


170 | SX25 • “Call the Police. Call the Army. Call God. And Let’s Have One Helluva Big Story”

invisibility within which representation takes place. If there is a “visual turn in Caribbean 
studies,” as Wainwright suggests, I hope that the book and its insightful exploration here will 
further propel this movement.

I will begin my remarks by delineating some of my ambitions for the book, since knowl-
edge of its purview is also key to understanding what intentionally fell beyond its scope. In 
An Eye for the Tropics I set out to historicize how, since the late nineteenth century, tourism 
promoters in Jamaica and the Bahamas endeavored to create an ideal of the islands as tropical 
paradises, an image that was perpetuated in part through photographs. Promoters created the 
impression that these representations were natural images of natural paradises and the book 
sets out to deconstruct both of these constructions. Unlike other texts that offer more general-
ized considerations of what Edward Said described as the “latent” or unconscious workings of 
colonialism or imperialism, I aimed to trace precisely which image makers and representations 
were enlisted to meet the visual demands of tourism promoters, a group that included British 
colonial authorities, British and American corporations, and local white mercantile classes.1 
The book maps what I describe as a “body of intentions” that animated the creation and cir-
culation of these representations, the dream of the Caribbean that tourism interests attempted 
to conjure in the world of representation and beyond it, but could never quite secure.2

I open with an important caveat concerning the literal organizing frame of the book, 
because Richard Powell and Leon Wainwright suggest that in choosing this particular set of 
images the eye on the tropics as presented in the text may have been too narrowly focused. 
While Powell concedes that “on this collective, image-transfiguring venture most reason-
able people can agree,” he asks whether an exploration of “less conventional Atlantic basin 
landscapists” might have expanded the book’s tropical perspective. He also intimates that my 
interpretation of some of the visual images, namely American watercolorist Winslow Homer’s 
celebrated paintings and postcards of the fanciful Miss Nottage (a black Bahamian who regu-
larly dressed as the queen), did not delve into the ways that these artists’ practices intersected 
with, yet exceeded, a picturesque frame. The book leaves him with the impression that there is 
“little room for any interpretation other than a picturesque one.”An Eye for the Tropics attempts 
not to impose some monolithic way of interpreting the images but endeavors to document 
how tourism promoters aimed to construct a hegemonic way of seeing the islands, even as it 
delineates how this vision varied with producers and changed dramatically over time. Thus 
my interest in Homer is not on how his rendering of Caribbean light may be compared with 
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