

Historically, the display of the  human body in a commercial �eld has carried 
with it a challenge to bourgeois values— values that have sought to separate 
the market from sites of intimacy usually associated with the private sphere. 
�e model is a  human contact zone that brings together commercial transac-
tions, the feminized body, and a discourse of desire, desire for commodities and 
o�en for the model as well. It is for this reason that female models  were seen 
in the early twentieth  century as types of “public  women,” or prostitutes, for 
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their occupation tied the display of the female form to a commercial exchange. 
Models’ use of their bodies to wear or accompany commodities for sale in the 
marketplace brought together two types of problematic, and historically in-
tertwined, ways of seeing: the gaze of solicitation (in which the body and its 
ser vices represented the goods for sale) and the (related) gaze of erotic, o�en 
aestheticized appreciation. �is association between modeling and sex work 
was a major prob lem for twentieth- century merchandisers, as they needed to 
protect their brand identities from the illicit and immoral connotations of the 
public  woman. Although merchandisers needed emotion, including desire, to 
sell goods, at the same time, they needed to cordon o� their goods from the 
potentially explosive, immoral connotations of the model’s public display of 
the body. How would merchandisers and models produce a sexualized a�ect 
in relationship to the commodity form, while at the same time protecting the 
brand from what the implied bourgeois purchasers would �nd distasteful, sex-
ually inappropriate, or morally objectionable? �is was the challenge facing the 
modeling industry at its birth in the early twentieth  century.

�is challenge of containing, channeling, and directing the model’s sexual-
ity in relationship to the brand is one that a�ected white models and models of 
color in di� er ent ways. As I show throughout this book, the history of racism 
and the body meant that the historical meanings of leasing one’s body to the 
photographer, art director, or couture designer varied for black and white mod-
els. �e racial meanings of a pale, long- limbed beauty gliding across a couture 
salon in Edwardian New York or a black trans  woman modeling for Clairol in 
the early 1970s  were  shaped by a much longer history of racial, sexual, and gen-
dered meanings concerning the body on public display.  �ese racialized and 
gendered histories continued to shape the meanings of black and white mod-
eling throughout the twentieth  century and, indeed, into our own time. �e 
weight of this historical burden, however, has fallen unevenly on the shoulders 
of black models, whose history I explore with a par tic u lar focus throughout 
the book.

Managing Sexuality in the Modern Marketplace

�is book situates the development of modeling in relationship to the history 
of sexuality. �is is not a history of sexual object choices, nor the history of 
sexual categories, nor even the history of sexual communities or identities. 
Although my work is deeply indebted to scholarship in the history of sexuality in 
these areas, in this proj ect I historicize the relationship between sexuality and 
the market not in terms of prostitution but of an under- researched terrain: 
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a zone of commodi�ed sexual appeal that has emerged as a central aspect of 
modern marketing.17 Work! A Queer History of Modeling traces the emergence 
of a modern, commercialized sexuality that is relational in nature: indebted to 
the market and to the circulation of emotions among bodies, this type of mod-
ern sexuality depends on the movement of desire, glances, and goods across 
identities, sexual practices, and geographies. �is is the sexuality of the “It” girl 
and the “X”  factor: a modern, commercialized form of sexualized appeal that 
demands categorization even as it eludes it.

Models sell commodities by using their bodies to produce commercialized 
a�ect in relationship to speci�c goods. �e vehicle through which  these elu-
sive promises are made is the model’s per for mance of a new form of sexuality, 
one speci�c to the emerging mass culture industries of the early twentieth 
century and elaborated on in subsequent years. �e vari ous models discussed 
in this book— photographic models, stage models, cloak models, and fashion 
models— all played a central role in producing a zone of public discourse that 
linked gender, class, and racial meanings to commodity forms, and in which 
sexuality became inextricably linked to the marketing and sale of goods. �e 
public understanding of the vari ous versions of modeling outlined  here sug-
gests a larger story about the e�orts of cultural brokers to both draw on and 
contain the implicitly explosive sexuality of bodies on public display.

Work! A Queer History of Modeling charts how models, photog raphers, 
agents, and advertisers solved the prob lem posed by the model’s untoward 
erotic appeal through the production of a new type of managed, commercial-
ized sexuality. I show how over the course of the twentieth  century, models, 
photog raphers, couturiers, agents, and other cultural brokers distanced the 
work of the model from the problematic sexualities suggested by nineteenth- 
century public  women, particularly prostitutes—to use the contemporaneous 
term for sex workers. Merchandisers developed a new discourse of commercial 
attraction that channeled and contained the model’s sexual appeal in a manner 
familiar to twentieth- century culture industries or ga nized around the com-
modi�ed display of the female body. �e merchandizing of sexual appeal was 
a racial proj ect as well, as de�nitions of female beauty articulated on the stage, 
the catwalk, and the magazine page re ected and constructed a de�nition of 
“American” beauty that was both white and Anglo- Saxon. �e containment of 
the white female model’s sexuality implicitly established nonwhite models as 
the sexualized, racialized “other” through which white models’ other wise explo-
sive sexual appeal was sanitized and cleaned up for new consumer audiences. 
�is sanitized version of sexuality, so central to modern consumer culture, has 
a history densely interwoven with the modeling industry: pleas ur able to view, 
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yet curiously nonerotic, this manufactured appeal calls out to the viewer yet 
remains nonetheless inaccessible.

In his work on the Victorian barmaid, the historian Peter Bailey very use-
fully suggests a name for the oddly passionless version of modern sexual appeal: 
parasexuality.18 �e term combines two other wise discrete meanings, both of 
which rely on distance. First,  there is the pre�x meaning of “almost” or “be-
side,” as in “para legal” or “paramedic.” However, one also �nds the de�nition 
of “para-” as prevention against, as a prophylactic—as in “parachute.” �e term 
suggests a “sexuality that is deployed but contained, carefully channeled rather 
than fully discharged”; as Bailey argues, it’s the sexuality of “every thing but.”19

In historical terms, this is the sexuality of the pinup, the beefcake, the chorus 
girl— and the model, I would argue. Like  these modern types, models inhabit 
a zone of enhanced public visibility; they are available to the scrutinizing gaze 
while eluding its implied denouement— that is, sex. �e implied sexuality of 
the model, the �lm star, or the pinup is contained, as Bailey has discussed in 
relationship to the barmaid, through distance.20 Material or repre sen ta tional 
obstacles between the  bearer of parasexuality and the audience, such as the cat-
walk or the magazine page, work to protect the magical property that bears 
a close relationship to (and is sometimes synonymous with) glamour; at the 
same time, the distance heightens the desire for the elusive object— close yet 
so far. �e complex dance between corporeal display, public visibility, and the 
cordon sanitaire of the runway, the stage, or the printed page constitutes a type 
of managed sexuality that has proved central to the accelerated circulation of 
commodities in advanced cap i tal ist socie ties.

�is production of managed sexuality has been the model’s chief contribu-
tion to the mass merchandizing of goods since the �rst third of the twentieth 
century. All of the models discussed in this book produced and performed 
varying versions of corporeal display that  were historically overdetermined by 
dominant understandings concerning the meaning of unattached  women dis-
playing their bodies, in public, in commercialized settings. At the beginning 
stages of this pro cess of rendering female corporeal display safe for the com-
modi�cation of goods within a landscape of emerging mass consumer culture 
in the early twentieth  century, the model was indisputably seen as a sexually 
problematic �gure, kinswoman to the prostitute, the actress, and the bohemian 
(implicitly French) artist’s model. At the  later stages of this shi� from public 
woman to girl next door, however, by the World War II era, the model had 
been recast as a glamorous yet nonthreatening icon of modern beauty: her sex-
uality had been tamed, channeled, packaged, and racialized as a key ingredient 
of commercial marketing.
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Queer Feeling and the Market

Analytically, Work! A Queer History of Modeling brings together three scholarly 
�elds that are not usually in conversation with one another: queer theory, a�ect 
studies, and the history of capitalism. �is book is a queer history of the mod-
eling industry in a few di� er ent senses of the word. One is the old- fashioned 
meaning, from the seventeenth  century up through the early twentieth: queer as 
in out of alignment, odd, or strange. Using this earlier use of “queer” as peculiar 
or odd, the book does not follow a normative narrative history. I explore both 
fashion modeling and print modeling, crossing the bound aries between edi-
torial (high- end fashion) and commercial work, which I explore  here mostly 
through print advertising for consumer goods such as cigarettes, toothpaste, 
and wigs. Also, in my analy sis of fashion modeling, I sidestep the approach 
favored in the few popu lar histories of the �eld, which usually cover the same 
famous models, from (for example) interwar models Lee Miller and Muriel 
Maxwell to midcentury models Lisa Fonssagrives, Dovima, and Dorian Leigh 
and her  sister Suzy Parker— and then from the 1960s’ Twiggy to Veruschka 
and beyond.21 Although the book does includes some discussion of well- 
known models and photog raphers, in general terms I follow a more heterodox 
approach, one that investigates the histories of  those who occupied a nonnor-
mative relationship to an industry that has, historically, been one of the most 
conservative in relationship to race, gender, and sexual di�erence.

Second, this book is a queer history in the spirit of scholars such as Cathy 
Cohen, who have taken an intersectional approach in their critique of early 
queer theory’s investment in whiteness, while bringing together race and sexu-
ality in arguing for a de�nition of “queer” that creates an oppositional space in 
relation to dominant norms.22 Over the course of this book, I pursue an analytic 
focus on sexuality in the public sphere that foregrounds race alongside other 
vectors of di�erence; the nonnormative in relationship to the modeling indus-
try as a  whole o�ers a more nuanced portrait of its history than one or ga nized 
solely along sexual minority identity.

�at said, my book also includes a partial history of sexual and gender mi-
norities within the industry.  �ere is surprisingly  little research on the queer 
history of  either modeling or the fashion industry as a  whole, although the 
Fashion Institute of Technology’s exhibition, and  later book, of 2013 is a 
promising intervention.23 Queer is, among other  things, a historical term that 
emerged in the early twentieth  century to connote homo sexuality as a speci�c 
expression of the term’s older meaning as odd, bent, or peculiar.24 In the inter-
war years, “queer” was a derogatory term for gay men who performed a highly 
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vis i ble,  amboyant e�eminacy, and some of the historical �gures I discuss in 
this book  were certainly queer in this sense— Baron Adolph de Meyer is one 
example.

A third meaning of “queer,” emerging in the 1990s and still in place  today, is 
as an umbrella term that references nonnormative sexuality but that critiques 
stable identity formations such as “gay,” “lesbian,” “straight,” and so on. �is 
understanding, though somewhat presentist, describes the sexual histories and 
allegiances of still other �gures in this book, such as George Platt Lynes, for 
whom the word “gay” seems both inaccurate and presentist for other reasons. 
Viewed historically, the term “queer” emerged in public discourse during the 
McCarthy era, and while some homophile activists distanced themselves from 
the term,  others— such as Lincoln Kirstein— privately self- identi�ed as queer 
in order to distinguish their complicated sexuality from homophile respect-
ability. At times, in the absence of historical evidence regarding how histori-
cal actors would have described their own sexuality, I sometimes use the word 
“queer” as shorthand for the sexually nonnormative; my hope is that context 
will allow the reader to understand the moments in which I deploy this other-
wise presentist usage. It is worth stating that our current vocabulary remains 
inadequate to the task of understanding pre- Stonewall nonnormative sexuali-
ties, which historians continue to research and address.

When working with the term “queer” throughout this book, I attend to the 
post-1990s critique of the term as one that can elide di�erences in the pro cess 
of creating a seemingly unifying term. For de cades, queers of color have shown 
how the term “queer” erases intersectionality, particularly regarding race. Gloria 
Anzaldúa, writing over twenty years ago, argued, “Queer is used as a false uni-
fying umbrella which all ‘queers’ of all races, ethnicities, and classes are shoved 
under . . .  when we seek shelter  under it we must not forget that it homoge-
nizes, erases our di�erences.”25 Susan Stryker argued over ten years ago that “all 
too o�en queer remains a code word for ‘gay’ or ‘lesbian,’ ” with trans experience 
falling outside a lens that “privileges sexual orientation and sexual identity as 
the primary means of di�ering from heteronormativity.”26 I am using this older 
historiography to make a point: trans and queer of color critique concerning 
the racial, class, and gender biases of the term “queer” has been around for a 
very long time. While neither Anzaldúa nor Styker is ready to jettison the term, 
they warn of how queer as an umbrella term can shove trans  people and queers 
of color not  under the umbrella but  under the bus. �rough attention to his-
torical speci�city, my use of the term “queer” throughout this proj ect attends 
to racial and gender di�erence.
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�is book has been in uenced by scholarship over the past de cade in the 
history of emotions and in a�ect theory. Feelings, like attention, emerged as 
impor tant objects of commodi�cation for early twentieth- century merchan-
disers who had realized, along with the �rst generation of applied psycholo-
gists, that most purchasers  were every thing but rational when it came to buying 
goods. By the time psychologist Walter Dill Scott had published his �eory 
of Advertising in 1903, the culture brokers of American capitalism understood 
that—to quote one con temporary agency— “for  every act based upon reason-
ing we perform twenty acts as a result of our emotions.”27 �e merchandiser’s 
job required the production of emotion as the consumer engaged with the 
commodity or its repre sen ta tion. Historically, the model’s appearance in the 
salon or in the print advertisement staged a site for deep play: through the mod-
el’s a�ective  labor, in collaboration with the designer, photographer, editor, 
merchandiser, and other coproducers, commodities become imbricated with 
an orchestrated “look,” or “feel,” designed to produce sales. �e transformation 
of consumers’ emotions into sales can be understood as a form of commodi-
�ed public feeling central to consumer capitalism, and in this a�ective rela-
tionship with the pos si ble purchaser, the model becomes commercial feelings’ 
coproducer.

Outside of recent work on what Kathleen Barry has called the “wages of glam-
our” among  ight attendants, historians have been somewhat di�dent about ex-
ploring the histories of a�ective  labor.28 We  don’t know as much as we might 
wish concerning the history of how gender, sexuality, and race have come to-
gether to inform the a�ective  labor cir cuits of modern culture industries or ser-
vice work. In other �elds, particularly sociology, a�ect has emerged as a useful 
analytic category in understanding the immaterial  labor of con temporary aes-
thetic, or creative, economies.29 �e recent historiography on a�ect, emotion, 
and feeling is voluminous, and I have written about it elsewhere.30 For this 
proj ect, the vein of scholarship that has most  shaped my thinking about mod-
eling has been that concerned with po liti cal economy and the movement of 
emotions between bodies, rather than simply the a�ective potentiality within 
the individual body. In the wake of Arlie Hochschild’s groundbreaking early 
scholarship on the commodi�cation of feeling in the 1980s, recent work within 
sociology has turned more to Marx and less to Freud in understanding the eco-
nomic and po liti cal valences of a�ect as emotions in circulation between bod-
ies, with instrumental e�ects; an in uential example has been Michael Hardt’s 
concept of “a�ective” and “immaterial  labour” in analyzing con temporary cre-
ative industries.31 �is so cio log i cal lit er a ture in a�ect theory has not always 
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pursued an intersectional analy sis, one that considers race, ethnicity, sexual-
ity, and other vectors of di�erence while theorizing the a�ective. An excep-
tion is the work of Sara Ahmed, who has theorized not only a�ect as emotions 
circulating between bodies but also a�ect as a racial proj ect.32 I have turned 
to Ahmed’s work, as well as  those scholars working within American Studies’ 
public feelings networks, to bring a�ect as emotions circulating between bod-
ies, constituting publics, together with the history of racial formation in the 
United States.

Sociologists have found a�ect to be a useful analytic approach in making 
sense of the complexity of modeling, in which the model’s immaterial  labor 
does its work in both live, performative settings and also through photographic 
repre sen ta tion. Elizabeth Wissinger and Joanne Entwistle, in par tic u lar, have 
emphasized the centrality of a�ective  ows within the con temporary model-
ing industry. In their approach, a�ect works as an excess of energy and poten-
tial that explains how the ine�able and the embodied work together within 
the industry.33 As an analytic approach, a�ect enables scholars to account for 
energies and potentiality that bridge the catwalk and the magazine page, the 
designer and the consumer, the photographer and the model. For Wissinger, 
a�ect helps us understand the ine�able qualities encapsulated in the joint pro-
duction of the model’s “look,” the collective result of the immaterial  labor of 
models, photog raphers, editors, stylists, and  others in producing what sociolo-
gist Ashley Mears has called the model’s “personality, reputation, on- the- job 
per for mance (including how one photo graphs), and appearance.”34 As a histo-
rian, my main goal is to bring this analytic focus on a�ect into dialogue with 
historical questions concerning the intersectional history of the body and com-
mercial culture. My contribution to this lit er a ture is to both historicize models’ 
collaborative work in producing commercial a�ect and at the same time take 
account of how racial di�erence shapes the varied ways in which models’ a�ec-
tive  labor has been produced, circulated, and interpreted.

In a somewhat di� er ent approach, queer theory has also engaged in the 
a�ective turn.35 Ann Cvetkovich’s approach and methodology in an Archive of 
Feelings, as well as her  later work, has been especially in uential for this proj-
ect, as she ties questions of the archive— central to the work of historians—to 
everyday emotions and queer/feminist counterpublics.36 Cvetkovich, Heather 
Love, Jack Halberstam, José Esteban Muñoz, and Shane Vogel, among  others, 
have brought queer studies into conversation with both racial formation and 
a�ect theory through the key word of “feelings” rather than a�ect per se.37

None of this impor tant work, however, analyzes queer feeling through the 
market. Although my questions are more concerned with the production of 
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dominant narratives of commercial feeling, this impor tant work in building a 
vocabulary concerning what Kathleen Stewart has called “everyday a�ect” has 
been critical to historicizing the production and circulation of everyday feel-
ings in the public sphere.38 In this proj ect, I interpret modeling as a constella-
tion of racialized, queer practices performed and communicated across shi�ing 
borders of time and place, catwalks and magazine pages.

A�ect, as a potentiality and capacity that is both generated by bodies and 
exceeds them, may seem at �rst glance to exceed the speci�cs of a par tic u lar so-
cial identity. Indeed, one can argue that this is the precise reason for the recent 
“a�ective turn” in the humanities and social sciences: a�ect seems to promise 
an intensity that confounds the conscious mind, an autonomic remainder that 
in the view of some a�ect theorists is also a site of utopian potentiality precisely 
because of its unmappability. �e vein of a�ect theory that focuses on the indi-
vidual body’s production of the brie y unmappable a�ective intensity stresses 
the importance of this brief moment as a site of ethics, creativity, and tech-
nologies of the self. Yet while the promise of the a�ective is in its unscripted 
nature, it  doesn’t stay that way for long—in Brian Massumi’s interpretation, 
that unmapped moment is only a half second.39 In the meantime, marketing 
directs this a�ective intensity into a cognitive and corporeal script tied to spe-
ci�c products. �e work of the model is to use her body to produce an a�ec-
tive intensity for a potential purchaser; the goal of cultural intermediaries is 
to harness that a�ect for the purpose of building niche markets or ga nized for 
par tic u lar, historical, consumer audiences. We saw this with Caroline Jones’s 
marketing plan for Clairol: Born Beautiful’s product appeal, scripted through 
discourses of both freedom and respectability, came to life through model 
Tracey Norman’s a�ective engagement with both the product and the circum-
stances in which she was photographed, including the photographer’s stage 
directions, the feel of the studio, and the soundtrack or lack thereof. Work-
ing with Sara Ahmed’s di� er ent de�nition of a�ect as racialized emotions that 
move between bodies, we can see how a�ect can help us understand how a 
critical tool seemingly antithetical to social, po liti cal, and historical identities 
has been central to the work of both models and their a�ective coproducers.

In writing a history of the modeling industry, I contribute to the history 
of capitalism by investigating how historical formations of queer feeling have 
been tied to racial formation, the market, and consumer capitalism. In exploring 
the dystopic aspects of commercialized queer feeling, my work is in conversation 
with more recent work exploring the relationship between (homo)sexuality 
and normative practices regarding the markets and their global expansion. In 
this proj ect, I join a growing number of scholars who approach an analy sis of 
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capitalism through a queer lens. Rosemary Hennessey has asked in her work 
on sexual identities and the market, for example, how a�ect and sexual iden-
tity have been  shaped by the economic structures of capitalism, including 
wage  labor, commodity production, and consumption.40 �is work is in dia-
logue with a Marxist- inspired gay and lesbian historiography that has tied the 
emergence of modern sexual identity categories to the history of capitalism.41

Recent scholarship on sexual minority cultures and capitalism has critiqued 
the post-9/11 emergence of homonationalism and homonormativity, as well 
as US hegemony in shaping the circulation of global “gay and lesbian” iden-
tities, while still other research has explored the development of the gay and 
lesbian market in the recent past.42 Increasingly, scholars are beginning to tie 
together queer life and cap i tal ist formations in historical perspective, as recent 
work by David K. Johnson, Phil Tiemeyer, Miriam Frank, and Justin Bengry 
have shown.43

�e term “work” in this book’s title has dual references. It is a reminder to 
historians of capitalism that work has always unfolded outside sites of industrial 
production, and is always gendered and racialized. �e pro cess of transforming 
goods into commodities, or shi�ing use value into exchange value, has its own 
labor force, in which models play a key, though unacknowledged, role. Models’ 
a�ective  labor is central to the mysterious pro cess of transforming useful  things 
(clothing, for example) into commodities; through gesture, expression, move-
ment, and pose models create the commodity’s surplus value. In this book, I 
focus on the work involved not in the production of objects but instead in the 
production of commodities: that is to say, I examine models’ work in creating 
surplus value.

At the same time, “work” is also “werk”: the queer, racialized performativity 
of the sashay, the strut, the stroll, as in RuPaul’s low- camp Supermodel: You Bet-
ter Work (1991). �is is the work of “work it,” as in the model’s walk on the run-
way, or, to reach back still further in time, the streetwalker’s seductive display 
of her wares. �is bodily per for mance of spectacular femininity produces an af-
fective excess that, I suggest throughout this book, o�ers possibilities for both 
cap i tal ist dream worlds and for queer worldmaking. Surprisingly, even Marx, 
in theorizing how capitalism derives value from  things, found this transforma-
tion to be a mysterious and queer alchemy: as he wrote, the commodity “is a 
very queer  thing, abounding in metaphysical subtleties and theoretical nice-
ties.”44 Of course, Marx used the term “queer” in its nineteenth- century mean-
ing, as in odd, or crooked; indeed, other editions of Capital translate Marx’s 
term as “strange.” Yet this is the same meaning, of course, that came to de�ne 
those with nonnormative sexualities. Excessiveness—as an a�ective, sartorial, 
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and gestural performance— has signi�ed both the diva and gay femininities 
throughout most of the twentieth  century. Read as an analogue for Marx’s sur-
plus, excessiveness— a time- honored marker for camp—is itself a queer  thing 
indeed. “Work,” then, as a term, references both the a�ective  labor central to 
the production of surplus value and, at the same time, the excessiveness of o�en 
racialized queer performativity.

Work! A Queer History of Modeling charts the paradox of queerness at the 
center of cap i tal ist heteronormativity. �e model’s body has functioned as a 
transfer point for a series of  people and practices in the ser vice of both sales 
and queer worldmaking. �e aesthetic industries, including fashion and de-
sign, have historically been one site where gay men and lesbians have found 
some degree of social tolerance, and where they could build queer worlds while 
making a living shaping heteronormative cultural production. Black models, 
designers, and other cultural intermediaries in the parallel, Jim Crow, pre-
1970s modeling world have, in their very insistence on black beauty, challenged 
whitestream aesthetic hegemony. Modeling has historically brought together a 
network of cultural intermediaries whose practices, gestures, material choices, 
and aesthetic allegiances have been shadowed and  shaped by queer sensibilities. 
Whether throwing shade, overaccessorizing, or performing a�ectlessness, the 
modeling industry has long been a queer haven hiding in plain sight. As José 
Muñoz reminded us, the longer history of being open to attack has meant that 
queers have had to transfer knowledge covertly.45 Queerness has had to exist, 
historically, in innuendo,  eeting moments, gossip, and gesture—an ephemera 
of queer performativity that evaporates at the hint of exposure. �is cultural 
history has been  shaped not so much by sexual acts as by queer relationality to 
mainstream cultural objects, images, and a�ects. As I show, the modeling in-
dustry has been, historically, the site of a queer structure of feeling, one that— 
like all such structures—is also directly tied to the history of the market.

Work! A Queer History of Modeling pursues several narrative threads over 
the course of �ve chapters. I chart the history of a new form of sexuality in 
modern Amer i ca— a managed, de-eroticized form of sexuality central to mod-
ern capitalism. I show how this emerging form of sexual capital is racialized, 
and how black and white models have had to navigate this sexuality in di� er ent 
ways, and why. In focusing on the contributions of black models and sexual 
minority photog raphers, I o�er a queer history of the industry that emphasizes 
the central role of  these �gures in the history of twentieth- century capitalism. 
By historicizing models’ a�ective  labor, I show how the body’s production and 
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circulation of feeling has been commodi�ed, and made central to how eco-
nomic value accrues within commercial culture. Fi nally, I o�er an account of 
how queer and black cultural intermediaries have been central to capitalism; in 
this way, I provide one account of capitalism’s queer history.

In my �rst chapter, I chart the transition from the artist’s model to the com-
mercial model in the �rst de cades of the twentieth  century. I explore how trans-
formations in advertising and photography set the stage for an industry- wide 
shi� to working with models for commercial work, providing the foundation 
for the founding of the �rst modeling agency, the John Roberts Powers agency, 
in 1923. During the same years, photographer Baron de Meyer brought a queer, 
a�ective aesthetic to his work as Condé Nast’s �rst paid sta� photographer, 
where he transformed the visual discourse of fashion photography.  �ese shi�s 
in commercial photography drove the  labor demand for photographic mod-
els, whom the public saw as akin to prostitutes and chorus girls, working- class 
women on the make. Powers and his competitors, Harry Conover and Walter 
�ornton, cleaned up the model’s image, repackaging her other wise illicit sexual 
allure as clean Americana. �is sanitizing of the model’s sexual appeal is part of 
a larger transformation of female sexuality in the public sphere.

Chapter 2 explores the centrality of models to both US couture and to the 
American stage, which was a key site for the elaboration of modeling as a form 
of commercialized gender per for mance in the World War I years through the 
1920s. I focus on the �rst couturier mannequins in the United States, who emi-
grated as models for the couturier Lucile (Lady Du� Gordon), and who then 
became the �rst Ziegfeld showgirls when Lucile began designing costumes for 
the Ziegfeld Follies and other productions. During a period of intensive cul-
tural borrowing across the color line, this chapter reads the Ziegfeld models/
showgirls against the massively popu lar African American Irvin  C. Miller 
revue, Brown Skin Models (1925–55). While the stage models constructed and 
circulated a commodi�ed version of female sexuality,  these per for mances  were 
racial proj ects as well; the chapter shows how stage models consolidated con-
temporary discourses of Anglo- Saxon whiteness as well as negotiated compet-
ing claims of New Negro modernity.

Chapter 3 examines the queer production of modern glamour through the 
work of leading �gures of fashion photography from the 1930s through the 
early 1940s, all of whom knew each other intimately and  were connected through 
a transnational queer kinship network. �e photog raphers include George Platt 
Lynes, George Hoyningen- Huene, his lover and former model Horst P. Horst, 
and Cecil Beaton.  �ese photog raphers, who we would mostly describe as gay 
today, dominated the production of fashion images for Vogue, Harper’s Bazaar, 
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and Town and Country in the United States and Eu rope before World War 
II. �rough a focus on the model Ruth Ford, one of Lynes’s favorite models 
in the late 1930s, I show how this queer kinship network coproduced, with 
Ford, her “look,” thus launching her  career in the modeling industry, and 
later Hollywood. �e chapter considers notions of publics and queer counter-
publics in the years before Cold War antihomosexual panic, and the transfor-
mations in post– World War II fashion photography as Richard Avedon and 
Irving Penn rede�ned the �eld.

As the post– World War II prosperity unfolded, US merchandisers devel-
oped an interest in the “Negro market,” in the years before the civil rights move-
ment turned its attention to Madison Ave nue’s color line. Chapter 4 discusses 
black models who worked for the Brandford ( later, Watson) and Grace Del 
Marco agencies, the �rst black modeling agencies in the United States. �eir 
work unfolded in the context of an expansion of the black  middle class in the 
early post– World War II years, a growing a�uence that made consumer mar-
keting to black audiences more attractive to businesses willing to cross the color 
line by hiring black models for the �rst time. At the same time, however, black 
models worked within the shadow of a deeply entrenched history of racist 
repre sen ta tion of black bodies in American advertising. �is chapter explores 
the work of  these models and agencies in the period before the agencies agreed 
to book nonwhite models in the late 1960s.

�e book’s concluding chapter explores the modeling industry through the 
lens of the long 1970s and the relationship between modeling and some of 
the social changes wrought by this period of po liti cal upheaval. I explore the 
varied discourses of the natu ral, the real, and the au then tic within the mod-
eling industry between the mid-1960s and the early 1980s, when the rise of 
the “supermodel” transformed the profession. �is was a period of token racial 
integration in the modeling industry, with nonwhite models such as Kedakai 
Lipton and Naomi Sims winning lucrative modeling contracts. I examine  these 
models’ productions of femininity against the counterarchive of second- wave 
feminism, whose critiques of sexism shi�ed in  these years from a radical cri-
tique of militarism, racism, and capitalism to a cultural feminist cele bration 
of au then tic womanhood rooted in biological di�erence. Cultural feminists 
criticized the modeling industry and consumerism for producing an arti�cial, 
plastic, manufactured version of femininity; in contrast, they emphasized 
women’s biological di�erences, particularly the capacity to give birth, as the 
site of nature. I examine the costs of this de�nition of gender in relationship 
to the history of transfemininity, including within the modeling industry. �e 
feminist critique of market- in ected femininity as arti�cial and unnatural 
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problematically produced a competing set of gender ideals that saw femininity 
as biologically determined while at the same time underestimating the role of 
the market in shaping gender.

Models, Photography, and the Racialized History of the Body

Models’ a�ective  labor requires their work with the body, the material instru-
ment through which models generate sexuality, desire, and value. In my focus 
on models’ a�ective work, I o�er a contribution to the intersectional history 
of the body that has been unfolding for some de cades, in the wake of the 
En glish translation of Michel Foucault’s work on biopolitics, as well as the US 
historiography that this work engendered.46 As this scholarship has shown, 
the history of the twentieth- century body is inseparable from the much longer 
history of the Anglo- American racialized discourse of civilization, a discourse 
that is tied directly to histories of the body. Since the midnineteenth  century, 
photography has played a central role in lending its rhe toric of empiricism to 
these racializing proj ects. As photography pushed out pen- and- ink illustration 
in commercial and fashion advertising in the early twentieth  century, this lon-
ger history of racial formation, the body, and photography has come to haunt 
modeling’s visual and corporeal discourses throughout the twentieth  century, 
and indeed to our pres ent day. �is pernicious legacy concerning the relation-
ship between racism, visual culture, and the model body has inexorably  shaped 
how twentieth- century consumers, art directors, photog raphers, and other 
cultural intermediaries made sense of what they  were seeing and feeling in re-
lationship to the model event. �is is the racist legacy that black and other 
nonwhite models have had to confront, negotiate, and disrupt as part of the 
industry’s racialized body politics.

�e racial politics of the model body  were fully elaborated in the nineteenth 
century’s most ambitious research proj ect concerning  human and animal move-
ment, a photographic proj ect that was, quite likely, the �rst sponsored research 
proj ect in the history of the modern American university. Between 1884 and 1886, 
the photographer Eadweard Muybridge sequentially photographed ninety- �ve 
human and animal models performing a range of quotidian and exceptional 
movements, resulting in over 100,000 images and 781 published collotype 
plates containing more than 20,000 �gures of moving men,  women,  children, 
animals, and birds. Unfolding at the cusp of when the invention of the hal�one 
printing pro cess allowed the mass printing of photographic images for the �rst 
time, thereby enabling the photographic repre sen ta tion of the  human body in 
print advertising, the Muybridge proj ect is, in some ways, the beginning of the 
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modern modeling industry. While most of Muybridge’s  human models  were 
male students at the University of Pennsylvania, several of his female models 
were artist models whom Muybridge paid to demonstrate everyday activities 
accomplished with grace, poise, and a managed, gendered eroticism— precisely 
the ele ments of the parasexuality that  later came to dominate the commercial, 
photographic modeling industry. For example, Muybridge hired artist’s model 
Catherine Aimer for �ve hours on July 18, 1885, to undress and bathe and pour 
water over her head, dry herself, step out of the bath, and put on stockings— 
activities that could be read si mul ta neously as mundane or pornographic, 
depending on the context.47 In September 1885, Muybridge paid artist’s model 
Blanche Epler to walk up and down a short  ight of stairs with a  water ves-
sel (�g. I.2).48 �e female models, as well as the white male athletic models 
whom Muybridge also photographed,  were meant to represent ideal types: the 
ideal and the white are linked together in a normative understanding of racial 
hierarchy.49

�e history of scienti�c racism and photography is most clear in Muy-
bridge’s work with his male models, especially his photo graphs of Ben Bailey, 
a “mulatto” pugilist, and the only nonwhite model he worked with over the 
course of three years. During their work together, Bailey walked, ascended and 
descended stairs, struck a blow, and threw a rock for Muybridge’s cameras 
(�g. I.3).50 �ough Muybridge worked with ninety- �ve  human models, it was 
during his work with Bailey on June 2, 1885, that a key instrument of scien-
ti�c racism— the anthropometric grid— appears for the �rst time in American 
photography. First published in 1869 in the London- based Journal of the Eth-
nological Society, J. H. Lamprey’s new grid system promised a means of mea-
sur ing, photographing, and comparing racialized anatomies in the ser vice of 
British colonialism.51 Before this early summer day in 1885, Muybridge had 
photographed his subjects against a plain background;  a�er this day, however, 
all  were photographed against a �ve- centimeter grid of white strings, designed 
to allow racialized comparisons across body types. �is technology of visual 
empiricism arrived in the United States for the �rst time as part of Muybridge’s 
sponsored research, when he was photographing Ben Bailey; no doubt, the 
grid appeared through the intervention of his scienti�c supervisory commit-
tee, three of whose members  were found ers of the American Anthropometry 
Society, as well as key �gures in Anglo- American science’s e�orts to taxono-
mize racial di�erence.52

While it may seem that anthropological photo graphs  were a world away from 
the ways of seeing that captured the artist’s model or the fashion model,  these 
technologies and their histories are closely linked. Lamprey’s anthropometric 
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grid, a key technique for nineteenth- century race science, emerged from a 
much longer history of perspectival seeing in the visual arts, and was readily 
adapted to both aesthetic and scienti�c ends.53 Lamprey himself made the link-
ages between racialization, science, and aesthetics clear when he argued that 
the vertical silk lines would allow the comparison of height between, for exam-
ple, a “good acad emy �gure or model of six feet” with “a Malay of four feet eight 
in height.”54 In this one sentence, Lamprey uses the model to link the discourse 
of the �ne arts with that of Eu ro pean scienti�c racism. In American photogra-
phy, Muybridge’s multiyear proj ect was both an investigation into comparative 
racial anatomy— that is, scienti�c racism— and a proj ect designed for paint-
ers, sculptors, and  others viewing the body for aesthetic purposes: Muybridge’s 
studies of both  human and animal movement would be of value, he claimed, to 
both “the Scientist and the Artist.”55  �ese twinned histories of scienti�c and 
aesthetic ways of seeing, both of which  were imbricated in discourses of racial 
hierarchy, have continued to haunt the social meanings of the body on dis-
play. Racial meanings continue to shape how we understand the model’s body, 
whether in fashion, art, or consumer culture.

Fig. I.2  Blanche Epler modeling for Eadweard Muybridge. pl 504, Ascending and 
Descending Stairs (1887), cata log no. 2873, Archives Center, National Museum of 
American History, Smithsonian Institution, Washington, DC.
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Muybridge’s work at the University of Pennsylvania exempli�es another his-
torical thread haunting the history of the body within twentieth- century mod-
eling: the intersectional history of whiteness and the exemplary body. �e  ip 
side of Anglo- American racial investments in the nonwhite body concerned 
not the racialized other but the ideals of whiteness. Working with Muybridge’s 
proj ect again— merely as one example to describe the historical imbrication of 
photography, modeling, the history of the body, and white supremacy— most 
of the male models in Muybridge’s proj ect  were white, middle- class, male stu-
dents whose so- called feeble bodies  were just emerging as a site of concern 
for university administrators.56 Muybridge’s work documenting the ideal 
male, white body became an impor tant tool for a generation of amateur ath-
letic directors, physiologists, and hygiene experts, who, in the context of the 
late nineteenth  century’s xenophobic and racist discourses of civilizational de-
cline, used Muybridge’s photo graphs of male and female models to visualize 
ideal body types.57 As Carolyn de la Peña and Christina Cogdell have argued, 
reformers’ investment in the white, ideal body became central to the discourse 
of eugenics in the US context.58 Muybridge’s photo graphs of  these same male 

Fig. I.3  Ben Bailey modeling for Eadweard Muybridge. pl 6, Walking (1887), cata-
log no. 2430, Archives Center, National Museum of American History, Smithsonian 
Institution, Washington, DC.
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bodies, exemplifying the energetic rather than the enervated, o�ered models of 
ideal whiteness for anxious custodians of white Anglo- Saxon supremacy.

As this brief discussion suggests, Muybridge’s work shuttled between dis-
courses of the ideal and the typical model body. �is semantic overlap be-
tween the ideal and the typical continued into the twentieth  century, when the 
terms “normal” and “normality” emerged as racialized key words in American 
scienti�c and popu lar culture to de�ne both the typical and the ideal body. 
Although the idea of the norm has a much longer history, by the twentieth 
century normality no longer meant the average; rather, social science statistics, 
mass media, and the pressure to conform together rede�ned normality as a 
norm that anyone, theoretically, could pursue and achieve. As Julian Car ter 
and Anna Creadick have argued, normality emerged as a term that brought 
together the average and the ideal to describe the American body, mind, and 
character.59 Although theoretically this body eschewed identity categories such 
as race, sexuality, gender, and class, in fact social and life scientists developed 
the epistemological category of normality from data drawn largely from upper- 
middle- class, white, heterosexual male bodies. Whiteness and heterosexuality 
emerged as synonymous with normality within the twentieth- century social 
science surveys that together produced the average American. As Sarah Igo 
has argued in her analy sis of Robert and Helen Lynd’s ethnography of Muncie, 
Indiana, published as Middletown (1929), social science’s shi� from the 
Progressive Era’s “prob lem” populations of the poor, the immigrant, and the 
nonwhite to a focus on a “representative” community was achieved through 
a near- exclusive focus on white settler populations. “No longer  were ‘foreign 
ele ments’ or ‘Negroes’ deemed crucial to the study,” she argues. “Rather, they 
became hindrances to locating the typical.”60 By the post– World War II period, 
as David Serlin has shown, medical science joined with the extraordinary body 
to produce new hypernationalist narratives.61 Whiteness, heterosexuality, and 
able- bodiedness became embedded in the average, typical body over the course 
of the twentieth  century in ways that, as Julian Car ter has argued,  were signaled 
in “race- evasive codes”; as he argues, one of the hallmarks of modern whiteness 
was “the ability to construct and teach white racial meanings without appearing 
to do so.”62

We see the legacy of nineteenth- century racial science in the twentieth- 
century race- evasive codes of the modeling industry’s use of both the typical 
and the ideal body. Photographic modeling became the site of the “typical” 
body, where white, pretty, female models provided aspirational �ctions for 
white consumer audiences. Black models have been forced to navigate a racial-
ized landscape in which typicality has been a synonym for whiteness; as a 

218-77755_ch01_4P.indd   22 02/25/19   2:59 pm

22  ·  Introduction

We see the legacy of nineteenth-century racial science in the twentieth-
century race-evasive codes of the modeling industry’s use of both the typical 
and the ideal body. Photographic modeling became the site of the “typical” 
body, where white, pretty, female models provided aspirational �ctions for 
white consumer audiences. Black models have been forced to navigate a racial
ized landscape in which typicality has been a synonym for whiteness; as a 



Introduction  ·  23

result, they have been systematically barred from whitestream publications, 
unless appearing as exemplars of the exotic—or the aty pi cal. Fashion modeling 
became the site of the extraordinary body, where models of aty pi cal propor-
tions and features gained status— but  here, too, whiteness has been signaled 
in race- evasive codes that anchor racial meanings without appearing to do so. 
Over the next chapters, I show how, historically, the modeling industry’s racial 
history has unfolded in relationship to the model body.

Work! A Queer History of Modeling is framed by a number of historical ques-
tions concerning the relationship between the racialized body, sexuality, and 
the market. How can we understand the relationship between sexuality, pub-
lic culture, and racial formation as it has changed over time, in tandem with 
other developments in US history? What role has the market played in me-
diating  these relationships? How have commercial cultural brokers produced 
and managed speci�c feelings for commercial goods over time, and what roles 
have varying model types played in this history? What relation has this com-
mercialized a�ect had to consumer desire, and to sexuality itself ? Work! A 
Queer History of Modeling answers  these questions through tracing the history 
of this relationship between the body, commerce, and desire, and shows how 
social and cultural ideas concerning gender, race, the body, and sexuality have 
been queerly and historically imbricated with the market cultures of modern 
capitalism.
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