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Preface e

Thee conceptual base for this study is an investigation of how women use photography as
aa social practice to establish identity. It developed in part from my research into the work
off early twentieth-century, Canadian women photographers where I was repeatedly struck
byy the commonality of issues and themes that arose from their imagery. The study is also
informedd by my own photographic practice and my work as an independent curator. I had
forr some time been conscious of the prevalence of identity issues in my own work and
thatt of many other women photographers, the most obvious example being a tendency
towardd self-portraiture. I decided to focus my attention upon four of the earliest recorded
Canadiann women photographers for whom significant bodies of work are available: Mattiee Gunterman, Geraldine Moodie, Ruby Gordon Peterkin and Etta Sparks. I chose these
womenn because they are representative of the ways in which women used photography in
thee early years of the twentieth century. Mattie Gunterman was a committed and talented
amateurr who explored identity through the creation of a visual narrative within the formatt of the family album. Geraldine Moodie was a career photographer whose work shows
howw women were able to establish identity through practice as a professional. Nursing
sisterss Ruby Gordon Peterkin and Etta Sparks represent those many women photographerss whose work lies in attics and archives, to date unrecognized and often unseen. Both
Sparkss and Peterkin were amateurs who used photography both to create identity and,
likee contemporary tourists, to situate themselves in an alien environment.
Griseldaa Pollock (1988) points out that feminist theory gives women a new freedom to
intervenee in art history in a more personal, autobiographical way if it is called for. In this
study,, I take full advantage of that freedom. The choice of the photographers was also a
personall one. Geraldine Moodie lived in Battleford; the capital of what was then Canada's
Northh West Territories and between 1905 and 1906 ran a successful, commercial photographyy studio there. North Battleford, my birthplace and hometown, lies only a kilometer or
twoo distant on the other side of the North Saskatchewan River. Fort Battleford, the North
Westt Mounted Police post where John and Geraldine Moodie were stationed, was the first
subjectt of my early studies in Canadian history. Mattie Gunterman was familiar to me as
welll through the Photographers Gallery, Saskatoon, where I was an active board member
whenn the Gallery mounted the first exhibition of her work in the 1970s. I discovered the
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Firstt World War photograph albums of Ruby Gordon Peterkin and Etta Sparks while workingg as a researcher at the National Archives of Canada in Ottawa in the mid 1990s.
Ass Mieke Bal (2002) warned, I had to "travel" to complete this study. I carried out extensivee archival research at numerous cultural institutions including the National Archives
off Canada, the National Gallery of Canada, the Royal Canadian Mounted Police Archives
andd the Canadian War Museum, all in Ottawa. In Saskatchewan I also visited the Canadian
Mountedd Police Museum in Regina, the Fred Light Museum in Battleford and the Photographerss Gallery in Saskatoon. Several trips to England allowed me to visit related exhibitions
andd access collections at the British Museum, the Photographers Gallery, the Imperial War
Museumm and the Victoria and Albert Museum, all in London.
Muchh of my work as a scholar has centered on photography, its history and the theory
thatt informs it. Over the past twenty-two years, I have taught numerous courses in photographyy and photographic history and theory at the University of Manitoba, the University
off Ottawa, Carleton University and the University of Saskatchewan in Saskatoon. My practicee as an independent curator has also informed this research and my understanding of
photography.. Among other things, my experience includes the curating and production
off two photographic exhibitions for the National Archives of Canada: Reminiscences of a
RoyalRoyal Exile: The Dutch Royal Family in Wartime Ottawa and Underground Photographer: Liberationeration of Holland in Photographs by Kryn Taconis. These exhibitions were featured as part of
thee Victory Spring celebrations in Ottawa and later toured in Europe.
Myy travels have taken me back and forth between research and practice, all informed
byy theory drawn from cultural analysis. I have sifted through boxes, read books, studied
exhibitions,, gone to conferences, given papers, asked questions and talked with photographerss and theorists. While one destination, the completion of this study, has now been
reached,, my journey is far from over. My fascination with photography's rich mine of
culturall analysis continues to grow, fed as it is by a seemingly endless flow of images
fromm both past and present, each of which, to varying degrees, offers sites of puzzlement,
stimulationn and challenge. As Susan Sontag (1978) so astutely observed, given enough
time,, all photographs become equally important.
IX X

Photography,, Women & Identity
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too explain the role of women in the history of photography, little has been published about
thee role of women in photography in Canada at the turn of the twentieth century. To date,
thee early photographic canon in Canada described by photo historians Ralph Greenhill
andd Andrew Birrell (1979) is a mainly patriarchal overview dominated by the exploits of
explorerss photographing in the public domain, ft also includes photo archivist Stanley
Triggs'' examination (1985) of the studio practice of the icon of early Canadian photography,, William Notman. Many of the images made during this period also feature what are
noww problematic representations of "the Natives" as other.'
fnn contrast, this study examines how women as photographic practitioners created a
narrativee through their visual images, despite the hegemonic discourses by which they
weree surrounded, f develop the argument that photographs by women at the turn of the
twentiethh century were more than simply pictorial studies. Their images can be seen as a
genderedd social practice that explores and establishes identity. 3 This study provides a revisionistt presentation of women's contribution to the history of photography in Canada. I
arguee that despite their marginalization, women played a significant role in the developmentt of photography in Canada and that through revisionist intervention in the histories
off art, their work can be analyzed as social practice. My research examines how Canadian

11 The terminology used to address
Indigenouss people in this study
willl effect contemporary usage
thatt interchanges the following
terms:: Aboriginal, Native people,
indigenouss people and First
Nationss people. The term Indian
willl be used in historical context
too reflect the image of Native
peoplee by non-Native people. I
heree acknowledge the direction of
Dr.. Ruth Phillips, Canada Research
Chairr in Modern Culture, Carleton
Universityy See Phillips (1997)
(1999);; Berlo and Phillips (1998:1819).. See also Francis (1992: 9).
22 Social practice is defined as
ann activity or ritual of society
reflectivee of social history and
usedd in this study to describe the
processs of photography rather
thann elevating the end product,
thee photograph, to the status of an
artt object. Ritual is defined by the

OxfordOxford English Reference Dictionary

(1996)) as a prescribed order o(
performingg rites and a procedure
thatt is regularly followed.

womenn used photography as a social practice to establish identity. It uses theories and
practicess drawn from cultural analysis and deals with issues related to gender, identity,
postt colonialism, tourism and travel.
Afterr compiling a list of professional and amateur women photographers working in
Canadaa from 1880 to 1920, I have chosen to examine the work of a representative four:
MattieGuntermann (1854-1945), Geraldine Moodie (1872-1945), Ruby Gordon Peterkin (18871961)) and Etta Sparks (1879-1917). These women serve as case studies to illustrate aspects
off the role of women in the development of photography in Canada. Gunterman is consideredd as an amateur practitioner, while Moodie is repositioned as a professional. Both
Peterkinn and Sparks represent how photography can be used as tool for the situating of
self;; specifically, they pictured themselves as professional nursing sisters while serving
overseas.. They also signify the traveller and tourist who use the camera to create picturesquee views for their photo albums.
33 Bal (2001) defines cultural
analysiss as the study of an object
usuallyy taken from the past that is
analyzedd in the present based on
thee interdisciplinary use of theory
andd close reading,
44 1 will further explain the method
off how to "read" the photographs
inn the final section of this Introduction. .
55 See Berger (1972) and Mulvey
(1975)) on the male gaze. See Cowie
(1978)) on woman as sign.

Myy methodology is informed by the practice of cultural analysis as defined by Mieke
Bal.'' First, I analyze by completing close reading of each photograph selected and then considerr concepts and theories that can be related to it.4 In other words, I first examine what is
framedd and then pull back to examine the framer in relationship to theoretical discourse.
Too further inform my readings of the images in the chapters ahead I have also consideredd Kaja Silverman's Lacanian analysis of the gaze as camera that "puts us in the picture"
(1996:168).. This I have reversed to use the camera as gaze. Gunterman, Moodie, Peterkin
andd Sparks all used the camera's gaze to put themselves in the picture. I argue that these
fourr women gained a limited kind of control by framing the world through the viewfinder.
Myy analysis of photographs also includes consideration of concepts such woman as sign,
thee male gaze, album as representative discourse, the colonizing gaze, mise-en-scène and
thee picturesque.
Inn Chapter One, I position Mattie Gunterman's photographs as a form of representationall discourse within the context of the family album and the practice of amateur
womenn photographers. Gunterman's relationship to Nature is explored, as well as the theatricalityy of her images. I also examine the existence of and the necessity for alternative
productionss of personal narrative such as the family photograph album. Marianne Hirsch'ss Family Frames, related to self-portraiture and the creation of family albums, informs
thee analysis of the photographs. The concepts of "male gaze" and "woman as sign" are significantt in the reading of Gunterman's visual narratives/ In his book Ways of Seeing, John
Bergerr presented the gaze as masculine, arguing that there is a gender difference between
thee "surveyor and the surveyed ... one might simplify this by saying men act and women
appear"(i972:: 46). Feminist film theory presents a theoretical analysis of gaze and spectatorshipp beginning with Laura Mulvey's seminal essay, "Visual Pleasure and Narrative
Cinema,"" which depicts patriarchal society as being "split between active/male and passive/female"" (1975: 366). Mulvey's study points out the role of women as spectacle rather
XI I

thann as the spectator. Elizabeth Cowie's founding theorization of the concept "woman as
sign,"" developed in 1978, illustrates how women have been reduced to visual icons or signifiess of masculine desire."
Chapterr Two analyzes the photographs made by Geraldine Moodie, a professional
photographerr with a privileged point of entry to the community of Indigenous people at
thee beginning of the twentieth century. I explore the relationship between self and other,
usingg as subject the photographing of a colonized group of Indigenous peoples by Moodie,
aa Euro-Canadian woman, herself, simultaneously, a representative of both other and self.
Heree I focus the reading of images on Moodie's powerful portraits of Inuit, particularly
herr mother and child images, made between 1904 and 1909 in what is now the Canadian
territoryy of Nunavut.7 Chapter Three examines the construction of photo-narrative and
howw Gunterman used her photography albums as a frame to produce a self-aware spectacle."" I read a selection of Gunterman's self-portraits to establish how she re-signed herself
ass a self-sufficient pioneer woman.
Chapterr Four considers issues related the way in which Canada's First Peoples were
represented.. Here I return again to Moodies' photographs and further explore the concept
off the colonizing camera. Her work is compared to that of other so-called "shadowcatchers,"" including Edward Curtis. I also consider her images in relationship to other women
photographerss who made portraits of Aboriginal people including Gertrude Kasebier and
me.. Reading National Geographic (1993), by the sociologist Jane Collins and the anthropologistt Catherine Lutz, informs the reading of Moodie's photographs of Native people."
Concernedd with examining how "lines of sight" are evident in photographs of non-Westernn and non-dominant cultures, Lutz and Collins argue that these images are not merely
representationss of the exotic other but are important sites at which many gazes intersect.
Theirr chapter "The Photograph as an Intersection of Gazes" is relevant to this study as it
exploress the significance of "gaze" for intercultural relations. According to Lutz and Collins:

Chapterr Five analyzes the photographic albums of Ruby Gordon Peterkin and Etta Sparks,
twoo Canadian army nurses stationed overseas during the First World War. I examine
howw identity is created and sustained by the photographic documentation of their wartimee service and its contrast to their picturesque tourist snapshots. It also considers the
albumm as representational discourse and the framing of the picturesque by the tourist
andd traveller. Chapter Six examines the positioning, representation and contextualization
off women in photography in Canada during the period from 1880-1920. This discussionn focuses on the change from amateur to professional photographer and outlines the

66 Other key theorists and writers
citedd in ch. 1 include Silverman
(1996)) Bal (1991), Cherry (1993)
(2000),, Culler (1988), Barthes
(1981),, Butler {1999 [1990]), Riviere
(ig86[i929]).. Pollock and Cherry
(1988)) Parker and Pollock (1989)
Belofff (1985). Hirsch (1994),
Sontagg {1982), Stewart (1984), Tagg
(1993(1988]).. Snyder (1994} and Van
Alphenn (1993).

77 Theorists and writers inform
ingg ch. 2 include Barthes (1981),
Solomon-Godeauu (1992), Spivak
(1988),, Fabian (1983}, Said (1979),
Whitee (1998}. Silverman (1996).
Ball (1996), (2001}, Hirsch (1997),
Masonn (1990), Sekula (1993) and
Taggg (1993(1988]).
88 Theorists and writers drawn
onn for ch. 3 include Rose (1984).
Silvermann (1996), Holland, (1991),
Robideauu (1989) Hirsch, Sontag
(1978)) and Jussim (1989).

99 Moodies1 approach is also
consideredd in relation to issues of
post-coloniall representation and
photographyy as raised cultural
theoristss and photo-theorists
includingg Bal (1996), Culler (1988),
Derridaa (1967) Spivak (1976) (1988)
Saidd (1978), Barthes, Verhoeff
(2002)) and Sontag (1978).

ïoo Art historian Deborah Cherry's
bookk Painting Women: Victorian
Womenn Artists (1993) provides
aa significant model forch. 6
throughh its examination of the
relationshipp between social
historyy and the role of Victorian
womenn in the arts as it pertains
too the establishment of a profes
sionall identity. The work of
culturall theorist Marianne Hirsch
informss the discussion of the
familyy album.
111 See Berger (1972) on the male
gazee and Cowie (1978) for woman
ass sign. Other theorists and writ
erss cited in ch. 6 include Bal (1996),
Butler(i999[i99o]),, Cherry (1993),
Pollockk (1999) Parker and Pollock
(1989)) and Tagg(i993[i983l)-

122 For an overview of feminist art
historyy and its relationship to art
historyy see Tickner (1988).

133 This study is informed by the
writingss of a number of cultural
theoristss including Griselda Pol
lock,, Deborah Cherry and Janet
Wolff.. Important groundwork was
undertakenn by the "first genera
rion"rion" of feminist art historians
whoo recovered and documented
thee names and biographical facts
off women artists and photogra
pherss in an attempt to resituate
themm within the history of pho
tography. .

144 For the complete development of
thesee issues, see Pollock (1988:1 17).

factorss of resistance or marginalization, which women photographers faced. The chapter
iss divided into two basic elements: amateurs and their entrance to photography, support
systemss and areas of production; and professionals and their context and production.'"
Conceptss of the "male gaze" and "women as sign" are related to the photographs that
aree read.11
ARTT AS SOCIAL PRACTICE
Myy study examines how Mattie Gunterman, Geraldine Moodie, Ruby Gordon Peterkin
andd Etta Sparks used photography as social practice. It compares and contrasts the photographicc practices of these four women while positioning them within a larger framework
thatt examines the relationship between women and photography in Canada. First, I want
too frame the idea of art, and specifically photography, as social practice. The significance
off visual literacy and the reading of photographs will follow.
Britishh art historians Griselda Pollock and Deborah Cherry are among the "second
generation"" of feminist art historians who have moved beyond the collection of data to
thee application of new methodologies in analyzing women's art and to a deconstruction
off structures used in mainstream art history." Pollock states that historical recovery in
itselff is insufficient (1988:55). Both Pollock and her colleague, art historian Rozsika Parker,
arguee that historical recovery must be part of a complete process that is accompanied by
thee deconstruction of existing discourses and practices of art history (1989:49). This study
goess beyond the historical recovery of photographs made by women at the turn of the twentiethh century to analyze and examine their work as a form of gendered social practice.
Centrall to Pollock and Parker's argument, and to those of other theorists such as Wolff,
iss the view that art is a social practice." As one of the early arguments for the social nature
off the arts which deconstructed the myth of artistic genius, The Social Production of Art
(1981)) Wolff argues for a more sociological perspective: "against the romantic and mysticall notion of art as the creation of'genius,' transcending existence, society and time, and
arguess that it is rather the complex construction of a number of real, historical factors"
(1).. In addition to this view, another of Wolff's key issues is the marginalization of women,
bothh in the arts and their broader social life. She observes that the work of women and men
iss significantly different; a fact that is gaining increasing attention as part of the study of
thee sociology of art (43).
Inn Vision St Difference: Femininity, Feminism and the Histories of Art (1988), Pollock
presentss a series of influential yet controversial essays in which she draws from Marxist,, psychoanalytic and deconstructionist theories to present "feminist interventions"
inn mainstream art history. Pollock traces the development of feminist art history and
arguess that simply adding women to art history is not the same as producing a feminist
artt history.14 Pollock contends that sexual difference results from social conditioning.
Shee therefore rejects the traditional art historical methodology, instead suggesting a
xm m

feministt approach where issues such as woman as sign are analyzed as reflective of their
sociall historical context. In keeping with these ideas, this study employs four central
themes,, identity, personal narrative, situating or locating self and the relationship between
selff and other, to examine photography as social practice and explore the framing of self.
Thesee four themes are interwoven throughout the chapters to follow.

PHOTOGRAPHYY AS SOCIAL PRACTICE
Inn addition to cultural theorists such as Pollock, my study looks to the writings of a group
off photo-theorists, many of whom, like Abigail Solomon-Godeau, work from a revisionistt position. Solomon-Godeau, one of the few, second generation, feminist critics writing
directlyy about photography, echoes Pollock's assertion that traditional art history adheres
too a patriarchal system. She states that the canon of photography "unsurprisingly, [is] officiallyy (his) story. It must therefore be the task of the feminist photography critic to revise
it"" (1991: xxxiv). In Photography at the Dock: Essays on Photographic History, Institutions, and
PracticesPractices (1991), Solomon-Godeau critiques the representation of the photographic image
ass art object or document. Her argument utilizes postmodern and poststructuralist theoryy to challenge traditional notions of the documentary nature of photography and its
elevationn to High Art. A final section of her book, titled Photography and Sexual Difference,
bringss together three key essays on women and photography." This series of essays has
155 See Solomon-Godeau "Reconsideringg Erotic Photography:
beenn cited by the noted art historian Linda Nochlin as being seminal in its contribution
Notess fora Project of Historical
Salvage,"" (1991: 220-237). "Just Like
too the ongoing cultural critique of photography. Solomon-Godeau raises a fundamenaa Woman," (1991: 238-255), and
tall question, "that a gendering of photographic discourse suggests: what, if anything,
"Sexuall Difference: Both Sides of
thee
Camera" (1991: 256-280).
changess when it is a woman who wields the camera? "(257). This question is considered
inn the textual readings in my study of the photographs of Gunterman in Chapter Two and
Moodiee in Chapter Three.
Gunterman'ss construction of family albums is the creation of a personal, visual narrative.. Photographer Jo Spence and film-maker Patricia Holland bring together a number
off essays dealing with the construction of such personal narrative in Family Snaps: The
MeaningMeaning of Domestic Photography. In this collection they argue that photographs in family
albumss are double-coded, that while to the outsider they function as social document, to
thee family member they are frozen memories. Holland explains:
••

Thiss notion of the construction of identity and a search for a real or true identity infiltrates
alll the chapters in this study.
xiv v

Thee idea of photography as social practice rather than art object challenges the traditionall photographic canon and its commitment to standards of connoisseurship. Writer
andd curator Carol Squiers (1990) points out that until the 1970s, the debate on photographyy focused on the question of raising its status to that of an art form. Squiers provides
contextt arguing that photographers who sought to express a " private vision, either by
makingg visual metaphors for their emotions and psychology or by seeking to reveal in picturess truths about the state of mankind, assiduously distanced themselves from the image
makerss who trafficked primarily in commercial rather than the pure realms of personal
photography"" (9). Critics, gatekeepers and the media shared this vision of the medium
andd used their considerable influence to assist in positioning these practitioners in the
photographicc canon.

166 These concepts are discussed

Europeann thinkers such as Walter Benjamin and Roland Barthes, whose ideas began to
influencee a variety of theoretical writings on arts, culture and politics, further fuelled the
debate.. Benjamin produced a number of seminal works on photographic theory between
thee two world wars. In the widely cited essay "Art in the Age of Mechanical Reproduction,"
firstfirst published in 1936, he set the stage for the medium to be seen as a democratized art
formm that moved away from the aura of the art object. Benjamin and Barthes inspired the
contemporaryy American thinker and writer Susan Sontag. Profoundly influential, Barthes'' reflections on the power of the family photograph in his book Camera Lucida (1981)
aree based on the identification of two elements or themes, studium and punctum, which he
claims may be present in a photograph (26). "Sontag introduced the ideas of these Europeann intellectuals to North America through a series of essays in which she re-presented
themm in language more accessible to the general public. In her book, On Photography,
Sontagg outlines Benjamin's reflections upon the relationship between the mass reproductionn of imagery and its spiritual effect. Benjamin states that the changes brought about to
artt through mass visual reproduction link it to revolutionary and social movements. He
goess on to argue that it would be easier to convey messages about social concerns advocatingg change if a less elite art form such as photography was used. As established in the
openingg quotation by the British writer, Lady Elizabeth Eastlake, photography was an
accessiblee and versatile medium of communication that was more than just "a vehicle for
artistss but also a tool with endless potential uses — for commemoration, informationgathering,, surveillance, and profit" (Squiers 1990: 9).
Squierss also points out that photographic history was slow to be influenced; in the
pastt twenty years, however, there has been a movement by a growing number of writers
—— Rosalind Krauss, Douglas Crimp, Martha Rosier, Allan Sekula, Victor Burgin and John
Taggg among others — toward re-assessing the medium in relationship to social history,
gender,, identity and post-colonialism issues raised by Semiotics, Structuralism, Marxism,, Psychoanalytic theory and Post-Structuralist thought (12).
Likee Sontag, writer Allan Sekula was also influenced by the writings of Barthes,
xv v

andd his essay "On the Invention of Photographic Meaning" was published in Artforum
inn 1975. Sekula, in common with Barthes, thought that photographs should be read as
culturall images, not merely aesthetic objects or documentary pictures. He argued for a
photographicc discourse that would provide "a system within which culture harnesses
photographss to various representational tasks" (1975: 455). Sekula's article presented a
significantt challenge to the photographic canon and became a key reference in the reconsiderationn of the status of the photograph. Squiers concurs:
••

Citingg weddings as an example, Tagg examines how photographic practice has become
partt of many of the social rituals that it records. Arguing that the social function of the
photographh is its value, or currency, he writes:

Americann art historian Rosalind Krauss also considers photography as social practice and
citess sociologist Pierre Bourdieu, who published his own examination of these ideas, Un
artart mot/en, in 1965.
Bourdieuu begins his analysis by defining photography as art moyen, a practice carried
outt by the ordinary person that must be defined in terms of its social practice. Bourdieu
definess these functions as relating to the structure of the family in the modern world, with
thee family photograph serving as an index or evidence of its unity, that is, the family's but
thatt at the same time is also a tool in the production of that unity. Rosalind Krauss expands
thiss argument:

Thiss examination of family photography as social practice informs both Chapters One
andd Three in which I consider the personal narratives of Gunterman as representational
discourse. .
Thee concept of photography as social practice that emphasizes photography as a tool
ratherr than an art form is an appropriate one to use for this study. Neither Gunterman,
vvi i

Moodie,, Peterkin nor Sparks sought to be artists, nor did any of them consider themselves
too be one. Instead they used the camera for other purposes. All four women used photographyy to explore identity and personal narrative, to situate themselves or to examine the
relationshipp between self and other. Their images will be read as evidence in the chapters
too follow.
PLAYINGG THE VISUAL LITERACY GAME

177 See Bai (1991) (2004) and W.J.T.
Mitchelll (2005) on reading images

Whatt does it mean to "read" a photograph? Because of its representational and documentaryy qualities, photography has been a controversial medium since its earliest days. My
interestt in photography relates to the belief that photography is a social practice that can
bee read like a text to provide, among other things, information about the social and historicall context in which an image was made. The act of reading a photograph is the final
actt of a collaboration in which the photographer creates the image and the viewer decodes
it.177 To read a photograph, one accepts that an image can be viewed as a visual text. The
imagee must be examined closely, and a detailed analysis made of the information or signs
itt contains. It can then be considered in relationship to related concepts and theory. It
mustt be stressed here that the image must be allowed to have its voice as part of the interactionn with the theory that is used to analyze it. This is a significant step in the practice of
culturall analysis as described by Mieke Bal, who explains:
too which the thi
ii ule that I haveimpo

188 See Silverman (1983) for a semi
nall study on Semiotics.

Thiss quotation has been a key guide for me. Throughout my writing of this study, I have
takenn care always to be mindful of "allowing] the object to speak back."
Thee reading of photographic images is informed by Semiotics, the study of the use and
social function of signs, both linguistic and visual." Photography is of particular interest
t o s e m j 0 i 0 g j s t s because of its indexical nature. Semiotics allows for the consideration of
textss resulting from combinations of signs that yield meaning. Barthes' semiotic analysis
(1981)) of the impact of the family photograph, in which he discusses his own emotional
reactionn to the reading of domestic images, provides a theoretical perspective that
cann be applied to the analysis of reading of photographs. He first reflects on the nature
off photography, concluding that it elicits two responses: by studium or by punctum
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(ig8i:: 26)."' This impact of an image is not only a found meaning that can be read from the
imagee by the viewer, but also a coded sign constructed by the photographer or the editor
off any form of photographic collection.
Itt is in the unassuming images — the family photographs, the images of domestic
objectss and interiors and daily life — that we can find clues to the identity of their makers
andd the society in which they function. Whether we are looking at photographs made at
thee beginning of the twentieth century by Mattie Gunterman or at the beginning of the
twenty-firstt century by Jeff Thomas or Cindy Sherman, it is only by a careful and consideredd reading of the images that we can come to an understanding of them and reflect upon
theirr significance."
Thee opening quotations from the contemporary feminist theorist Griselda Pollock
andd the nineteenth-century writer Lady Elizabeth Eastlake contribute to the argument
forr photography as social practice. Lady Eastlake, writing only 20 years after the inventionn of photography, confirms that nineteenth-century women recognized its importance
"ass a tool with endless potential uses"(Squiers 1990: 9). Griselda Pollock establishes the
revisionistt position that art is social practice that allows us to construct, reproduce and
definee identity (1988:30). These two quotations are key to the development of the primary
argumentt presented in this study, that as photographic practitioners, women created a
femininee voice or narrative through their visual images and established photography as a
formm of social practice.

199 Barthes' concepts of 5tujium
andd punctum are denned and
discussedd further in ch. 1.

200 Jef'f Thomas (Onondaga/Cayuga
Iroquois)) is a self taught pho
tographerr and freelance curator
(McMasterr 2000). See Thomas
(2004)) for a recent exhibition cata
logue.. See also ch, 4 for a reading
ott my portrait of Jefl Thomas.

Fromm the Albums of Mattie Gunterman

FAMILYY PHOTOGRAPHS
FROMM 1899 TO 1911, while employed as a mining camp cook in the rugged interior of
Britishh Columbia, Mattie Gunterman made narrative, diaristic photographs that construct
thee story of a pioneer woman's life in Canada. She is an exemplary representative of the
manyy amateur women photographers in Canada at the turn of the nineteenth century.
Herr photographic work, arranged in autobiographical albums, remains a personal, visual
journall and archive that documents significant moments of her life and narrates her own
versionn of this story.
Inn this chapter I examine how Gunterman's photographs can be read as signs of
identityy in terms of gender. My analysis focuses on two central motifs that close readingg reveals in Gunterman's work: her understanding of her relationship to nature and the
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F I G U R EE 1.1 (detail)
MattieMattie by tree, somewhere along

the Columbia River, 1899, gelatin
silver print, PG 77.1.17

.

ubiquitouss employment or theatrical means within her photographic practice. I argue
thatt through photography, Gunterman gained limited control over the frontier of the
Canadiann wilderness, a landscape that was primarily the domain of the "other" — a "man's
world."" Photography became the agency through which she was able to create her own
visuall autobiography. By reading from her photographs, I analyze how Gunterman saw
thatt world and how she positioned herself within it.
Inn her book The Threshold of the Visible World, Kaja Silverman cites Jean-Paul Sartre's
analysiss of le regard in which he discusses two different acts of looking. The first, a primarilyy male fantasy of mastery, involves the voyeur at the keyhole completely engrossed in
thee act of looking at the spectacle in front of him. The second kind of looking, le regard,
occurss when the voyeur is caught looking through the keyhole and thus becomes aware of
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himselff as spectacle (Silverman 1996:164). Silverman moves on to focus her discussion on
Lacann and the Field of Vision, pointing out how "Lacan metaphorizes the gaze as camera
soo as to characterize it as an 'apparatus' to 'put us in the picture' (168). The Lacanian gaze
surroundss or frames the subject put in the picture by the outside world's visual habits
thatt confine her. To inform my reading of the photographs in the four chapters to follow,, I reverse Silverman's Lacanian analysis to use the camera as gaze. Mattie Gunterman,
Geraldinee Moodie, Ruby Gordon Peterkin and Etta Sparks all used the camera's gaze to put
themselvess into the picture. I turn this into an arena where the subject, by framing herself,
iss able to negotiate her status as subject and object at the same time. I argue that these four
womenn seized a limited kind of mastery by looking through the viewfmder of the camera,
aa device that functioned as their version of the "keyhole," to peep at the world so dominatedd by men. Mattie Gunterman used the camera to create her own identity, "picturing"
herselff as a strong, heroic, pioneer woman. In this chapter, I examine a selection of Gunterman'ss photographs that represent what she saw through the "keyhole" or viewfmder.
Chapterr Three will draw back from the "keyhole" to consider the framer herself, providing
detailss of her history and discussing how Gunterman's photography albums function as
aa shifting frame for the necessarily fragmented, self-aware spectacle through which she
constructedd her personal narrative.

^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ™™
FIGUREE 1.1

Rolandd Barthes' discussion of the power of the family photograph in Camera Lucida
providess a theoretical framework that can be applied to an analysis of Gunterman's work.
Barthes'' reflections on the nature of photography conclude that the photograph elicits
twoo responses, by means of what he calls studium or by punctum (1981: 26). Studium is the
labell Barthes applies to photographs that are studies of the ordinary that do little more
thann provide factual information (27). His particular interest, however, lies in that smaller
numberr of powerful and emotive images that "break or punctuate" this studium and by so
doing, disturb the ordinary and surprise the spectator. This effect, which he refers to as
punctum, is the response created when images "prick," "bruise" and "create a sense of the
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albumss (27). It is necessary to keep in mind that such an impact created by an image is
nott simply a found meaning read into an image by the viewer, but also a sign encoded
byy the producer of the image or sometimes, in the case of family photograph albums,
byy an editor. While the making of a family photograph album is undoubtedly a form of
sociall practice and, as Alan Thomas argues, the results can certainly be read as a "living
sociall document" which, through repeated reading, can yield much information about its
owner,, makers of such albums should not themselves be seen as a social historians searchingg for a kind of "truth" but rather, as constructors of personal truths (1981:43). As Patricia
Hollandd notes, "[o]ften guarded by a self-appointed archivist, albums construct their
ownn versions of family history, in negotiation with the ideal" (1991: 9). Marianne Hirsch
concurs: :
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Citingg Abigail Solomon-Godeau's position that "the specular mechanics of photographyy bear more than a coincidental resemblance to those of ideology" (1991: 274), Hirsch
concludess that family photographs in particular "consolidate and perpetuate dominant
familiall myths and ideologies" (1994:109).
Hirschh uses the visual images themselves as the "point of entry" into a theoretical
analysiss of the "power and constraints of familial mythologies" (109). This process of practicingg theory or "stepping into the visual" is based on the writings of Mieke Bal. Bal argues
thatt "if we understand theory in its etymological background (which is, after all visual)
itt ceases to be a dominating discourse and becomes rather a willingness to step into the
visual,, and to make discourse a partner, rather than a dominant opponent, of visuality "
(1991:: 228). Citing Barthes' reading of the Winter Garden Photograph in his book, Camera
Lucida,Lucida, Hirsch further argues that for Barthes, identity is familial, not only in a sense of
lineagee but in the exchange of the familial gaze; the gaze not only between brother and
sister,, but also between the mother represented as a child in the photograph and her son
whoo now reads that image (1994:111). Creating and reading the family album, therefore,
becomess an act of establishing identity both for the photographer and the viewer.
Thiss linkage has particular relevance for the following examination of photographs
fromm Mattie Gunterman's family album through which she develops a narrative of her
family'ss heroic quest to establish themselves in what was a largely wilderness environment.. Gunterman's photo albums from the time contain numerous portraits of herself;
herr spouse, Will and son, Henry, as well as many photographs showing her interactions
withh family, friends and the environment. Apart from the subject matter though, it is
Gunterman'ss highly individual approach that makes these images especially interesting
ass indicators of how a woman could use photography to create her own identity.
POSITIONINGG OF SELF
INN 1899, SHORTLY AFTER having obtained a 5" x 7" view camera, Mattie and her family
weree forced by health problems to move from their home in Seattle, Washington and establish
themselvess as part of the pioneer community at Thomson's Landing (later known as Beaton)) deep within the mountainous interior of British Columbia. Two of the images made
withh her new camera on the journey (Figs. 1.1 and 1.3) both position the family symbolicallyy within the landscape and record a time of transition between their urban past and
23 3

FIGUREE 1.2

Williamm Notman.
Mrs.Mrs. William Mackenzie, 1871,
albumenn print.
COLLECTIONN William Notman
Archives,, McCord Museum,
Montreal. .
SOURCEE Edward Cavell, Sometimestimes a Great Nation: A Photo of
Canada,Canada, 1850-1925. Banff 1984.
platee 34, p. 53

thee family's identity as frontier pioneers. Beyond this
obviouss meaning though, a more detailed analysis
showss them also to exemplify Gunterman's use of the
cameraa as a recorder of self-created, theatrical tableaux,, carefully staged, peopled and, when necessary,
accessorizedd with appropriate costumes and props.
Thiss approach to making photographs was common
inn the professional studios of the day as is evident in
thee commercial portrait work of Amy James, one of
Gunterman'ss contemporaries.' However, quite apart
11 Two examples of portraits made
Amy James are analyzed in
fromm their having been made outdoors, as the follow- byy
ch.6.. See Figures 6.5 and 6.6. James
operatedd a portrait studio in Belingg analysis will demonstrate, Gunterman's images
leville,, Ontario in the 1860s, and
aree far more complex, multi- layered and personal
herr stiff poses and use of artificial
propss exemplify the typical studio
thann the conventionalized studio fare produced by
portraitss made at this time.
Jamess and her ilk.
Inn Mattie by tree, somewhere along the Columbia
River,River, 1899 (Fig. 1.1), made on the trip to their new
home,, Gunterman poses by a tree butt, the case of
herr plate camera leaning against the tree's cut edge;
ann obviously conscious inclusion that identifies her
ass a photographer. John Tagg argues, "the portrait
iss ...a sign whose purpose is both the description of
ann individual and the inscription of a social identity"
(i993[i988]:: 35). By choosing to photograph herself
alonee and apart from her family, this image confirms
thee importance Gunterman attributed to establishingg a separate identity. By inserting herself into the image, Gunterman established her
positionn on the other side of the keyhole or viewfinder, where she could be observed as the
cityy dweller about to begin her journey into otherness — the wilderness landscape.
Thiss representation of women is rare in early Canadian photography, where women are
usuallyy shown indoors or, if in the landscape at all, then only in parks or gardens, places
thatt had been made "safe" through a careful application of civilization. William Notman's
imagess of women pictured at play in the lush, spa-like grounds of the luxurious Banff
Springss Hotel in Alberta are typical (Fig. 1.2). In contrast, Gunterman's photograph is far
moree arresting, due in part to its contrariness. Ironically made not that far distant from
Banff,, her image suggests on the one hand its maker's desire for a close relationship with
naturee while, on the other, it exemplifies the use of the camera's gaze to appropriate or
colonizee the land. In addition, Gunterman's photograph clearly shows how differently
menn and women manage the positioning of self in relation to the wilderness. Indeed, quite
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apartt from her handling of subject matter, the very act of creating her images is itself a
powerfull metaphor, contrasting the alienated man and the empathetic woman. Gunterman'ss self portrait presents herself as a woman who is comfortable in nature, not someone
inn conflict who is trying to "tame the wilderness."
Inn the photograph, Gunterman positions herself in the centre foreground, seated
confidentlyy and gazing directly into the camera, appearing comfortable and in full controll despite the confusion of tangled branches that surround her. Her choice of a natural
settingg is significant as nature represented good health to Gunterman. She strongly associatedd the natural environment with the recovery and maintenance of her health, and her
favouritee saying became "Go out and get the good air, and you'll be all right, regardless of
what'ss wrong with you" (Robideau 1995:12). Gunterman thus established self-in-natureas
representingg self-in-good-health-and-in-control, a primary stylistic marker throughout
herr personal, visual narratives. Other examples of this are Figs. 1.1,1.3,1.4, 3.1 and 3.2.
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SomewhereSomewhere on the trail from
toto Beaton, 1899, gelatin silver print,
PGG 77.I.16

Thee juxtaposition of the formality of Gunterman's Victorian-style dress and pose with
thee organic confusion of the branches of the logged tree creates a form of visual tension.
Herr left hand reaches up to touch the cut tree, symbolizing her own feelings of exile and a
desiree to connect with the natural world. Her right hand is in her lap, fingers curled around
thee air bulb release that made it possible for her to trip the camera shutter from her positionn within the frame. This gesture literally establishes a connection between her camera,
aa tool of the technological world, and the tree, a symbol of the natural world, with herself
ass mediator. Cherry points out that in making self-portraits, nineteenth-century women
wantedd to be presented visually as professionals (1993: 83). In keeping with this, we see
Guntermann positioned in conservative dress consisting of a long-sleeved, white blouse; a
long,, dark skirt and a small, straw hat. In 1899, feminine respectability was still very much
signifiedd through dress, hairstyling and "deportment," and these clothes would have been
consideredd entirely appropriate travel attire for a middle or working class woman at the
time.. The conservative formality of Gunterman's attire indicates a gesture toward keeping
upp appearances and, despite the rugged surroundings in which she finds herself, presentingg the appropriate "public self" for a respectable working class woman.' Gunterman also
appearss healthy in the photograph, which reinforces the medical rationale for her havingg to leave Seattle and seek a location closer to nature. Robideau notes that the constant
strugglee to overcome health problems profoundly affected her attitude toward life; she
becamee "a survivor whose strength came from within " (1995: 8).

22 See also Vicinus ed. (1977)
Vicinuss (1990) and Cherry (2000:
599 74)-

Forr serious practitioners, photography en plein air at the turn of the nineteenth centuryy still demanded they have a certain amount of physical strength to carry the necessary
equipmentt and supplies. This restricted many women photographers to working in a
fixedd location such as the home or, for the wealthy or those few women professionals,
aa studio. Gunterman, however, despite her supposedly weak constitution, was able to
carryy her camera and its heavy case into the landscape, thereby moving herself beyond
thee boundariess of most amateur, women photographers of her time. Technically too, the
imagess made with the large format camera represent a breakthrough for Gunterman. All
off her photographs discussed in this chapter were made on 5" x 7" glass plates and exhibit
thee fine detail possible with this relatively large negative. The resulting high technical
qualityy of her photographs is a testament to her choice of equipment and her skill in using it.
Inn addition to these issues related to gender and photography, I wish to bring to bear
aa few other concepts on looking at Gunterman's photographs, particularly her self-portraits.. These are "woman as sign" and the "male gaze." Groundbreaking studies on the
ideaa of woman as sign were developed by British feminist art historian Griselda Pollock.'
Inn the essay "Woman as Sign in Pre-Raphaelite literature: the representation of Elizabethh Siddall," Pollock and Deborah Cherry base their argument on the work of Elizabeth
Cowiee who analyzed the representation of women in cultural systems and proposed that
imagess of women depict "preëxistent, real, or socially produced categories" (1988: 95).
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jj See Pollock (1988) for discussion
off the concept of woman as sign.

Arguingg that some nineteenth-century women artists and photographers were active in
thee re-signing of woman, Pollock and Cherry cite the collaboration between the celebrated
British,, pictorialist photographer Julia Margaret Cameron and the artist Marie Spartali
duringg the 1860s and 1870s. Cameron and Spartali participated in the production of art
workss that successfully re-signed woman from visual icon to woman of culture (1988: 97).
Ass Pollock and Cherry argue, "No longer limited to a signifier of masculine desire, woman
ass sign was re-signed around the pleasures invoked and invested in cultural exchanges
betweenn women" (1988: 99}. Many of Mattie Gunterman's self-portraits achieve a similar
endd within her experiential context, re-signing herself and, by implication, all women in
herr situation as independent, strong and heroic pioneers.
Ass one might expect at a time when the vast majority of photographers were men, the
prevailingg image of women from the period resulted from a male gaze. The photograph,
Mrs.Mrs. William Mackenzie, 1871 (Fig. 1.2), made by William Notman, Canada's more prominentt portraitist of the period, shows how completely this could objectify woman subjects.
Mrs.. Mackenzie, presented as she is in a long, lacy, white dress signifying her femininity,
appearss simply as one of a number of decorative objects within the frame. The dominating,, high camera angle selected by Notman further contributes to making her appear
vulnerablee and unimportant. She seems unwilling or unable to meet the camera's gaze.
HandsHands folded meekly, passively awaiting direction for the next pose, she appears one with
thee surrounding collection of exotic flowers and birds, a similarly fragile creature whose
continuedd existence can be maintained only within the controlled atmosphere of the conservatoryy in which she sits.
44 See Berger (1972) for a discussion
off theconcept of malegaze.

Thiss portrait is an example of the attempted objectification of the women by what John
Berger refers to as the "male gaze."4 In this instance, the elevated perspective that makes
t h e w o m a n a p p e a r n o m o r e t h a n p a r t 0 f t n e landscaped still life that surrounds and supportss her emphasizes the colonizing power of that gaze. Mrs. Mackenzie looks up and out
off the frame to the left. She does not confront the photographer and she does not smile.
Instead,, she is quietly resigned to her fate as an object — another flower in the conservatoryy where she is photographed. Her place is marked by a large needlepoint cushion of
flowerss that acts as a metaphor for her decorative role in the greenhouse.
Shee lounges back in a chair at the centre of the frame — resplendent in a long, white,
ruffledd dress, making her into "the woman in white" or "the angel in the house" that were
suchh popular themes at the time. She is bedecked in numerous rings, necklaces and braceletss indicating her wealth and status. Her hair is elaborately styled and crowned with a lace
butterflyy and a feather plume. She is a decorative bird perched in a gilded cage. The cage
—— actually a lavish greenhouse — signifies the hothouse environment necessary for the
maintenancee of such a rare creature. Her fragile nature is evident in her slouching posture
andd the number of pillows required supporting her in her chair.
Mrs.. Mackenzie's passive pose, with her head bowed and her hands tightly folded,
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underscoress her lack of control within the frame. She appears meekly resigned to allowingg herself to be surveyed by the camera. It is impossible not to draw a parallel between
thiss living woman and the idealized woman in the Greek replica statue on the left side
off the frame. Ironically, the statue appears more senuous than the living woman whose
passivee demeanor gives her little more substance than a lap dog. Mrs. Mackenzie shows
noo resistance to being placed in front of the camera. She, like the Greek idealization that
iss her silent companion, appears an object that her "husband" has acquired. The camera
iss merely taking stock — the photograph is part of an inventory of pocessions. Mrs. Mackenziee is resigned to this, her body language and facial expression are frozen in a gesture
off melancholy, sorrow comes with the loss of control over her own identity, at with being
renderedd a passive decorative object. Both she and the statue replicate an idealized feminityy not of their own making.
Gunterman'ss work offers a foil to this male gaze, presenting her own, woman's gaze
vieww through the keyhole that the viewfinder is. In the photograph, Somewhere on the trail
fromfrom Seattle to Beaton, mid 1899 (Fig. 1.3), Will and Henry Gunterman and Nero, the dog,
standd in front of a small, log shed which served travelers as a temporary shelter on the
trail.. The two, small and obviously vulnerable male figures are positioned in the centre of
thee frame. They and their ramshackle shelter appear in imminent danger of being ingested
byy the riotous anarchy of the encroaching wilderness. At first glance, the image appears
too have been spontaneously made with both male figures leaning to the right as if they
havee just stepped from the building. Closer reading, however, indicates that their arrested
gesturee is in response to Mattie — "wife," mother and clearly the authority behind the
camera.. Here Gunterman, like Notman, creates an image in which the human element
appearss entirely subject to forces beyond its control. The difference, however, is profound.
Whilee Mrs. Mackenzie is fully absorbed by her fate — a specimen pinned to a card in a
Victoriann butterfly collection — the two male figures in Gunterman's photograph are capturedd at the point of resisting theirs, leaning at an odd, off-kilter angle, apparently under
thee direction of the woman making the picture, photographed just before they make a run
forr it. The fact that Gunterman's partner, Will, has moved his head during the exposure,
creatingg a blur, only adds to the slightly unbalanced effect of the photograph and further
contributess to the sense of impending flight.
Justt to the left of the two figures in the image, hanging from the end of a post, is a
birdcage.. This unusual addition is another of Gunterman's props, further evidence, were
itt needed, that much, if not this entire photograph, was carefully staged. Obviously the
familyy canary had to find its way to the new home in Canada somehow, yet it is ironic to
seee a caged bird in such surroundings. This banal, yet given the context somewhat bizarre,
touchh of domesticity contributes yet one more element to the punctum of the photograph.
Basedd on the fact that Gunterman either included herself physically or referenced herselff with props in the majority of her images, I read the bird as a symbol of Gunterman's
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illl health. As the bird is both confined and protected from a full engagement with the
worldd by its cage, so has Gunterman's illness confined and protected her. Thus, by addingg this ironic metaphor for herself she seems to mock the notion of "woman as sign" by
overdoingg it. It is only by fleeing into nature that she can be free of her prison and yet in
thiss particular nature, this mysterious and threatening wilderness, she is a creature out of
place.. In this regard, it is worth noting, too, the appearance of her partner and son in the
photograph,, both of whom are dressed in a fashion far more appropriate to the streets and
livingg rooms of Seattle than a trek through the woods.
Contributingg further to the symbolic purpose of the image is the curious, ornate frame
maskk that Gunterman chose to introduce between the negative and the photographic
paperr when making the print. This simple strategy causes the photograph to take on
somee of the quality of preciousness more usually associated with miniature painting and
hass the further effect of turning the figures into small, aesthetic objects. Framed in this
manner,, Will and Henry Gunterman appear less as specific human beings than as representationss of the human creatures better suited to the purposes of allegory and metaphor
thann documentary subjects.
Seenn through modern eyes, the photograph could be one taken by a tourist stopping
too record their family's presence in a picturesque, wilderness setting, although clearly,
thee experiential circumstances of Mattie Gunterman and a modern tourist could not have
beenn more different. As far as the photographic act is concerned, however, there is a definite,, motivational correspondence. While it is difficult to make a precise determination as
too the relational chronology of photography and what we today call tourism, Susan Sontag'ss assertion that the use of photography is integral to tourism because it helps people
"too take possession of a space in which they are insecure" is essentially correct. Photography,, or more precisely the act of photographing, does provide the illusion of safety to
thosee surrounded by the exotic, which is certainly why the one has become so inextricably
linkedd to the other (1978:9). Thus, there can be little doubt that quite apart from any other
reasonss she may have had for doing so, the process of photographing her journey assisted
Guntermann in assimilating the landscape that was to play such a large part in her life. By
placingg a frame around the landscape, Gunterman immediately gained a measure of controll over it.
Hallaa Beloff defines tourism as "the use of leisure time to seek out new experiences
inn strange places for their own sake" and states that photography and photographs are a
significantt part of tourism, because photographs are used to document and validate the act
(1985:: 201). One of the most popular nineteenth-century photographic endeavors was the
productionn of "concrete memories" that recorded the experiences of early travelers (201).
Whilee Gunterman's trip to Lardeau and settlement there was far more purposeful than
this,, she certainly used her camera to document "concrete memories" of travel and work,
integratingg herself and her family by framing their new experience as pioneers in Canada.
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Belofff argues that the motivation behind each tourist photograph is proof that we were
actuallyy there. A photograph is something we can share as a form of visual and tangible
evidencee that a certain affect or experience has included us:

Inn other words, such images contribute to the construction of both the public and private
identitiess of their maker.
Jonathann Culler argues that the significance of this type of behaviour, the collecting of
photographs,, is actually a collecting of cultural symbols, making tourists agents of Semioticss (1988: 155). From this point of view, Gunterman's image of the wilderness acquires
significancee as a marker, because she made a photograph of it (160). Like a tourist in the
"questt for an authentic experience," Gunterman used her camera to confront her environment,, producing photographic souvenirs that not only record the progress of her
journeyy but also function as coded signs of her family's reaction to the challenges of the
wilderness.. Susan Stewart also comments on the significance or enhanced meaning of the
photographicc souvenir, likening it to a pressed flower, "the preservation of an instant"
whosee value is increased by its narrative value. Stewart argues that souvenirs such as photographss form a compendium that is autobiographical, because they are not kept singly
butt placed together in photo albums that create narratives (1984:138).
Bothh Figs. 1.1 and 1.3 appear in the third of Gunterman's existing albums. The narrative
establishedd in these family photographic albums is purely visuals Titles or other forms
off text are not used, except for the addition of a few names to identify relatives in the
firstfirst album of commercially made studio portraits. The identifying titles used today were
latterlyy added by archivists and researchers based on information provided by family
members.. Gunterman appears to have arranged all three of her photo albums in chronologicall order, pasting in new images as they were printed. This is evident particularly in
thee portraits of Henry that document his progression through childhood to adolescence.
Inn contrast to the visual narrative of Gunterman's albums, the sequence of images presentedd in this dissertation is my own. It reflects my act of reading, engaging from a position
off early twentyfirst century cultural analysis. My selection and isolation of a representativee sample of portraits establish the narrative of Mattie Gunterman as a self-sufficient
pioneerr woman who positions herself as the dominant force in her family, leading them
throughh the wilderness to a new and more productive life in the tiny frontier community
off Beaton, British Columbia, far from the relative comfort and security of Seattle.
Laterr photographs, such as Mattie, Will and Henry, Allison Pass, BC Spring, 1902 (Fig.
1.4),, present the Gunterman family as more rugged settlers who, if not having conquered
thee formerly threatening landscape, have at least learned to function within it. The family,
togetherr in the snowy landscape on the Dewdney trail to Thomson's Landing, has been
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55 Personal communication
withh Henri Robideau, Vancouver,
Britishh Columbia, Canada,
Junee 1,1995.

arrangedd in "one of [Gunterman's] famous, classic, pioneer poses" (Robideau 1995:64).
Guntermann presents a romantic image of a staged "quest" that would appeal to the nineteenth-centuryy mind set. In what will become a leitmotiu of her family photographs,
Mattiee wastes no time in presenting herself as the leader, placing herself in the dominant
positionn of power. Rifle in hand, she appears to lead the family forward out of the frame
andd into whatever future lies beyond its edge. Will Gunterman follows behind with their
son,, Henry, and their horse, Nellie. In fact, this image was made as the family returned
fromm a trip to Seattle, Washington after the death of Will's mother, Jane Gunterman. Mattiee wastes no time in presenting herself in the leadership role as family matriarch. The
twoo adult Guntermans are presented in profile, looking to the left, concentrating on the
pathh ahead, and assuming the gaze of conquerors over the wilderness. Each member of
thee family appears quietly introspective, frozen in a symbolic tableau staged for the familyy album. There is no shared familial gaze, as each looks outward, either toward the dog
3J J
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Mattie,Mattie, Will and Henry, Allison
Pass,Pass, BC Spring 1902, gelatin silver
print,, P G 77.1. 2.4
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orr beyond the frame. This image, richly encoded with signs that symbolize their life as
pioneers,, again shows Gunterman's predilection for the theatrical.
Inn 1905, the Guntermans travelled south to visit family and friends in the United States.
Shee was particularly impressed with San Francisco and produced many photographs
there,, among which was a particularly striking family portrait, Mattie, Henry and Will
GuntermanGunterman (Fig. 1.5), made at the Japanese Garden in Golden Gate Park, the kind of exotic
touristt setting favoured even today by amateur photographers. Like the previous image
(Fig.. 1.4), this photograph is carefully staged, although here the effect is entirely different
andd stands in complete contrast to the image of the pioneer family represented earlier.
Thiss hauntingly beautiful photograph possesses an elegant, formal simplicity that makes
itt stand out even among the hundreds of remarkable images made by Gunterman during
herr lifetime. She has used a simple, triangular composition to link the three family members,, yet the physical and psychological distance Gunterman establishes between them
createss three solitudes. Gunterman has once again placed herself in a central position at
thee apex of the composition where she becomes the dominant figure, standing above the
two,, seated, male figures. Seated like his father, Henry Gunterman's position in the backgroundd creates perspective through the diminution of size.
Thee relative darkness of the image gives it an ominous feeling, as does the gnarled tree
trunkk and stump to Mattie Gunterman's left. The twisted shape of the claw-like tree branch
directlyy above Henry Gunterman's head is echoed in the position of Mattie's gloved hand.
Thee entire image has a somber, introspective quality, as if the family had just attended a
funeral.. The dark simplicity of their formal clothing, attributable to the fact that they are
visitorss to San Francisco, reinforces the formal quality of the Japanese Garden setting and
Gunterman'ss creation of a "public image" of her family. The image contrasts starkly with
thatt portraying the immigrant family on the trail, see Figs. 1.1 and 1.3. Contrast is achieved
byy using a more complex compositional device than the staged informality of the tangled
wildernesss settings of the earlier photographs seen in Figs. 1.1 and 1.3. The props in Fig. 1.1
Mattie, Henry and will Gunter
aree both man-made — the camera case — and natural — the tree stump. In Fig. 1.3, the
San Francisco, 1905, gelatin silver
print,, PG 77.1.14

propss are primarily man-made and include the canary cage and the small shelter. In Fig.
1.5,, while the props appear to be all natural, this is, in fact, an illusion, because everything
—— the stump that Mattie leans on, the two rocks that Henry and Will sit on and the twisted
branchh that hangs over Henry's head — exists within the carefully contrived confines of a
Japanesee garden.
Thee posing of the three photographs is also significantly different. In Figs. 1.1 and 1.3,
bothh of which were made in 1899, Gunterman has emphasized distance between family
memberss by making two separate images to document the family, rather than include
themm all in one frame. It is important to remember that at this point in her narrative, Guntermann had owned her 5" x 7" view camera for only a short time and was still learning
howw to use it, for the most part producing relatively simply, two-dimensional "pictures"
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byy placing her subjects in front of a backdrop, a strategy reminiscent of the positioning
usedd in the earliest days of photography. By 1905, when she visited San Francisco, it is
clearr that Gunterman was not only comfortable with the operation of her camera but also,
understandingg far better as she did the unique picturing characteristics of photography,
wass capable of making far more complex images that layered a range of possible meanings
withinn a meticulously constructed illusion of deep space.
Afterr reading some of Gunterman's photographs, in particular her self-portraits, it
becomess apparent that little within the frame exists by chance. Theatrical staging is an
integrall part of her photographic style. Gunterman planned her images with all the care of
aa director designing the setting and blocking the movement of actors upon a proscenium
stage.. She controlled each element of the image, including the characters, their positionn and their costume and carefully selected the appropriate background and props to
stagee her narratives. While there are numerous examples of others using photography in
thisway,, from theclassicallycontrivedconstructionsofthenineteenth century Englishman,
H.P.. Robinson to the more artfully deceptive expressions of twentyfirst century practitionerss like Canadian Jeff Wall and, perhaps most especially, Québécoise photographer
Raymondee April, from a number of points of view, Gunterman's photographs are unique.
Nott only does she use herself and her family as performers but, more significantly, because
intendedd as they were for the family album and thus a small, private audience of family
andd friends, her photographs and especially her self-portraits offer surprising insight into
herr private aspirations and the need to balance these with an acceptable public image.
Forr example, in her self-portraits or images in which she appears as part of a family
grouping,, Gunterman often positions herself toward the edges of her compositions. In
Figs.. 1.4 and 1.5, she has placed herself to the side, looking out of the frame and away from
thee camera. While a superficial reading might suppose this to be a marginalizing gesture,
moree careful assessment leads to the conclusion that in her photography, Gunterman
wass always consciouss of the implied audience and deeply aware of the implications of the
interactionn between the camera, herself and her positioning within the family group. In
contrivingg her compositions, Gunterman was fully conscious of the fact that photographyy is fundamentally subtractive. Unlike other picturing media, a photograph is always
ann excision from a larger reality and thus a much more effective metaphor for a window
orr keyhole. While painting and drawing may employ a variety of trompe Voeil methods to
createe a similar effect, a photograph is the real thing, and the viewer knows it. As such, the
boundariess of any photograph challenge the viewer to peek around the edges of the frame
andd imagine the world beyond, a world that in Gunterman's case means one in which she
marchess steadfastly forward, leading her family away from poor health toward a reinvigorating,, natural environment within which she can establish herself as a self-sufficient,
pioneerr woman. Thus, while Gunterman certainly cast herself as outsider, it is as the outsiderr as leader.
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Ass we have observed, individually, Gunterman's photographs of herself and her familyy are theatrical stagings for the camera — visual records of factual or fictionalized
melodramas.. Taken as a body of work, the images present a consistent, evolving and
extraordinarilyy revealing narrative in which the creator is simultaneously author and protagonist.. As such Gunterman's work completely undermines the traditional, "male gaze"
producerr of the image as, "window on the world" (Alberti 1967 [1436]). Her photographs
aree personal constructions that are significant precursors of the mise-en-scène popularizedd in contemporary photographic practice by such postmodern camera artists as Cindy
Sherman.'11 Like Sherman's Untitled Film Series {1979), Gunterman creates her own narrative
withinn the frame, a vision that is free from the objectification of the male gaze.7 Both of
thesee women do this by turning the camera on themselves as a means of exploring personall identity. Gunterman's woman's gaze and the camera's gaze become one, subverting
thee male gaze of "a Notman" whose goal it was to show only the decorative and passive
sidee of women. Instead, as we have seen, Gunterman's photographs construct a narrative
thatt "pictures" women as heroic pioneers who insist upon a dominant place for themselvess within the frame. Her subjects are all theatrically posed in relation to their narrative
setting.. Theatricality is also heightened in Gunterman's photographs by their seemingly
intrinsicc expression of woman as sign. Visual tension is increased by her juxtaposition of
stereotypicall femininity, and a new version of identity visualized or re-signed as a pioneer
heroine.. Gunterman's photographic albums function as a sort of visual bildungsroman that
chartt her life from a hotel maid in Seattle to the strong, independent frontierswoman of
herr later self-portraits.1*
Equallyy staged and theatrical were many of the photographs that Gunterman made of
herr family's involvement with the frontier community they had chosen as their home.
Twoo images in particular are worthy of investigation. Both document Gunterman's participationn in local masquerade parties. Here, theatricality takes an even more explicit
dimensionn as if to draw attention to photography's inherent theatricality.
MASQUERADEE IMAGES
MASQUERADEE PARTIES BECAME a popular form of entertainment in Canada during
thiss period, one of their great attractions being that they created a relaxed environment
inn which social class distinctions could be blurred by the anonymity of mask and costume.. First popularized by the upper classes, in 1876 Lord and Lady Dufferin, Canada's
Governorr General and his spouse hosted a masquerade ball at Rideau Hall in Ottawa for
overr fifteen hundred guests. Their popularity soon extended across the country, reaching
intoo even the smallest communities where they offered a form of romantic escapism from
thee endless hard work of ordinary life and for women, a brief respite from the restrictive,
Victoriann code of behaviour that limited their range of self-expression, even in frontier
Britishh Columbia (Rowat 1990). As Stewart confirms:
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Thee New Year's Night Masquerade Ball at
Troutt Lake City was front-page news in
thee January 9, 1902, edition of the Lardeau
Eagle.Eagle. The article listed the following types
off fantasy personae in attendance:

Thee costume party was one of the few
eventss that gave Mattie Gunterman the
licensee to cross-dress, and she periodicallyy photographed herself, her family and
friendss in costume as they prepared for
similarr events.
Twoo of these images from her family album pose significant questions about gender
andd identity. In Dressed for Masquerade Ball, Beaton/ Mattie and Henry c. 1907 (Fig. 1.6), Mattiee Gunterman and her fifteen-year-old son, Henry, appear in a flurry of feminine frills.
F I G U R EE 1.6
Mattiee has dressed herself in a white dress covered in lacy butterflies. Henry GunterDressedDressed for the Masquerade Hall,
Heaton/MattieHeaton/Mattie and fienru, c.1907,
mann is presented as a girl "child" wearing a black dress; a white apron tied in bows at his
gelatinn silver print, PG 77.1.11.3
shoulders;; long, dark evening gloves; shiny black, laced women's boots and on his head,
aa large, frilly bonnet tied under the chin. He presents himself frontally, his gaze directed
intoo the lens while his mother turns slightly to the right. Her gaze, as is so often true of
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Gunterman'ss photographs of herself, is
directedd outside the frame although, in
thiss case, unusually, toward some point
beyondd the camera itself. Neither figure
dominatess in this image; both are equally
"decorative,"" although in quite different
ways.. The attention to detail in Henry Gunterman'ss costume and his refined facial
featuress make it easy for him to pass as a
girll and, taken together with the physical
similaritiess between Mattie and Henry,
fromm the elegant, arched eyebrows to the
angularr noses and thin lips, make for what
superficiallyy appears to be a portrait of a
motherr and daughter. Under more careful
scrutiny,, however, the charade is made
obviouss by the overall awkwardness
off Henry's gesture. His slumped appearancee and rooted legs apart, feet slightly
splayedd stance, all betray his true genderr and contribute to the uneasy balance
betweenn actuality and appearance that is
thee source of the punctum so characteristicc of many of Gunterman's images.
Despitee the ambiguity though, the
mask-likee similarity between the two
facess provides that quest for "likeness" so
essentiall to the family album, the power
off which Barthes argues, comes from
whatt it orders and validates, a continuity:

ure,, the fr • •.
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Thee image is set in a domestic environment that echoes the costumes. The patterned tin
andd stenciled wallpaper decorate the walls in the same way that the laces and frills adorn
thee masqueraders. This stereotypical, ultra-feminine form of dressing is uncharacteristicc of the pragmatic Mattie Gunterman, and thus she appears to be almost as much an
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Beaton,Beaton, People dressed for the
MasqueradeMasquerade Ball, 1903 gel
p r i n t .. P C 77.1.11.1

impersonatorr of "womanliness" as her son. She appears to be masquerading as the kind of
womann that in previous self-portraits she has taken great care to resist.
Britishh psychoanalyst Joan Riviere notes in her article "Womanliness as Masquerade"
thatt the social practice of "being" woman is learned through a series of codes (Apter
1992:: 242). Riviere argues that "womanliness" is assumed like a mask and that there is
thereforee no difference between it and masquerade (1986: 38). Gender theorist Judith
Butlerr takes a similar position, in line with the noted French existentialist feminist writer
Simonee de Beauvoir's well-known claim that one is not born a woman but rather, becomes
aa woman. Butler sees gender construction as a "repeated stylization of the body" that over
timee develops into a natural state (1999 [1990]: 33). In producing an illusion of feminine
identityy for Henry within her photograph, Gunterman appears to be parodying this kind
off woman as performance by using the costume and props of femininity.
Ass far as can be determined, there are only a few surviving photographs that show
Guntermann alone with her son. This image was made the year prior to Henry Gunterman's
leavingg home on his own for the first time. Henry had joined his parents in the camps and
wass now also working as an assistant to his mother (Robideau 1995:120). Gunterman and
herr son had a very close relationship, and she was particularly jealous of anyone taking
herr only child's attention. This image (Fig. 1.5) indicates a complex relationship between
motherr and son. Henry is passive in letting his mother dress him like a girl, yet resistant
ass he refuses to take up a parodie "feminine" stance. Instead he presents himself frontally
too the camera with his feet planted wide apart in a decidedly unfeminine pose. His mother,
posedd in a conventional studio pose, presents a graceful quarter turn of her body and tilts
herr head to the camera. This combination of the poses of mother and son provides the
imagee with a dramatic edge or tension that makes the photograph much more dynamic
andd sets up a clear struggle for control. From her position within the frame, Gunterman is
unawaree of the gesture of resistance that her son makes at the moment of exposure. This
mother-sonn portrait is the site and record of a classic struggle between the domineering
parentt and the rebellious adolescent.
Afterr her son left home, Gunterman was faced with the loss of one of the central characterss of her photographic narrative and one of the motivating factors in the creation of
herr albums.
AA second masquerade image that I will read presents Gunterman with two women coworkerss from the mining camp where she worked as a cook. In Beaton, People dressed for
thethe Masquerade Ball, 1903 (Fig. 1.7), Ann Williams (left), Mattie Gunterman (centre) and
Rosee Williams (right) appear in costume for a masquerade ball being held in the town of
Fergusonn on February 13, 1903, as a benefit for the miners' hospital. Without this written
documentationn from the album, only the rough-hewn log wall behind the three figures
providess any real clue as to when or in whatt environment the photograph was made. The
imagee is otherwise timeless and, given the richness of its signage, goes well beyond being
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justt a visual document of a costume party. The fact that
thee creator and photographer is a woman and appears
inn the frame disguised as a man accompanied by other
womenn in costume raises significant questions.
AA similar concept is addressed by Pollock and Cherry y
inn their analysis of the "reciprocal positioning of the
masculinee creator and the passive feminine object"
inn art historical texts on Pre-Raphaelitism (1988: 11).
Gunterman,, dressed in dark, formal man's clothing
andd a full-face mask, has set out to deliberately take on
anotherr gender. Her costume is the antithesis of the
femininee one chosen for the masquerade portrait with
herr son, Henry. She positions herself as the masculine
creator,, the photographer who is author of the image
beingg made. This male costume also serves to heighten
thee contrast between herself and Ann and Rose Williams,, who disguise themselves in archetypal flowing
femininee dresses and wear their hair flowing loose
downn their backs. Their dresses are, however, very different.. On the right, Rose Williams wears a workaday
plaidd with her identity further obscured by black face
andd a black paper or cloth tiara on her head. This may
bee an attempt to portray Williams in "black face," as a mummer or play actor in a folk
play,, or as representative of the exotic other, a black woman. It is, however, more likely
thatt she represented a black woman in the role of servant and this might also account for
herr costume of working clothes. This "blackening up" of one's skin signifying servant or,
inn earlier years, slave, was not an uncommon practice and is also seen in photographs
madee of a British domestic, Hannah Cullwick, for her master and later spouse in the 1860s
(Dawkinss 1987:175).
Withh her ruffled white dress, Ann Williams represents a more universal, that is, stereotypical,, vision of woman "as a cipher of male dominance, the scene of male fantasy"
(Pollockk and Parker 1989: 132). Besides the costumes, both the Williams sisters have little
specificc characterization or identity. Ann Williams' long flowing hair is reminiscent of the
"Siddal"" (Elizabeth Siddall), a woman who functioned as a muse for the Pre-Raphaelite
movementt (Pollock 1988: 92). The positioning of Williams' head and the way in which her
handd holds her hair is startlingly similar to Rossetti's 1868 painting Lady Lilith, shown
inn Fig. 1.8. In her examination of Rossetti's work, Pollock comments upon how Lilith
wass named a witch, the term invented for women who contest the patriarchal orders
off theological or medical knowledge, and that her spells were thought to be worked by
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Dantee Gabriel Rossetti, Lady Lilith,
1868,, oil on canvas, 93.7 x80 cm,
Bancroftt Memorial Collection,
Delawaree Art Museum
SOURCEE Griselda Pollock. Vision
andd Difference: Femininity,
Feminismm and the Histories of
Art,, (London 1988)plate 6.8, p. 143

aa penetrating, castrating gaze (140). While
theree is nothing to suggest that Gunterman
wass making a direct reference to Rossetti's
painting,, there can be little doubt that Ann
Williams'' gesture is in itself a temporally
specific,, cultural artifact associated with
visuall representations of the archetypal
femmee fatale, the witch sorceress. The
photographh goes much further, however,
offeringg as well a range of other meanings
inn relation to the representation of women:
womann as fantasy object, woman as slave,
womann as exotic other or, in the case of
Guntermann herself, woman as male alterego;; all instances of woman as sign.
Gunterman'ss cross-dressing may also
bee read as an attempt to escape the role of
womann as decorative object as shown in
Fig.. 2.6. By representing women in a varietyy of roles, Gunterman re-signified them
inn a manner similar to that of Julia Margarett Cameron, who also played with "the
masqueradee of femininity and the making of appearance" (Cherry 1993: 197). In (Fig. 2.6),
Guntermann engaged her friends and co-workers, Ann and Rose Williams, in a collaborationn to create a tableau vivant, a photograph with invented characters. In this photograph,
thee tableau vivant presents many representations of women's identity. This layering of
F I G U R EE 1.9
meaningg and masquerading of identity would have appealed to Gunterman's theatrical
Ralphh Eugene Meatyard, Lucybelle
CraterCrater and Close Friend Lucybelle sensibility. .
CraterCrater in the Grape Arbor, from
Thee mask that Gunterman is wearing is vaguely unsettling because she faces the camThee Family Album of Lucybelle
Crater,, 1971, gelatin silver print,
eraa
directly but shows no expression. Barthes makes reference to masks in his comparison
Christopherr Meatyard
SOURCEE Marianne Hirsch.
off photography to theatre. He discusses the mask's association with death and the cult of
"Maskingg the Subject: Practicing
deathh while describing the Japanese Noh mask:
Theory"" The Point of Theory: Practicestices of Cultural Analysis, edited
byy Mike Bal and Inge E. Boer,
(Amsterdamm 1994), plate 22. p. 173

Inn considering these images, it is hard to avoid thinking of The Family Album of Lucybelle
Crater,Crater, a far more recent body of work by the American photographer Ralph Eugene
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Meatyardd (1925-1972) that Hirsch analyses in her discussion of the familial look and gaze.
Publishedd in 1974, two years after the death of its creator, this haunting, enigmatic series
off photographs also makes extensive use of masks to create a fictional family album.
Theree are certainly numerous parallels in the construction of Gunterman's and Meatyard'ss albums. Mattie Gunterman appears in many of the photographs in her album, as
doess Meatyard's partner, Madelyn, who, like her spouse, poses as Lucybelle Crater. They
aree both presented as the heroines of their own story as narrated through the pages of the
familyy album. In both cases, the family album was used as a personal narrative to establish
identityy through the representation of the family members in a variety of situations and
eventss and relationships. Implicitly, each photograph provides a glimpse into the lives
off the individuals represented and offers further insight into their identity. One of Meatyard'ss images, Lucybelle Crater and Close Friend Lucybelle Crater in the Grape Arbor, 1971 (Fig.
1.9),, is remarkably similar to Gunterman's masquerade images and invites comparison. In
thee Meatyard photograph, the photographer and his partner have reversed gender. Ralph
Meatyardd wears the feminine mask and is dressed as a woman, his body appearing frail
duee to illness. His partner Madelyn is dressed in man's clothing and appears the dominant
characterr in the frame. Gunterman, who also depicted herself cross-dressed and masked,
iss similarly dominant in her photograph. In this kind of direct comparison with Gunterman'ss work it is evident that the temporal, historical relationship to tradition works
inn both directions and that Meatyard's apparent postmodernity is more historical than
innovative. .
Bothh the Meatyard and Gunterman family albums are visual documents that play
withh the process of the culturally determined nature of sexual identity. Ernst van Alphen
concurss with earlier writers on cultural theory, such as Griselda Pollock (1988), who have
definedd gender positions, both masculinity as well as femininity, as primarily a social construction.. In discussing masculinity, Van Alphen argues that "the foregrounding of the
constructionn of masculinity as a theatrical masquerade" is the first step in the deconstructionn of its traditional discourse (1993: 174). By assuming the appearance of masculinity
throughh her masquerade, Gunterman is emphasizing that gender is constructed through
signifierss like clothing while at the same time, by photographing herself in this manner,
shee deconstructs the tradition of the male mastery of the gaze.
Silvermann takes this one step further into what she theorizes as an ethic of vision. She
arguess that the act of productive looking opens the unconsciousness to otherness. By the
transgenderingg act of the masquerade self, Gunterman has displaced herself as woman
andd presented to the viewer-as-reader a theatrically created fantasy of the other. She is
carefull to code this other with the prop of her camera case slung over her arm, clearly
signifyingg her identity as the photographer. This is a reminder that it is Gunterman who
peepss into the viewfinder, the keyhole that gives her mastery of the moment.
Thiss mastery extends to Gunterman's landscape photographs through which she
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signifiess her conquest and colonization of the Utopian Canadian landscape. I will conclude
thiss chapter with an analysis of two examples of her landscape work that further substantiatee Gunterman's assimilation into her new pioneer existence, record her development of
aa sense of her relationship to place and explore the issue of conquest.
AA SENSE OF PLACE
Too DATE, LITTLE HAS BEEN published about Victorian women landscape photographers,, and until relatively recently, the practice of landscape photography has been
viewedd as an almost exclusively male domain. One of a minority then, and especially in her
ownn time, Gunterman's strong relationship to nature led her to make a significant body of
landscapee photographs that reveal her sense of place within the Canadian wilderness. The
geographerr D.W. Meining describess "a sense of place" as an intimate connection to a definitee area, a fixed location, where events have "taken place." Meining argues that each of us
"createss and accumulates" places from our experience of 1 iving (1979:3). I have selected two
exampless of Gunterman's landscape photographs that substantiate her assimilation into
aa new pioneer existence and document the development of her sense of place. The image
HouseHouse in Nakusp (Fig. 1.10) was made in 1899 and depicts the Genelle family home built in
18988 by Joseph Quiepelle. It is notable that this would be one of Gunterman's first photographss after she settled in the Lardeau region. Through the act of photographing, she
wass able to immediately position herself within the community as an individual having
ann identity separate from her spouse, who was employed at the local sawmill. She was a
womann photographer, something unique in a frontier-mining town, and, as I have argued,
thee maintenance of such an autonomous identity was a significant issue for Gunterman.
Thiss early landscape photograph is also coded with information about the processs of immigrant appropriation of the forested wilderness of interior British Columbia,
romanticizedd in Canadian history as a last frontier. The gaze that informs Gunterman's
photographyy is that of a new arrival seeking security and advantage in an alien and thereforee potentially hostile and dangerous land; in short, the gaze of a colonist imposing upon
thee land a colonial vision. In the image shown in Fig.1.10, Gunterman has photographed
aa newly constructed house standing within a fence that protects it from the treed landscapee that surrounds it — a tiny, fragile, safe island of order and domesticity amidst a
chaoss of arboreal anarchy. The irony, as Tagg observes, is that while the subdivision of the
landscapee into a number of orderly plots or yards certainly creates "private sites," simultaneouslyy and unavoidably, these same sites also become sites of continuous surveillance
19933 [1988]: 191). Not quite a surveillance photograph, Gunterman's choice of camera positionn slightly above and to the side gives her image more the quality of a casual snapshot.
Fromm this point of view, Gunterman's image can be read as a statement about the process
off conquering and settling the frontier.

42 2

Thee house in the photograph signifies the new start being made by pioneer families
settlingg in the region and exemplifies the essential, dual function of architecture and site
inn this particular context: on the one hand, to provide a sense of security through the use
off the familiar and, on the other, to establish in the wilderness a bridgehead from which
itt may be conquered. Even more telling than its urban vernacular form is the ornamentation.. While the intricate repetitions of gingerbread detailing above the veranda and at
thee peak of the roof may seem merely whimsical and, given the grandeur of the natural
surroundings,, appear no more than a slightly pathetic gesture toward civilization, they
are,, nonetheless, just like the house itself and its surrounding, white picket fence: certain
signss of the colonization of the land.
Withinn the fenced arena, a small group of people, probably the family, are scatteredd across the yard as actors upon a stage. They are safe within their controlled space,
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HouseHouse in Nakusp, 1899, gelatin
silverr print, Vancouver Public
Library,, VPL 2337
SOURCEE Henri Robideau,
FlapjacksFlapjacks and PhotographsHistoryHistory ofMattie Gunterman, p

seeminglyy "protected" by the fence from the wilderness beyond. By marking out their territory,, these people are attempting to control their environment and order their new lives.
Humanityy is thus set in opposition to the wilderness. Beyond the fence are stumps and
roughlyy cleared terrain, while further out is apparently untouched forest. Inside the fence
F I G U R EE 1.11
iss
the carefully cultivated yard and domestic living space. The strong verticals of the fence
PanoramicPanoramic view of the mountains
nearnear Summit mine at Sheep Creek, boardss echo those of the trees in the hills beyond, trees that not yet having been logged,
B.C.. early 1911, gelatin silver print,
milled,, cut and painted maintain an alien allegiance.
Vancouverr Public Library.
Left:: VPL 2883 Right: VPL 2384
Framingg is, of course, a form of fencing, in a way making all photographs a kind of
SOURCEE Henri Robideau,
Flapjacks,Flapjacks, p. 158-9
hortushortus conclusus. The photographic frame excises a manageable fragment from the overwhelminglyy seamless continuity of experience and, using the assertive authority of the
rightt angle, makes possible within its bounds the imposition of order through pictorial
convention.. The purpose of both the fence and the frame is fundamentally the same: to
controll nature, to neutralize its power as the unknown other, to make it safe. The image
off the enclosed garden as a means to counter the terrors of wilderness is ubiquitous in
agriculturall societies and a recurring theme throughout their arts and literature. Neither
thee typical Canadian photograph nor painting from this period presents landscape as
civilizedd "scenery" typical of such representations in European landscape work.
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Byy 1911, Gunterman had clearly developed a sense of comfort and belonging in the
mountainn environment as the landscape in her photographs makes a transition from
backgroundd to main subject. Having transformed from city dweller to pioneer, she now
feltt herself free to use the camera's gaze to contemplate the wilderness directly as exemplifiedfied by an untitled, panoramic view she made of the mountains near Sheep Creek (Fig. 1.11).
Itt is apparent that the advancing colonization of the British Columbia interior increas
inglyy distanced Gunterman from nature, forcing her further back into the mountains to
escapee the encroachments of civilization and to maintain her physical and spiritual sense
off place. She made this photograph at a time when she was employed as a cook at the Summitt Mine south of Nelson, a position that for many months kept her separated from her
familyy by over 100 miles of difficult mountain trail (Robideau 1995:159).
Guntermann establishes her position as conqueror by selecting a high camera angle
thatt records the mountain vista before her. The panoramic format, while unusual for her,
wass frequently employed by commercial photographers making picturesque "views" or,
inn North America particularly, by photographers employed by geographical surveys to
producee topographic records.'Typical of the latter is the work of W.H. Jackson, Timothy
O'Sullivann and Carleton Watkins, all of whom, in making landscapes of the apparently
emptyy American West, produced images that exhibit an air of banality and a seemingly
vacantt centre (Adams 1983: 9). Aesthetically, the effect of this was to democratize subject
matter,, subverting the authority of the frame to determine compositional structure by
givingg equal emphasis to all elements contained within it. Apart from introducing a new
notionn of what could constitute a picture, this uniquely photographic strategy was a clear
acknowledgementt of the subtractive nature of the medium, each image in effect irresistiblyy implying that what was portrayed was as might be seen through an open doorway, a
doorwayy through which a viewer might walk into a larger world. Characteristic of most of
thesee images too is the lack of people; human beings appear in only a few and, when they
do,, they are generally tiny figures, simultaneously providing scale and giving emphasis to
thee apparent emptiness and, by implication, availability of the landscape.
Whilee Gunterman's panorama shares the characteristics of arbitrary framing, the lack
off any recognizable "centre of interest" and no evidence of human activity, it goes much
further,, so that the effect and meaning of those elements in her image are entirely different.. For Gunterman, the vacant centre and seemingly unpopulated space leave room
uponn the stage for the real, even if only implied, subject, the photographer herself. The
keyhole,, or window, has become a mirror. Since making the photograph shown in Fig. 1.1,
ann image in which she positioned herself in relation to the cut off trunk of a tree, Gunterman'ss understanding of her relationship to nature and her environment has changed.
Fromm someone who viewed and portrayed nature as a mysterious and frightening, sometimess benevolent otherness from which she could extract sustenance and health, she
hass reached a point in her life where nature seems no longer alien, where the boundaries
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betweenn her and it have blurred so as to be indiscernible.
Thuss in this photograph, the winter becomes a metaphor for loss, the passing of
relatives,, friends and neighbours who had been steadily leaving the region since 1907 as
employmentt opportunities faded with the end of the Lardeau mining boom and the decline
off logging (Robideau 1995: 118). The trees, like Gunterman herself, are silent witnesses,
survivorss of the altitude, cold and fire of their environment just as Gunterman has survivedd and indeed even thriven in this diminishing wilderness, the site of her struggle to
framee an identity of her own. Like many others whose attention the camera has focused
uponn a particular place, she felt a deep, almost mystical connection to it. The statement
madee by W.H. Jackson, the American Geographical Survey photographer who chose
too stay in the West even after losing the job that took him there, could apply equally to
Gunterman:: "Whatever I might find for myself it must be in some great open country"
(Jacksonn cited in Adams 1983: 7). Like Jackson, Gunterman made a commitment to stay in
thee West, despite its physical challenges. Unlike Jackson, however, Gunterman's images
weree made for personal reasons, more to explore herself and her own sense of place than
ass a commercial enterprise.'°
Thee "stage," so often before in Gunterman's photographs full of characters, is now
empty.. Gunterman's desire to photograph seemed to fade as the elements of her nuclear
familyy slipped away. Her image making became more and more infrequent. The main
componentt of her personal narrative completed, Gunterman's use of the camera shifted
fromm the documentary and allegorical to the introspective, reflecting increasingly upon
thee emptiness of the landscape. Here, the panorama is used to produce an expanded privatee view of nature, a reverie at a distance. From Gunterman's isolated point of view, the
arcc of vision is transformed by the camera into a collective gaze that allows the viewer to
sharee in her meditation on place.
MATTIEE GUNTERMAN'S PHOTOGRAPHS are more than simple documents of pioneer
lifee at the turn of the nineteenth century. Carefully created and edited, they construct a
deeplyy personal and extraordinarily revealing narrative. Most Canadian women who
becamee involved with photography at this time were similar to Gunterman: they used
photographyy to document their families and, through that, to narrate their lives and to
exploree and even create their identities. By looking through the viewfinder of the cameraa and selecting a frame for her existence, Gunterman became, at least in her own photo
albums,, the author of her own narrative. These images illustrate Gunterman's vision of
herr identity as an independent, pioneer woman. At a point in history when few women
hadd real control over their own destinies, photography allowed women some limited controll in representing their identities.
Followingg the French literary project of Montaigne, Barthes saw the "self as vocation,
lifee as a reading of the self" {cited in Sontag 1982: xxxiii). Sontag concludes that as Barthes'
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100 For a detailed analysis of the
Americann photographers who
exploredd the West see Snyder,
"Territoriall Photography" in W.J.T.
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workk inevitably came to an end in autobiography, his voice became more personal and
hiss subjects more introspective." His final book, Camera Lucida, in which he addressed the
naturee of photography, reflects his adoption of the "warmest kind of realism: photographs
fascinatee because of what they are about" (1981: 3). This form of realism and fascination
alsoo permeates the photographs of Gunterman, which articulate her autobiography
visually. .
Thee family album exists outside the canon of photographic practice — it is a gendered
formm of social practice that allows women to author their own narrative. Mattie Guntermann was able to subvert the boundaries of the conventional photograph album because
shee photographed outside the domestic sphere. This chapter examined how she used the
cameraa to look into, and position herself in, the frontier world dominated by the other
—— men and nature. In Chapter Three, I will examine how Gunterman used her photographyy albums as a frame to produce a self-aware spectacle.
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Geraldinee Moodie's Arctic Photographs

SELFF A N D O T H E R
INN S E M I O T I C T E R M S , photography has an indexical as well as an iconic status (Barthes
1981).. This gives the photograph a "causal relation to its referent, as with footprints or
X-rays"" (Solomon-Godeau 1992: 327). Such indexicality contributes to the assumption of
truthh being embedded within the photograph and further, that this truth speaks with
objectivity.. It is this indexical nature that allows for the distancing objectification and
classificationn of the subject photographed, a characteristic that has made photography
particularlyy useful in the establishment of a number of the hegemonic devices of colonialism.. Because both in its application and results, photography is inherently an "othering"
process,, almost from its inception it has been a powerful weapon in the colonial arsenal. It
hass thus had a significant effect upon the understanding of colonized peoples.
Duee to its association with anthropology and the illusion it gives of providing only
aa disinterested, factual record, the supposedly value-free, documentary genre known as
ethnographicc photography has been particularly influential. Not surprisingly, in the last
twoo decades this aspect of photographic practice has become the subject of much critiii See for example: Edwards (1992),
(2001),, Banta and Hinley (1986) and
Pinneyy and Peterson (2003).

call analysis. 1 Post-colonial writers such as Gayatri Spivak(i988) have shown that minority
groupss seldom have much control over the way they are represented, which, given time
andd distance, leads inevitably to subaltern groups being viewed as a primitive or exotic
other.. In a similar vein, Johannes Fabian has argued that anthropology has used time and
thee denying of time to the other to "constitute its own object — the savage, the primitive,
thee other" (1983:1).
Apartt from the obvious use of such imagery to establish an appropriate hierarchical
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FIGUREE 2.1 (detail)
EskimoEskimo Woman Wearing Beaded
Deerskinn Dress Made f or Lady
Grey,Grey, 1906, gelatin silver print,
Royall Canadian Mounted Police
Museum,, Regina, 34.6.62
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thethe whaling name "Susie" in her
headedheaded amautiq with thersmall
child,child, Fullerton Harbour, 1904-5
gelatinn silver print

relationshipp between colonizer and colonized, as Liz Wells points out, Western culture
alsoo used these constructed understandings as a definitional strategy, positioning itself
againstt "the other" of colonized peoples and thereby defining itself as hegemonic by implicationn (1997: 59). Edward Said describes this process in relation to the Orient, writing,
"Europeann culture gained in strength and identity by setting itself against the Orient as a
sortt of surrogate and even underground self" (1979:3). Relating this to photography, historiann Daniel Francis contends that at the end of the nineteenth century, the photographing
off Native people was part of a strategy to invent a new identity for Euro-Canadians. He
writes,, "The image of the Other, the Indian was integral to this process of self identification.. The Other came to stand for everything the Euro-Canadian was not" (1992: 8).
Inn this chapter I explore the relationship between self and other, using as subject the
photographingg of a colonized group of Indigenous peoples by Geraldine Moodie (18541945)) a white, Euro-Canadian woman, hence herself simultaneously a representative of
bothh other and self. The focus of my analysis is a body of photographs of Inuit taken by
Moodiee between 1904 and 1909 in what is now the Canadian territory of Nunavut. Moodie
wass a professional photographer who from 1895 to 1898 operated three studios in the Canadiann West. Her marriage to a North West Mounted Police (NWMP) officer, John Douglas
(J.D.)) Moodie, both enhanced her already privileged, upper-middle-class status and gave
herr access to the North on government ships/ Moodie accompanied her partner on official
NWMPP trips into the North in 1904 and again between 1906-09. She was the first white
womann to photograph in the Canadian Arctic and made numerous portraits of Inuit.' As
mightt be expected, given her background and experience, stylistically many of Moodie's
imagess derive from studio portraiture, "a narrative distinct from, but closely linked to the
malee world of expedition photography" (King and Lidchi 1998:15).4 Moodie set an improvisedd Northern studio where she made a series of compelling portraits of Inuit.
II will read a selection of Moodie's Arctic images and relate these readings to the discussionn of how photography as a social practice serves women in the establishment of their
identity.. While some women photographers, like Mattie Gunterman, created their identityy by contextualizing themselves within a family narrative, others did so not by turning
theirr cameras upon themselves, but rather, by photographing others or, in the case of Geraldinee Moodie, by photographing the Other.
Moodie'ss known oeuvre consists of approximately 95 photographs in the Museum
off Mankind in London, England; 62 photographs in the National Archives of Canada
inn Ottawa, Ontario; 48 photographs in the Royal Canadian Mounted Police Museum in
Regina,, Saskatchewan and 14photographs in the Royal Canadian Mounted Police Archives
inn Ottawa. As well, Moodie photographs are held in the collections of the Glenbow and
Medicinee Hat Museums in Alberta, the Maple Creek Museum in Saskatchewan and by her
familyy The majority are photographs of Native people, primarily portraits of Inuit made
inn the Canadian Arctic/
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22 Geraldine married a second
cousinn with the same last n a m e
andd therefore did not change her
surnamee as was the custom in
thee time.

33 Studies previously conducted
onn Moodie are of a historical or
biographicall nature and include:
Silversidess (1991), Eber (1994).
Closee (1995), White (1998), New
mann {1998), King and Lidchi
(1998).. One notable exception
iss the unpublished Master's
thesiss of Sherry Newman, "By One
attached.... Rut Not Of":Historical
PhotographsPhotographs of the Eastern Ar
byy Lute Mundai) and Geraldine
Moodie,Moodie, University of Alberta,
1998.. This thesis includes a
comprehensivee description of the
Arcticc p h o t o g r a p h s made by the
twoo women photographers who
weree both married to members of
thee North West Mounted Police.
Inn discussing some of Moodie's
photographs,, Newman goes
beyondd biographical details to
exploree their complex balance of
ethnographic,, travel and portrait
characteristics. .
44 See White, "In Search of
Geraldinee Moodie, A Project in
Progress"" in King and Lidchi, eds.
(1998:88-97). .
55 See Close (1995), I chose to focus
onn Moodie's photographs of a
Plainss Cree Thirst Dance made in
Battleford,, North West Territories
inn 1895 in my Master's thesis. The
selectionn ot seven representa
tivee Moodie p h o t o g r a p h s of the
Thirstt Dance includes six from
thee National Archives of Canada
(C.. Wentworth Bagley Collection
19422 037 and the Canada Patent
andd Copyright Office 1966094)
andd one from the Royal Canadian
Mountedd Police Museum in
Regina,, Saskatchewan (Geraldine
Moodiee Collection).

66 The Moodie material was among
somee exceptional photographic
materiall transferred to the British
Museumm when it merged with
thee British Library, a copyrightt deposit library. Jonathan
King,, Keeper of the Museum of
Mankind,, London was cited in a
letterr from Betty Issenman to the
Nationall Archives of Canada April
18,1991.. King writes: "There were
threee Canadian copyright deposit
librariess — in two Canadian cities
andd in London. One of those in
Canadaa burnt; the other library
wass sold off. The London material
wass never catalogued. Therefore
thiss department took one or two
exceptionall items when the British
Libraryy was one and the same. In
particularr we have an album of
Geraldinee Moodie photographs
—— she was the best pre-Flaherty
photographerr of the ïnuit.'
77 Other documented women
photographerss in the Canadian
Westt include Hannah Maynard
(18344 1918) Victoria; Gladys Reeves
(18900 1974), Edmonton; Rosetta
Carrr (active 1890), Winnipeg.

Unfortunately,, Geraldine Moodie left no written account as to why she chose Indigenouss peoples as subjects. While it is possible that as the photographer spouse of a NWMP
officerr posted to the far North, the resident Native people were no more than interesting,
availablee subjects, there is every indication that she recognized their potential to draw
attentionn to her work and thus further her career. First, she was certainly aware of the
Furopeann and Euro-American interest in the seeming exoticism of other cultures. This is
evidencedd by her practice of depositing her images of Native people with relevant, high
profilee institutions such as the British Museum and in Canada, "official bodies concerned
withh Canadian and Indian affairs" (Rosenblum 1984:111). We know too that she obtained
copyrightt for those of her images she considered most significant and that of the ones she
soughtt to protect in this way, many were her portraits of Native people. Clearly, as a commerciall photographer, she knew that there was a potentially lucrative market for these
photographss and she wished to insure that it would be she who would profit from their
publication.. As far as can be determined, Moodie was the only woman photographer in
Canadaa during this period to hold a copyright on her work. Moodie was clearly an ambitiouss woman who saw in her lnuit portraits a unique opportunity to raise her profile and
advancee her career as a professional photographer.6
Inn Chapter Four I will examine Moodie's work in relation to that of her contemporaries,, so-called "shadow catchers," a coterie of almost exclusively male photographers who
photographedd Native peoples. I will also compare her images to those of several women
photographerss including Gertrude Kasebier. Kasebier's popular mother-child portraits
aree discussed in this chapter as a point of comparison to Moodie's.
Ass a professional woman photographer working in the Canadian West and Eastern
Arcticc between the years 1895 to 1916, Moodie was a rarity (Lippard 1992: 13, Silversides
i994:: 3). since there were only a few other professional women photographers working at
thatt time in Western Canada.7 Of these, only one, Hannah Maynard (1834-1918), also photographedd Native people. However, for her, this seems to have been no more than a passing
interest,, since almost all of her small number of portraits of First Nations people were made
inn her British Columbia studio. Unlike Geraldine Moodie and her male counterparts, Maynardnard did not venture into the field to produce a large body of work on the subject (Watson
1992:2),, Moodie is the only early twentieth-century, Canadian woman photographer whose
imagess of Native people suggest an indirect representation of the self-other dynamic.
Althoughh both men and women photographed Native people, as Lucy Lippard suggests,, their images differ, with those made by women displaying a recognizably greater
degreee of empathy toward their subjects. Lippard has also noted that portraits made
byy women tend to be "less grim" and more "eye-to-eye" than those made by men (38).
Inn the chapter that follows, I analyze how Geraldine Moodie's images of Native people,
particularlyy those showing family relationships, differed from those made by her male
contemporaries. .
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Myy study is informed by the model of cross-cultural analysis of visual images set out
byy Mieke Bal in her book Double Exposures: The Subject of Cultural Analysis. Bal is critical of
thee manner in which some post-colonial critics work with visual materials. She calls for a
"de-distancing"" or removing of false distance in order to analyze images from the colonial
pastt in a politically responsible and intellectually effective manner. In the conclusion to
herr chapter "A Postcard from the Edge," Bal lists the minimal conditions that should be
includedd in the analysis of visual images in a critical photo essay. As these suggestions are
keyy to my study, I will quote them at length:

noftheii i
:: nder; the I
Ball calls for a responsible critical analysis that takes into account the significance of the
viewpointt of the critic, who is the expository agent. Unavoidably, as the agent of display,
thee critic becomes an editor of the photographer's images and, more importantly, in part
gainss control of their embedded messages. In selecting and arranging the images to be
read,, the critic effectively "writes" a narrative through the words or images of another.
Thus,, by selecting a few of Moodie's photographs for my study, I become the agent of their
displayy and must heed the warning inherent in Bal's question: "Doesn't one repeat the gesturee of appropriation and exploitation one seeks to criticize, if one reprints as quotations
thee very material whose use by predecessors is subject to its criticism?" (197). This questionn will be discussed further in this chapter when I shall provide as evidence examples of
photographss that objectify their Native subjects.
FULLERTONN H A R B O U R M A D O N N A S
Myy F A S C I N A T I O N W I T H Moodie's Inuit portraits began with a single photograph that
II first saw in Private Realms of Light, a 1983 exhibition of early Canadian photographs at the
Nationall Archives of Canada in Ottawa. What struck me initially was not so much its subject,, an intimate portrait of a mother and child holding hands and exchanging glances,
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butt its simultaneous and unsettling sense of inherent familiarity and strangeness. The
photograph,, entitled by Moodie, Eskimo Woman Wearing Beaded Deerskin Dress Made for
LadyLady Grey, 1906 (Fig. 2.1), shows a young, Inuk mother in an elaborately beaded attiyi or
parkaa holding the hand of a small child. In contrast, the child is naked except for a delicate
stringg of beads or bones worn around her neck. Both ignore the camera, instead looking
directlyy and affectionately into each other's eyes. The child's look is skeptical, perhaps
uncomprehending,, perhaps a little anxious, focused completely upon her mother, who
smiless back reassuringly. The gaze is both powerful and arresting — an intimate exchange
thatt reveals an extraordinary communication between two individuals. For a moment,
throughh a single, shared glance, the public act of the studio portrait is made private.
Inn looking at this image, I cannot help but be reminded of Kaja Silverman's reference
too the commentator of Harun Farocki's film, Bilder der Welt und Inschrift des Krieges, who
comments,, "When one looks into the face of an intimate, one also brings something of
aa shared past. The photograph captures the moment and thus crops away the past and
future"" (1996: 148). Whereas the presence of a cross-cultural dynamic in Moodie's image
makesmakes me reluctant to apply this idea too literally, it seems incontrovertible that at some
levell the photograph does succeed in revealing just such a shared moment, albeit a shared
momentt constructed from a strategic pose that clearly romanticizes both the Inuit other
andd the depiction of the parent-child bond. Which, of course, is exactly what all of Moodie'ss experience had taught her to do. As a studio photographer in southern Canada, her
commerciall success had been largely dependent upon producing photographs with preciselyy these characteristics. By taking these photographs home and inserting them into
photographh albums, she contextualizes each of her subjects within a particular family
narrative,, effectively creating a unique identity.
Evenn though the facilities available to Moodie in the Arctic were makeshift at best and
herr subjects were for her undeniably exotic, the parameters governing her approach to
portraituree remained virtually unchanged. Whether intended by her or not, what one
seess in this image is on one level a straightforward family album portrait of a mother and
child.. And, both because the parent-child relationship is so universal and because of the
assumptionss we make about such images, the effect, inevitably, is to make Inuit appear
"moree like us." At the same time, however, a disjuncture of expectationn results from their
appearancee and dress and because in Moodie's time, the subjects are people who were most
commonlyy photographed by ethnographers or anthropologists seeking only to illustrate
specimenss or exemplary types.
Mariannee Hirsch argues that the appeal of photographs of the other, such as many
thatt were included in Edward Steichen's enormously influential 1955 exhibition, Family
ofof Man, lay in the notion that the family can be used as a primary instrument of universalizationn (1997: 50). In her chapter "Reframing the Human Family Romance," Hirsch
citess Alan Sekula's comments on Steichen's exhibition in which Sekula suggests that the
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EskimoEskimo Woman Wearing Beaded
DeerskinDeerskin Dress Made f or Lady
Grey.Grey. 1906, gelatin silver print,
Royall Canadian Mounted Police
Museum,, Regina, 34.6.62

exhibitionn proposed "a globalized, Utopian familyy album, a family romance imposed on every
cornerr of the earth" (51). Hirsch also argues that
somee of the images in Steichen's exhibition are
moree like conventional familial snapshots, while
otherss are closer to ethnographic or documentary
photography.. Although made long before most
off the Family of Man photographs, the Moodie
imagee described above is remarkable for the balancee it achieves between these two genres. On the
onee hand, the photograph's plain background,
non-whitee subjects and exotic costuming could
makee it appear to be just one more colonialist,
ethnographicc record; on the other though, the
revealedd intimacy of relationship between parent
andd child moves the narrative to a rather more
elevatedd plane, accomplishing nothing less than
aa humanization of the other. It is this reference
too what Hirsch has termed the familial gaze that
makess this Inuk mother and child more universallyy accessible and popular. ^ This quality of a
"familyy romance" is present in many of Moodie's
Inuitt portraits. She uses sentimental poses, such
ass hand holding, to highlight the familial relationshipp present in her frame. Moodie's images strike a
balancee between being photographs that function
ass a form of visual anthropology, documenting
thee physical appearance and costume of Inuit as
exoticc other and being more aesthetic portraits
thatt express human relationships.
Thiss balance is the result this photograph's spontaneous,, informal quality. It stands apart from the
formall portraits more common to the period in which it was made. The image has a snapshott quality, in part because the little girl was moving during the exposure; she has placed
onee foot behind the other, and her face and hands are blurred. At the time of its making,
evidencee in a studio portrait such as this of a subject moving would have been considered
ann error, and the image most likely would have been discarded. Instead, a hundred years
laterr it serves to de-distance the image from its historic context. It is unusual that a professionall photographer like Moodie would have printed and copyrighted such an image.
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88 See Hirsch (1997: 53) for a discussionn of the familial gaze in relation
too the other.

99 Victorian photographers who
depictedd nude children include:
Alicee Boughton, Clarence White,
Lewiss Carroll and Frank Holland
Day.. See Wright (2003:169-161) for
aa discussion of the relationship
betweenn nudity and "primitiveness"" in the depiction of children
duringg this period.

Itt is also odd that the child is naked while
herr mother is clothed. Did the child undress
becausee her mother was changing into a costume?? Was it the heat of the photographer's
studioo that prompted her to shed her clothing?
Wass she instructed to undress by the photographerr and, if so, why? Formal studio portraits
likee this did not normally feature the subjects
disrobed,, unless they were meant as erotica or
featuredd Native peoples. It was common during
thiss period, for example, to show Native women
partiallyy clad with breasts exposed, often a sign
off colonial dominance of the male photographerr who makes images that combine erotic and
aestheticc judgments. Bal refers to the aestheticss that inform such images as "aestherotics"
(1996:212).. However, the inclusion of a naked
childd is atypical. Certainly, this would not normallyy be seen in studio portraits of non-Native
children,, and where exceptions exist, they are
generallyy images in which children are used
ass signifiers of innocence or sentimentality.'
Thee nineteenth-century English photographer
Juliaa Margaret Cameron made some of the bestknownn examples. Cameron made allegorical,
narrativee images in which naked children with
paperr wings attached to their shoulders played
thee role of cupids. Christopher Wright makes
ann interesting observation about these nude
studiess of children, asking whether we are less
suspiciouss of the intent if the photographs are
madee by women (2003: 160). This is an importantt question to keep in mind as the analysis of this image continues.
Thee child's nakedness is evidence of the degree of control Moodie exercised over the
image.. Visually, the nude child is spectacular, a dramatic contrast to her elaborately costumedd mother. Undoubtedly Moodie was aware that for viewers brought up in a Christian
tradition,, the child would function symbolically as a putto or Christ child figure, making
thee young Inuit mother into a kind of exotic Madonna. Madonna and child imagery is,
off course, common throughout the history of Western art, and the startling contrast in
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Moodie'ss image between the familiarity of its form and the exotic particularity of its contentt would have added greatly to the photograph's commercial appeal. That Moodie was
welll aware of this is validated by a discovery made in a catalogue raisonné of Moodie's photographs.. This catalogue includes two, almost identical photographs of the same subject,
obviouslyy made during the same session: the original mother child portrait and another,
slightlyy different version of the same image (Fig. 2.2).'"
100 See White (1998) and (1999) for
aa catalogue' rai>onne'and biography
Itt seems that Moodie made several versions of same pose in search of the most desiroff Moodie.
ablee end product. In White's biography, the two images are reproduced side by side with
aa different title, Geraldine Moodie's companion with the whaling name "Susie" in her beaded
amautiqamautiq with her small child, Fullerton Harbour, 1904-5." The second photograph opens
111 The amautiq was commissioned
byy Moodie for Lady Grey, spouse
upp many more issues, but first a visual reading of the image is required. The subjects in
off Canada's Governor General, Earl
Greyy during the winter of 1904 5.
thiss second photograph duplicate the pose of the other version almost exactly. What has
Bothh photographs have been
changedd is that the mother figure, now identified as "Susie," is wearing a slightly differlabelledd as such, but there is some
confusionn
over this as each image
entt parka and the child is now clothed. The little girl is wearing a long fur jacket with a
showss a different parka (White
1998:124).. The fact that the parka
beadd hood and mukluks on her feet. Now she stands still, the image exhibiting none of the
hass been changed is a common
motionn present previously. Her mother is once again attired in a richly ornate, traditional
occurrencee in the photographs
off Moodie and those of whaling
parka.. It is, as has been noted earlier, a different parka, yet her hairstyle and hair ornaments
masterr Captain Comer; this was
becausee the Inuit people often
remainn the same. The facial expressions and shared gaze also echo the first version. Both
swappedd them, preferring to be
motherr and child are standing in a conventional, nineteenth or early twentieth-century
photographedd in the most attractivee parkas. Dorothy Harley Eber
studioo pose; their feet are close together and they holdd hands while exchanging looks.
concludess that it is not possible to
Theree can be no doubt that the photographer carefully posed her subjects in order to
repeatt this image. Moodie was aware that this was a significant pose and took care to have
severall different versions of it. It is pointless to speculate whether or not the photographs
weree taken to be included with the gift of the parka to Lady Grey. However, as Moodie
markedd her copyright on both of them, it is apparent that she was aware of their currency
ass a collectable. From my perspective, the second image is less successful. Lacking the
blurredd movement recorded in the first, it seems to have been more rigidly controlled,
makingg the posing more evident and the figures appear more stiff and formal. This image
iss less about the human relationships and more about the costumes worn by the subjects.
Itt is more of an ethnographic study.
Thee discovery of a second version of one of Moodie's portraits reminded me that these
imagess are constructed in the studio. As is the case with all the photographs discussed in
thiss study, it is important to remember that in all cases it is the photographer's vision I am
reading.. To borrow from Bal's version of the concept o(focalization, the photographers act
ass external, narrator focalizer of their images.'-' Bal replaces the idea of "perspective" or
"pointt of view" with focalization, which allows for the distinction between "who sees" and
"whoo speaks"(20oi: 262). It is Moodie's role in this process of focalization that fascinates
me.. Again the question of the gender of the photographer plays a significant role. Does
herr perspective as a woman, another marginalized other, make her representation of her
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usee the parka design patterns as
ann indicator of individual identity
becausee of this (cited in King and
Lidchii 1998:237). These inner par
kass were decorated with pictures
andd symbols made in glass beads
thatt were gifts to the women from
thee whalers (Eber 1994:20}.

122 See Bal (2001: 41-63) for a discus
sionn of the focalizer.

Inukk subjects different? Does she produce a more sympathetic rendering of her subject?
Doo the Inuit respond and collaborate more openly in their response to the photo making?
Thesee questions drew me to Moodie's images initially and kept me returning to reconsider
whatt these photographs signified.
Evenn in societies where photography is a common and well-accepted practice, by
enteringg a studio a subject symbolically, and to a large extent actually, concedes almost
alll power to the photographer. In cultures where it is the photography and the photographerr that are exotic, the imbalance in favour of the photographer is necessarily even
moree overwhelming. This is of particular interest when one considers Moodie's approach
too producing her Inuit portraits. Rather than photograph people in their homes or in their
ownn environments, she drew upon her pre-Arctic experience as the operator of several
commerciall studios, in effect creating another one by having all her subjects present
themselvess before a neutral, cloth backdrop. This strategy enabled Moodie to create the
consciouslyy and carefully constructed images of romanticized motherhood required by
thee colonial imagination and, perhaps less consciously, to represent both the similarities
andd differences between the cultures of the colonizer and the colonized in a single frame.
Ann aspect of Moodie's approach particularly worthy of discussion is her use of a blank
backdrop.. Moodie had used backdrops extensively in her studio practice in the south, but
aa survey of her work from this earlier period shows that in keeping with common practice,
thesee were all carefully painted with scenes that could appropriately background a variety
off subjects. For example, Carol Williams has observed that such simple backdrops as Hudsonn Bay blankets were often used as backdrops when photographing Aboriginal people
too sign them as "Indian." This is because the Hudson Bay blanket was commonly traded
withh Native people (2003: 122). For whatever reason, most likely because of their weight
andd size, Moodie did not take her painted backdrops with her to the North, which meant
thatt in setting up her studio, possibly something she had not anticipated, she was forced
too improvise, using what appears to be a length of sailcloth. The effect on the perception
off a person set upon such a featureless ground is dramatic and powerful. By eliminating
alll context, the blank backdrop turns a photograph into a display window and anyone
sett before it into a specimen. This, in turn, significantly enhances the objectification of
thee subject by concentrating the viewer's attention upon the subjects' physical appearance,ance, their pose and their costuming. Unsurprisingly, this type of neutral backdrop has
133 See Pinney (2003:213).
been referred to as the "subaltern background," a site for the objectification of the other.11
Fabiann cites as a common example of such practices the isolation of the other in another
timee and place, the past, even in cases when the chronological time is actually the present
(1983:1). .
Thiss method of representation of the other as an exotic subject or collectable is reminiscentt of the of the work of contemporary art and fashion photographer Irving Penn.
Penn,, like Moodie, uses the camera to create the exotic other as a commodity which he
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marketss though exhibitions of his art photography
andd books. Penn's Mother and Child, Cuzco, Peru,
19499 (Fig. 2.3) shows how the photographer used a
portablee studio tent structure in order to create his
ownn world no matter where he was working. Penn's
bookk Worlds in a Small Room consists of a series of
thiss type of portraits of people made while he travelledd on assignment for Vogue. Martha Rosier has
writtenn an essay, "in, around, and afterthought
(onn documentary photography)" where she discussess how documentary photography "has been
usedd to describe the powerless to the powerful" (
Boltonn i993:xvi). She refers to Penn's series as "an
effetee mimicry of anthropological documentary"
(1993:: 310). Liz Wells points out that these images
tendd to collapse the genres of fashion photography
andd visual anthropology. As she has written:

FIGUREE 2.3

Irvingg Penn, Mother and Child,
Cuzco,Cuzco, Peru, 1949, gelatin silver
print,, Museum of Modern Art.
Neww York
SOURCEE International Photo Encyclopediaclopedia of Photography, p. 381.

Thiss decontextualization of place gives Penn's images, like Moodie's, a timeless, more
universall quality. As Fabian (1983) has observed, it is also used as a strategy to assign
otherness. .
However,, in contrast to Moodie, Penn avoids any naturalism or spontaneity in his
portraits,, favouring instead much more dramatic poses. For example, in the photographh shown in Figure 2.3, both subjects face the camera, the child slightly in front of
herr mother, leaning on her for support. Both subjects' poses appear artificial. The mother
holdss one hand against her chest, and the child appears to be straining to lift her head
upp high. The photographer has stylized everything for the camera with the eye of an art
director.. Formal qualities are stressed: light, shadow and shape as opposed to character or
realism.. The formal aspects of the images are foregrounded, and the photographer keeps
anyy hint of emotion at arm's length. The folds in the drapery echo the folds in the subjects'
simplee attire. Curiously, Penn has chosen a neutral camera position, looking neither up at,
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norr down upon his subjects, thereby minimizingg the power imbalance normally apparent in
thee photographic exercise. Significantly, the
motherr and child have a site of resistance to the
photographer'ss control: their returned gaze.
Everr so slightly they are able to subvert the photographer'ss control of his image by the way in
whichh they return the camera's gaze. While on
onee level they appear to be taking part in the
rolee play of humble peasant controlled by the
photographer,, they are, in fact, sending up
whateverr authenticity that Penn intends for his
image.. The mother's knowing and steady gaze
remainss confident despite her having to adapt
too the contrivance of Penn's posing demands.
Thiss returned gaze, I argue is similar to Bal's
analysiss of the postcard that is returned to the
sender,, the look of the colonized back to the
colonizerr (1996: 220). The mother is in control
off the nature of her own gaze; she looks directly
backk at or even through the photographer, as
iff to acknowledge the viewer on the other side.
Heree she "returns the gaze" to those who treat
herr as a spectacle.

144 Moodie tried as often as
possiblee to record her subjects
completee names. The woman in
thiss photograph is Kukilasak also
knownn as Kookooleshook. Dorothy
Eberr has noted that it is often
difficultt to keep track of individualss by name as they be known by
severall different names and also
byy English names given to them
byy the whalers (1994:18).

Inn comparing Moodie's work to Penn's, consider,, for example, Kukilasak (Kookooleshook)
withwith her bahy hu another partner, made at Fullerton Harbour, 1904-5 (Fig. 2.4).'4 This image
showss clearly the extent to which Moodie is less the art director and more the collaborator
thann Penn. By permitting a larger, collaborative space her photographs inevitably appear
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lesss sophisticated and hence, less contrived. In this image, Moodie's camera presents two
KukilasakKukilasak (Kookooleshook) w
herher baby by another partner,
seatedd figures, Kukilasak and her child dressed in traditional clothing. Kukilasak is posed
Fullertonn Harbour, 1904-5, gelatin
silverr print, National Archives of
wearingg her beaded inner parka, or amautiq, yet the striking relationship between the two
Canada,, C 1814
subjectss carries the image beyond being a straightforward ethnographic study of costume.
Thee mother is holding her baby tightly and presenting it to the camera. The soft smile and
easyy gaze into the camera are evidence of maternal pride. This is an image about a mother
showingg off her child to another woman. She looks directly into the lens, obviously
unintimidatedd by the situation in which she finds herself yet, at the same time, strongly
protectivee of the baby in her arms. The photographer has assigned her a sitting pose
thatt simultaneously downplays the dramatic costume and highlights the relationship
sy y

betweenn mother and child. This maternal pride becomes a link
betweenn Moodie's Euro-American culture and that of Inuit; motherhood,, a universal to which both can relate, is employed by Moodie as
aa vehicle of cultural convergence.
Moodie'ss work can also be compared to that of her contemporary,, the prominent American photographer Gertrude Kasebier, who
alsoo photographed motherhood themes. Kasebier's work is exemplifiedfied by Emmeline Stieglitz and Katherine (Kitty) Stieglitz c. 1899 (Fig.
2.5),, a portrait of the spouse and daughter of Alfred Stieglitz. Both
portraitss are made in an unidentified, domestic interior and use a
neutrall background, the more clearly to focus attention upon the
motherr and child bond. Both mothers are costumed according to
theirr own culture's representation of the feminine, signifying the
idealizationn of motherhood popular in photography of the period.
Thee thematic link holds despite the fact that stylistically, the former
iss more documentary, while the latter relies on the technical exaggerationss of Pictorialism. There are other differences between the
images.. Moodie foregrounds the mother while Kasebier, in keeping
withh the contrived sentimentality often associated with her aesthetic,
placess attention upon the child. In Moodie's portrait, both subjects
acknowledgee the camera and look directly at it. There is a hint of individualityy and the personality in the mother's facial expression. In the
Kasebierr portrait, on the other hand, neither subject acknowledges
thee camera. The mother, who appears in profile, looks devotedly at her child while the
child,, seemingly full of curiosity about the world beyond the frame, looks away, acknowledgingg neither mother nor camera. This is one of the significant differences between
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Kasebier'ss mother child studies and much of the work on this subject produced by her
Gertrudee Kasebier, Emmeline
StieglitzStieglitz and Katherim (Kitty)
contemporaries.. Kasebier's work tends to show doting mothers and self-reliant youngsters
Stieglitz,Stieglitz, c.1899 , platinum print,
66 3/8" x 5 7/8", Clarence H. White
eagerlyy seeking their independence, as opposed to the more clingy children more normally
Collection,, The Art Museum,
picturedd (Michaels 1992:76).
Princetonn University
SOURCEE Barbara Michaels, GerAlthoughh both Moodie and Kasebier were professional photographers, Kasebier's images
trudee Kasebier, The Photographer
andand her Photographs (New York
aree clearly the result of their creator's self-conscious effort to make art. Like other pho1992),, plate 50, p.77
tographerss in her circle, Kasebier made extensive use of soft-focus lenses and printing
materialss impregnated with platinum salts to signal that her images should be seen not
ass mere photographs, but as skillfully produced, aesthetically imbued objects. In many of
herr compositions on the mother-child theme, she attempted studies showing the effect
off white on white. This was difficult to render technically but imparted to the image an
aestheticc mood illustrating the concept popular at this time of the woman as the angel in
thee house.
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Inn addition to following studio convention, Moodie's
workk also exhibits the characteristics ot ethnographic
orr documentary style imagery. The trio depicted in
AnAn Inuit Widow with her two children, Fullerton, Harbour,
1904-55 (Fig. 2.6) is typical of the line-up-subject-asspecimenn composition favoured by ethnologists when
theyy venture behind the camera, judging from the family'ss facial expressions, they were also more apprehensive
subjects.. The mother is much older and far less elaboratelyy dressed, in a simple, fur, outer parka, than the
youngg mother in the previous photograph. Her expressionn is more resigned; her face is marked with tattoo lines
thatt signify that she had been married. The children in
thiss image appear more uncomfortable in front of the
camera,, particularly the young girl to her mother's left
whoo is holding a small fur pouch in front of herself. The
threee subjects stand next to each other but without physicall or eye contact; each confronts the camera alone. The
family'ss seeming discomfort is common in photographs
off this type. Cultural critic and film-maker Trinh Minhhaa acknowledges this aversion and gives voice to it, when
shee writes, "like any common living thing, I fear and
reprovee classification and the death it entails" (1989: 48).
Thee family's facial expressions suggest that they were not at all comfortable about being
photographed,, yet Moodie did so anyway.
Thee family is positioned in a line, facing the camera with the mother in the centre
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andd the children on each side. This photograph is one of the few in this series where the
AnAn Inuit Window with her two
children,, Fullerton Harbour, 1904subjectss are standing on fur drop cloths. There is less evidence of cultural assimilation in
5.. gelatin silver print, National
thiss photograph than in most of Moodie's other Inuit portraits. The parkas lack embroiArchivess of Canada, C 89351
deryy and, apart from a simple fringed hem, any other decoration. To Euro-American eyes
att the time, this traditional, day-to-day clothing would have contributed to a view of the
subjectss as "primitives."
Peterr Mason points out that since the Enlightenment, a number of philosophers,
includingg Montaigne, Hobbes, Locke, Rousseau, Kant and Hegel, were fascinated with
thee New World and the idea of the primitive other (1990: 6). Mason links the representationn of Native American people to the representation of the other in Europe. He cites the
Herodoteanss or Plineans, monstrous races characterized by the Greeks as a primitive kind
off human and animal hybrid (7). Props such as furs and animal-hide clothing act as signifiersfiers of a primitive hybrid race. For example, an unusual component of the mother's dress
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iss a belt strapped in front of her chest on the outside of her parka. It draws attention to her
breastss but not in an overtly sensual or sexual manner. It appears instead to be purely of
aa utilitarian nature and is actually a support for the qaksungauti, or hide girdle, that supportss the amaut, or baby pouch, worn on a mother's back.'5 Like the animal skins, it adds
too the primitive ambiance of the image. This photograph, more so than the other mother
childd images I have read in this section, appears constructed to emphasize otherness and
highlightt elements of difference with Euro-American culture such as costume.
Moodie'ss Fullerton Harbour madonnas do not fit neatly into the genres of either ethnographicc photography or studio portrait. The blurring of boundaries between these two
formss of visual representation creates a visual tension that makes them more arresting to
thee viewer. Because, or even in spite of this, these mother-and-child portraits are some of
thee most compelling examples of Moodie's professional photographic practice.
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GroupGroup of £ ski mo Women, Fullerton
Harbour,, c.1904-5, gelatin silver
p r i n t ,, Royal Canadian Mounted
Policee M u s e u m , Regina

FULLERTONN HARBOUR GROUP PORTRAITS
W H I L EE AT FULLERTON HARBOUR, Moodie also made a number of group portraits
featuringg women wearing traditional Inuit dress. Two images representative of this series
aree Group of Eskimo Women, Fullerton Harbour, c. 1904, (Fig. 2.7) and Iwilik Women, Fullertonn Harbour, c. 1904-05, (Fig. 2.10). Most of her Fullerton Harbour photographs appear to
havee been made at the same time and feature some of the same women. For example, three
off the women in the larger group portrait (Fig. 2.7) also appear in the portrait of the trio
(Fig.. 2.10). Both of these images appear to have been made at the same time.
Thee photograph of the six Inuit women (Fig. 2.7) is exceptional. It depicts an opennesss seldom apparent in photographs made by Euro-Americans of Aboriginal women.
Despitee their cultural differences, these women appear comfortable being photographed
byy another woman. The image features five young women carefully grouped around
another,, possibly an older relative. There is a baby peeking over the shoulder of the young
womann on the far left. She is Kukilasak, whom Moodie photographed alone with her child
inn Figure 2.4. The child and all the women look directly into the camera in a comfortable,
nonconfrontational,, returned gaze. The central figure is singled out by her dominant
positionn within the frame and her more elaborate hair ornamentation. Her long wrapped
braidss signify that she has given birth to a male child (Eber 1989:115). She is the Aivillik
woman,, Niviatsinaq, whose whaling name was "Shoofly."
Herr close relationship with Captain Comer, a whaling ship master, had made her one
off the most often photographed Inuit women in the area, and it is therefore perhaps not
surprisingg that she appears more at ease and confident in front of the camera than the
others.. The dress she is wearing and the images embroidered on the front of her now
famouss attigi make this photograph a remarkable record of acculturation in process. Representedd on the attigi are magnetic compasses; high-heeled, European-style boots and on
thee left, written in English, Niviatsinaq's whaling name, Shoofly. An even more obvious
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155 See Kobayashi Issenman cited
inn Rholem (2001) for a discus
sionn of traditional Inuit clothing.
Issenmann is associated with the
Departmentt of Costume and
Textiless and the Department of
Ethnologyy and Archaeology of
thee McCord Museum of Canadian
Historyy in Montreal. See also
Issenmann (1997).
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indicaitorr is the printed fabric dresses
wornn beneath the parkas of both Shoofly
andd her companion, dresses that Shoofly
quitee likely made herself as she is known
too have owned a sewing machine and to
havee received gifts of cloth from Captain
Comer. .
Western-stylee dresses often appear
inn formal photographs of Inuit women
madee in this period and, together with
thee highly decorated attigi, give a clear
indicationn as to the importance assigned
too the picture-making session. These are
notnot everyday clothes but rather somethingg these women either have chosen
orr been instructed to wear for a special
occasion.. Consider, for instance, the practicality of the traditional leggings worn by the
womann on the far left, a design perfected over thousands of years of adaptation to the
harshh realities of a nomadic, Arctic hunter culture and then, in comparison, imagine
howw utterly ill-suited is a cotton skirt to the same circumstances. The presence of such
clothingg shows how the culture was changing, indicating the development of more fixed
communitiess and more secure food supplies. Quite simply, European-style dresses were
luxuriess that could not have been accommodated by a traditional Inuit culture, but were
reservedd for special occasions such as attending dances on the visiting ships or, in this
case,, being photographed.
Thus,, while to western eyes the presence of these exotic, assimilatory costumes can
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Moodie's Arctic photographs seem theatrical, in actual fact there is really little difOfficersOfficers of "C" Division, Battleford
posedposed in Moodie's Studio, c. 1895-96, ferencee between them and those she had been making in her more established studios
gelatinn silver print, Royal Cana
inn the south. Fundamentally, the photographs are conventional, early twentieth century
diann Mounted Police Museum,
Regina.. 34.22.2
studioo portraits. Just as she would have done in her previous studios, Moodie set up a backSOURCEE Donny White, In Search
ofGeraldineofGeraldine Moodie, 1998, p. 40
dropp against which to photograph. While in the south, with the luxury of a permanent
facility,, this would most often have been one of a number of painted scenes from which a
selectionn would have been made appropriate to the particular subject. For example, considerr the two following portraits both made in Moodie's southern studios.
OfficersOfficers ofi"C" Division, Battleford, posed in Moodie's Studio, c.1895-96 (Fig.2.8) records a
groupp of North West Mounted Police (NWMP) officers. The selected backdrop resembles
ann elegant drawing room, perhaps in an officers' club in a large, eastern Canadian city. The
paintedd window on the left side of the frame has a highly decorated, neo-classical arch,
certainlyy not something represented in any of the buildings then existing in the small,

frontierr village of Battleford. These men were living in a relatively
crude,, military barracks in the center of the Canadian Prairies,
makingg the grandeur suggested by this backdrop a ludicrous
illusion. .
AA Young Cree Woman and Boy Taken in the Maple Creek Studio,

(Fig.. 2.9) was made about a year later shows another of her painted
backdrops.. The child is posed on a rather unlikely looking tussock,
andd grass or straw has been spread about in a vain attempt to turn
thee studio floor into a meadow. The woman, who may be a sister
orr possibly his very young mother, stands beside him dressed in
ann amalgam of traditional and western clothing. This time, for a
background,, Moodie has selected a simulated outdoor setting: a
romantic,, misty woodland scene perhaps even more alien to the
actuall environment from which the subjects hail than was the
backgroundd in the earlier, Battleford image. The Cree of that part
off Saskatchewan are a Plains people, and the vista from Moodie's
studioo door would have encompassed only a treeless, rolling prairiee for as far as the eye could see. It is amusing to note that in the
lowerr right corner a black line clearly reveals where the backdrop
doesn'tt quite reach the floor which itself, in this spot, for some
reasonn Moodie has failed to disguise with grass. At times one
almostt has the impression that like a clever magician, Moodie
can'tt quite resist revealing the trick
Inn the north however, Moodie was forced to improvise her
backdrops,, with the closest thing she could find being a length of canvas, most likely a
sparee sail from the supply ship. Her subjects are just as carefully posed as in her earlier
work;; the camera positions she chooses for different subjects are consistent with the conventionss of her day. The lighting is rather more erratic, but again, this was an improvised
settingg and she worked with what she had. The costuming, too, is no more than one would
expect.. Even today, when people go to a photographer to have their picture taken, they
dresss up in their best; they want to present themselves as favourably as possible. Whether
suggestedd by Moodie or not, I believe that the appearance of the women in fig. 2.7 is motivatedd by a similar desire.
Whatt is less conventional about this particular image, however, is its loose framing,
whichh measured by studio portrait standards of the day appears careless and unfinished.
Thee edges of the background are clearly visible. This allows the viewer to see how the
imagee is constructed, effectively destroying the illusionary atmosphere usual to such
studioo photographs. While not uncommon to see negatives like this even from the most
accomplishedd photographers, it is surprising that Moodie should have chosen not to crop
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AA Young Cree Woman and Boy,
TakenTaken in the Maple Creek Studio
gelatinn silver print, Royal Canadiann Mounted Police Archives,
Ottawa,, 4463
SOURCEE Donny White,ln Search
ofGeraldineofGeraldine Moodie, 1998,

awayy these peripheries in the final print. Comparable to the nail hole in Mieke Bal's readingg of Vermeer's Woman Holding a Balance, what caught my attention in the image, the
punctum,, was the small hook fastened to the wall, hidden in the shadows on the lower left
sidee of the picture — a hook I took to be a part of the rigging necessary to assembling the
backdrop.. Not visible in reproductions, I only became aware of it when I viewed an 8" xio"
enlargementt at the Royal Canadian Mounted Police Museum in Regina. In seeing behind
thee scenes of one of Moodie's photographs, I could come to terms with the true nature of
herr work and understand its apparent contradictions. It became clear that it is precisely
duee to her rigorous application of the techniques of conventional studio practice that her
imagess are not straightforward documentary, ethnographic studies, but rather visually
constructed,, theatrical scenes. Moodie was the focalizer whose prescriptive use of a particularr photographic practice led her, perhaps unconsciously, but certainly inevitably, to
constructt images of her subjects as other.
IwilikIwilik Women, Fullerton Harbour, c. 1904-05, (Fig. 2.10) on the other hand, is a work
thatt today we would categorize as visual anthropology, a term introduced into the photographicc lexicon in the 1930s by John Collier Jr., a photographer with the u.s. Farm Security
Administration.. Collier described any photographic record of a documentary nature that
allowedd "the comparative measurement of specimen subjects and spaces in isolation...
ass visual anthropology" (Tagg 1988: 12)."' The form of Moodie's image, which portrays
166 John Collier. Jr. was aphotograthreee women modeling their traditional Inuit costumes, conforms almost exactly to this
pherr involved with Roy Stryker of
thee Farm Security Administration,
description.. Shoofly, the central figure, has been posed in profile, looking off to the right
aa government funded photographyy survey during the American
off the camera, so as to best display the back of her richly decorated, inner parka. The parka
Depressionn He also photographed
backk is embroidered with beadwork that includes three symbols that resemble magnetic
Inuitt but in Alaska. See Collier
andd Collier (1986 ) for a discussion
compasses,, as well as the image of a kneeling hunter taking aim at a caribou (Eber 1989:
off photography as a research
method. .
115).. Shoofly is flanked on each side by two of the younger women who appear with her
inn the previous, larger, group portrait (Fig. 2.7). They look directly into the camera. The
printt shows only a portion of what must have been the original negative, a hand-cut,
ovall over-matte having been applied to give greater emphasis to the central figure. While
undoubtedlyy this was done to make the image more pictorially attractive, the women here
clearlyy lack the presence they exhibit in the previous photograph. This is not a portrait
off individuals so much as it is a photograph of three costumes, the women having been
reducedd to the role of racially stereotypical mannequins. They are appropriately exotic but
interchangeable,, a document of the decorative other.
Thiss is fully in keeping with the application by both Alan Sekula and John Tagg of
Foucault'ss concept of archive to photography. In his collection of essays The Burden of
Representation,Representation, Tagg discusses the implication of photography in differential power
relationships.. For example, the systemization of criminal records that began in 1880
usedd photographic records of frontal and profile views of arrestees' heads to document
lawbreakers.. These became known as "mug shots." In its similar approach, Moodie's
66 6

photographh is clearly more reminiscent of this genre than of portraiture. Tagg argues that
thiss type of documentary photography is about power relationships. Consider, in particular,, this passage that could have been written with Moodie's trio in mind:
off the official docun
••

Inn Moodie's image, this is exactly what the three Inuit women do; they offer themselves
too the camera's gaze. They are submissive, decorative and pinned to the backdrop like
exoticc butterflies upon a card, part of a collected archive of the other. Tagg also discusses
6: :
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[wilik[wilik Women. Fullerton Harbour.
c.1904-5,, gelatin silver print.
Nationall Archives of Canada,
CC 893+7

howw early photographic recording became a kind of "ethnographicc theatre in which the supposed authenticity and
interrelationshipss of gesture, behaviour and location were
essentiall to the 'documentary' value of the representation"
(12).. In other words, while photography may be used as a
tooll to collect evidence — that is, what is true and by implicationn therefore the only real version of the real for those
caughtt within its dispassionate gaze — it is frequently not
onlyy a manufactured reality but also a reality manufacturedd by and for someone else. As Fabian has argued, the
photographedd becomes anthropology's constructed other.
Suchh is the fate of the women in Moodie's photograph.
Sett against a plain, canvas backdrop they are completely
separatedd from any meaningful context, out of place and
frozenn in time. Not even the conceit of an artistic overmattee can disguise the fundamental nature of this image;
itt is an archival record of the acquisition by one culture of
another,, and thus, an "active agent for the construction of
colonialism"" (Hartman 1999:5).
Allann Sekula's essay "The Body and the Archive" analyzess how photography can be used as a "double system" of
celebrationn or repression, to show either a ceremonial presentationn of self or "establish and delimit the terrain of the other" (cited in Bolton i993:xvii).
Thiss can be seen in two other portrait studies made by Moodie at Fullerton Bay in 1904. The
first,first, Native Women in Gala Dress (Figure 2.11), shows another trio of Inuit women, all of
whomm are wearing traditional inner parkas. The figure in the centre can be identified from
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otherr photographs as a woman whose whaling name was Jennie. Not particularly interestNativeNative Women in Gala Dress, Fullertonn Harbour, 1904, gelatin silver
ingg in itself, this image gains significance from its relationship to another photograph,
print,, Royal Canadian Mounted
apparentlyy made at the same time and featuring two of the same women, although in this
Policee Collection, National
Archivess of Canada, c 1823
instance,, presented in Western dress (Figure 2.12).
Thiss second image, Native Women Dressed for a Dance, Fullerton, 1904, shows Jennie
andd one of her companions from the first photograph, their long hair loose, wearing
dressess made of lightweight, floral, cotton fabric. The waistline of the dresses is accented
byy woven sashes similar to those worn by the white fur traders of the period. Both women
aree wearing hats richly decorated with flowers and ribbons. Captioned by the Royal Canadiann Mounted Police (RCMP) Archives in Regina, "Hattie and Jennie dressed for a dance
inn clothing imported for them by the whale men," a more detailed description appears
177 I wish to thank Peter Robertson,
Archivistt at the National Archives
inn a letter from Moodie's great granddaughter, Joan Eldridge, which I discovered in the
off Canada, for allowing me access
too this previously restricted file.
Moodiee file at the National Archives of Canada in Ottawa.17 Eldridge writes:

i88 Letter from Joan Eldridge to
Jonathann King, Keeper of the
Collection,, Museum of Mankind.
Britishh Museum, January 28,1985.
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Thiss image is another of Moodie's ethnographic studio portrait
hybrids.. It reveals a fascinating site of cultural intersection and
foregroundss issues related to the performance of identity and culture.. Why, for instance, were these Inuit women prepared to don
Westernn dress? Were they trying to become the other by representingg themselves in the costume of the powerful alien culture?
Whoo were they trying to please, themselves or the white whalers
whoo hosted the shipboard dances? In either case, to whose standardd of desirability or beauty, were they responding? Or, perhaps,
weree their motivations a more complex combination of these?
Lackingg any record of direct testimony, whatever answers there
aree to these questions can, at best, never be more than informed
speculation.. What is clear from the photograph, however, is that
bothh women appear confident and almost pleased with being able to display themselves
too the camera costumed as white women. In Chapter Four I will consider some of the other
womenn photographers who photographed aboriginal women in a similar manner, includingg the most well known, American Pictorialist Gertrude Kaesbier.
Ass with the mother and child portraits, these group portraits made at Fullerton Harbourr were clearly photographic hybrids that drew on both Moodie's experience as a studio
portraitistt in the south and her desire to accommodate Euro-Canadian curiosity about the
Inuitt other. Moodie's Arctic portraits were double-edged; they both celebrated and cornmodifiedd their Inuk subjects.

199 Koo-tuck tuck is also known
ass "Kusigtut," a corruption of
Inuktitutt word, Qcjajuittuq that
meanss the one who cannot talk.
Shee was also called Qanimirat.
Eberr (1994: 21).

BEHINDD THE CURTAIN
THEREE IS ONE FURTHER IMAGE from this series that I wish to discuss. I have separated
myy reading of this image from Moodie's other Fullerton Harbour portraits because it is
singularr and arresting and, for me, acts as a metaphor for all of Moodie's Arctic images.
Thee photograph, Koo-tuck-tuck, deaf mute Eskimo girl, Cape Fullerton, Hudson Bay, 1905-6
(Fig.. 2.13), shows a young, Inuk woman standing in shadow pulling back Moodie's thick
backdropp curtain." Canadian writer and collector of oral histories Dorothy Harley Eber
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NativesNatives dressed for a dance. Ful
tonn Harbour, 1904, gelatin silver
print.. Royal Canadian Mounted
Policee Collection, National
Archivess of Canada. 0826

arguess that Moodie's Arctic images are a kind of Rosetta Stone to unlock the past.- On the
surface,, and in the case of the Koo-tuck-tuck portrait quite literally, these portraits allow
uss to peek behind the curtain for glimpses into another culture. Equally, our reaction to
thosee glimpses becomes a measure of our own. In 1991, Eber was able to trace stories about
thee Inuit people who are portrayed in Moodie's photographs by taking the images back
intoo the North and discussing them with the Inuit elders who remembered them. In the
casee of Koo-tuck-tuck, Eber's informant, Joan Attuat, described a life of hardship. She
focussedd on Koo-tuck-tuck's ability to do almost everything, de-emphasisizing her inabilityy to speak by stressing her singing. She spoke too of the loss of her children to adoption
followingg the death of her husband, a common traditional practice. On the other hand,
Eberr observes that the Koo-tuck-tuck photographs have always attracted paricular attentionn from "southerners" because of Koo-tuck-tuck's "compelling good looks" and because
Moodiee had written "Deaf and Dumb" beneath some of the photos ( 1994: 21). This raises
thee question as to the relevance of such information. No doubt Moodie was well aware
thatt the caption would change the way this young woman would be perceived and that
stressingg her disability would makes her even more exotic and thus desirable to her prospectivee audience. This assessment is reinforced by the fact that although like many of the
otherr women in the Fullerton portrait series, Moodie has posed Koo-tuck-tuck in a highly
ornamented,, inner parka; uniquely, she had photographed her with her hair loose. This is
entirelyy at odds with the traditional costume and is surely a further attempt to increase
herr appeal to Western viewers, a clear example of Bal's "aestherotics."
IIfirstencountered this photograph in 1984 in Sometimes a Great Nation, a book formatted
likee a pseudo photo album in which writer and critic Ed Cavell discusses images associatedd with Canadian nationalism. The photograph was also used by the British Museum
forr Imaging the Arctic (1998), a conference-related publication that included a number of
Moodie'ss photographs and featured Koo-tuck-tuck as the cover girl." In the introduction,
J.C.H.. King and Henrietta Lidchi, both from the British Museum's Department of Ethnography,, comment on how "by virtue of the pose and Koo-tuck-tuck's provocative stance,
thee photograph lends itself to a semiological reading" (12).
Kingg and Lidchi suggest that the lifting of the curtain signals a tempting of the viewer
too look deeper into the image, to see what truth might hide behind the curtain and behind
thee image:
itt there

II propose that Koo-tuck-tuck represents the viewer who, caught as a spectator looking
inn through Silverman's keyhole, then becomes the spectacle herself. For Silverman, the
keyholee derives from Jean Paul Sartre's site of what he calls le regard. This is the keyhole
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200 See Harley Eber (1994:16-21).

211 Geraldine Moodie's albums of
Arcticc photographs in the British
Museumm inspired the conference,
Imaginingg the Arctic: The native
Photographh in Alaska, Canada and
Greenlandd organized by the British
Museum'ss Department of Ethnographyy in April 1996 in London.
Thee keynote speaker at this event
wass George Qulaut, the grandson
off Odelle Paniniraq identihed by
Moodiee as Koo-tuck-tuck.
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Museum,, London
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inn the door where when the voyeur is captured watching, he becomes aware of "being
seen"" (Silverman 1996: 164). This keyhole, I argue, is similar to the camera lens through
whichh Moodie viewed the world. Like Gunterman, Koo-tuck-tuck is caught by the camera,
ass a self-aware spectacle. By pulling aside the backdrop curtain before which she and her
peoplee were photographed, by disclosing the constructed nature of the image, Koo-tucktuckk makes the viewer aware of the romanticized artificiality of all such images. For even
Moodie,, despite the obvious sympathy she has toward her subjects, cannot entirely subvertt the objectifying tendency inherent to all formalized, photographic portraiture — a
tendencyy that too often leads to a representation of subject as other, a conversion of individuall uniqueness to cultural icon. Koo-tuck-tuck is trapped out of place and out of time,
foreverr on display for the spectator against the blank backdrop. Despite her gesture, we
cann never really know what is behind the curtain.
Thiss photograph has parallels with another "curtain" image, the frontispiece image
reproducedd in Barthes' Camera Lucida. It is a monochromatic, blue image of a bed and a
blowingg curtain entitled Polaroid, made by the French photographer Daniel Boudinet. The
curtainn is dense and seemingly impenetrable; however, a small crack at the bottom allows
aa fragment of light onto a bed that appears in front of it. Neither the image nor Boudinet
aree mentioned in the text of Barthes's book. The photograph is enigmatic and, like Moodie'ss young woman at the curtain, functions as a metaphor for the power of the photograph
too allow us to look into other worlds, including the past.
Boudinet'ss image raises a significant question, succinctly expressed by Hirsch: "[o]nly
wordss could pull back the curtain, but can words reveal, can they empower us to imagine
what'ss behind the surface of the image?" (1997: 2). For me, Moodie's photograph of Kootuck-tuckk elicits the same response: Can words offer any hope of penetrating the mystery
off the image? It is this enigma that gives the image its punctum, the deep irony of having
thiss young, deaf-mute, Inuit girl so startlingly and forever present in the photograph, who
att the same time is so utterly beyond knowing as anything other than other. While Moodie
hass given Koo-tuck-tuck voice, it is not and never can be hers, but only a composite of the
variedd insight and misconstruance of those who behold her photograph. As Barthes has
stated,, the photograph transforms the "there-then" to the "here-now" (1977: 44)- I n that
foreverr frozen present, we can do no more than accept her invitation to step into the photograph,, to share with her its stillness and its silence.
INN T H I S CHAPTER I HAVE EXPLORED the relationship between self and other as evi-

dencedd in the work of Geraldine Moodie, a professional photographer who made pictures
off Indigenous people in the Canadian West at the beginning of the twentieth century. A
strong,, ambitious white woman, Moodie gained privileged access to the Canadian Arctic
wheree she produced a striking series of portraits of Inuit thanks to her marriage to a
high-rankingg NWM P officer. As I have argued, in making these photographs, Moodie was
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influencedd both by her cultural background and her experience as a commercial studio
photographer.. Stylistically, xMoodie's work is similar to that of others of the time. Her
imagess are distinguished, though, by the sympathetic quality of the reciprocal gaze they
reveal,, particularly in those that portray family relationships. This mutual understanding
andd respect is less evident in the work of Moodie's predominantly male contemporaries
whosee work generally conforms more to a style of image making categorized as ethnographic. .
Despitee this apparent sensitivity, Moodie's photographs still reflect the prevailingg attitudee of the dominant, non-native culture toward the indigenous peoples. Vine Deloria, a
leadingg Native American scholar and a Standing Rock Sioux, describes such images well
whenn he refers to the photography of Moodie's era as being "a weapon in the final skirmishess of cultural warfare in which the natives of North America could be properly and
finallyy embedded in their places in the cultural evolutionary incline." (cited in the preface,
Lymann 1982). Moodie's photographs do pull back a curtain to expose the past and its inherentt hierarchy of difference between the "white" and native cultures.
Moodie'ss portraits of Inuk people are clearly situated at a crossroads between the ethnographicc and the aesthetic. In this chapter, I have discussed this aspect of her photography
andd analyzed some of the key concepts and issues present in her images of Aboriginal
people.. I return again to Moodie and further explore her relationship to the colonizing
cameraa in Chapter Four. There I compare her photographic practice to other so-called
shadowcatcherss both from her era and from the present in order to understand it within
thee framework of the representation of otherness.
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Framingg the Narrative in Mattie Gunterman's Albums

CONSTRUCTINGG PHOTO NARRATIVE
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thee family photograph album is a social practice, a practice providing women the opportunityy to construct a personal history, a narrative that transcends the boundaries that
traditionallyy separate the personal from the political. Phyllis Rose, a noted American literaryy scholar and biographer, contends that establishing identity is part of an ordering
andd understanding that assists us in the narration of our daily lives. These two comments
byy women writers are brought together as arguments in order to focus the discussion to
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followw on the existence of and necessity for alternative productions of personal narrative,
suchh as the family photograph album. The creation of the family album, a popular turnof-the-nineteenthh century activity, was primarily undertaken by women and recognized
ass part of their domestic duties to the family. As more women became interested in taking
ass well as collecting photographs, they began to use the camera to produce their own images
forr the family album. In this manner, women repositioned themselves, moving from consumerr and subject of photographic imagery to themore active role of producer. Through the
usee of photographs, women were able to re-sign themselves as strong and independent.
Inn a previous chapter, I analyzed a number of photographs from the family albums of
ann amateur photographer, Mattie Gunterman, made during the years 1899 to 1911. I read
thee photographs as being the vision of the photographer who used the viewfinder of her
cameraa as though a voyeur peeping through the keyhole. The photographer, or looker, has
beenn discovered and we, as viewers of the spectacle of her looking, must now draw back
andd consider the construction of her photograph albums so as to be able to position them
inn terms of her larger life story.
PHOTOGRAPHH ALBUMS
FIRST,, I WANT TO DIRECT attention to the albums themselves and define more precisely
whatt Gunterman produced as her visual, autobiographical narrative. There are three existingg Mattie Gunterman family photograph albums. The first, a commercially purchased
album,, is elaborately bound and contains thick, cardboard pages with pre-cut frames for
thee insertion of cabinet cards (4.5 x 6.5 inches) and the carte de visite (2.5 x 4.25 inches),
bothh popular formats of the time (Robideau 1995:10). It contains Mattie Gunterman's collectionn of studio portraits of her family and friends and covers the period 1875 to 1893.
Thee images document Gunterman's childhood in La Crosse, Wisconsin; the early years
off her marriage to Will Gunterman in Seattle, Washington and include baby pictures
off her only child, Henry.' Her second photographic album is a small, five-inch square,
twenty-pagee book and includes, for the first time, Gunterman's own photographs. These
imagess were made with George Eastman's popular invention designed for amateur use,
thee Kodak "Bull's Eye" camera. This album continues the narrative of Gunterman's life and
includess snapshots made in 1897 of family, friends in Seattle and records of her travels to
easternn Washington State. The third album was described to me by photo-historian Henri
Robideauu as a "scrapbook," because it contains approximately 147 photographs pasted by
Guntermann into a book assembled from Chinese folded paper with a sewn binding. The
photographss were primarily made between 1899 and 1901 with her 5"x 7" glass plate camera,, however, it also includes several older images made with her earlier, 4" x 5" camera.
Alll three of these albums are held by the Gunterman family and were not accessible
forr research for this study/ In 1927, Gunterman's home in Beaton, British Columbia was
destroyedd and all her work was lost except for the three family albums mentioned above
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11 Gunterman has added only a few
namesnames under the photographs
soo most of the subjects remain
unidentified.. However, the album
doess contain four recognizable
portraitss of Gunterman that
presentt a chronological sequence
fromm the age three in 1875 to age
seventeenn in 1889.
22 An attempt was made to contact
Averyy Gunterman, Mattie's
grandsonn who had inherited her
photographh albums. A letter from
Henrii Robideau, July 311994,
confirmedd that Avery Guntermann had died from heart failure
inn 1992. He was the last family
memberr to have known Mattie.
Ass it is not known what happened
too the original albums, I decided
too conduct the research necessary
forr this study from a selection of
modernn prints of Mattie's original
negativess that were accessible in
thee permanent collection of the
Photographerss Gallery in Saskatoon,, Saskatchewan.

33 These prints were made by Henri
Robideauu from Gunterman's origi
nall glass plare negatives in the
VPLL collection for the exhibition.
TheThe Photographs of Mattie Gunterman,man, curated by Sylvia Jonescu
Lisitzaa for the Photographers
Gallery,, Saskatoon, Saskatchewan
inn 1977.

andd approximately three hundred 5" x 7" glass plate negatives that had been stored in an
outdoorr shed that served as a darkroom. The Gunterman photographs examined in the
previouss chapter and in this one were selected from 59 modern prints in the permanent
collectionn of the Photographers Gallery (PG) now known as PAVED in Saskatoon, Saskatchewan.. They were printed by Henri Robideau from the surviving 5" x 7" Gunterman
negativess now in the Vancouver Public Library (VPL) collection.' Robideau confirms that
printss of two of the selected photographs (Figs. 1.1 & 1.2) also appear in Gunterman's third
album.. The other photographs selected have not been connected with a specific album
butt are part the modern Gunterman print collection held by PG. This collection includes
133 family portraits, three self-portraits, 31 community portraits and 12 landscape photographss made between 1898 and 1910. Two of the landscape photographs (Fig. 1.10 and 1.11)
aree from the collection of the Vancouver Public Library. The images selected for examinationn in these two chapters were chosen to represent Gunterman's photographs of self,
familyy and nature. From these I have constructed an "imaginary" family album of photographss selected from Gunterman's actual albums, which, I argue, can be read as a visual
autobiography. .
FAMILYY ARCHIVIST

PHOTOGRAPHYY ALWAYS HELD A FASCINATION for MattieGunterman, who became

44 All biographical details are taken
fromm Robideau (1995).

onee of those women family archivists. She learned the basics of photography, includingg camera operation, portrait techniques and darkroom procedures, from her uncle,
Charless Warner, who was a commercial photographer in Gunterman's hometown of La
Crosse,, Wisconsin (Robideau 1995:14). From an early age, Gunterman saw the potential in
thee photograph album to create a personal narrative and so began to collect commercial
studioo portraits of her family, her friends and herself. She assembled these into a small
albumm that is documented as being among the few items that she took with her when she
leftt La Crosse for Seattle, Washington in 1889. It is not known why the seventeen-year-old
leftt her hometown, but Henri Robideau speculates that it might be attributed to better economicc conditions on the west coast and the imminent remarriage of her grandmother.'
AA working class woman, Mattie Gunterman found employment in Seattle as a hotel maid.
Herr social position did not change with her marriage to William Gunterman, a candymaker,, in 1891. As the personal narrative of her photographs confirms, Mattie Gunterman
foundd it necessary to remain employed throughout her life even while taking on the
domesticc responsibilities of a "wife" and mother. In 1892, the Gunterman's first and only
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child,, Henry, was born. After his birth, Mattie Gunterman's interest in photography was
revived.. Holland points out that "the most ardent makers of family pictures are parents
withh young children," and Gunterman was no exception (1991:19). She exemplified Holland'ss description. Being a photographer, the family archive that she constructed was
largelyy visual.
Inn 1896, Gunterman developed what her doctor thought was tuberculosis and she was
advisedd to get away from the damp. In the spring of 1897, she and her family took a holiday
too the dry, desert-like interior of central Washington State. She used this opportunity to
takee her first photographs with a Bull's Eye Sharpshooter camera. This simple box camera
hadd a fixed aperture of approximately f/18 and a single shutter speed of about 1/25 of a
secondsecond and therefore, given the relative insensitivity of the available film, could only be
usedd outdoors in bright sun. Each roll of film allowed for 12 exposures and had the special
featuree of a built-in mask that allowed the user to create either a square or a round image.
Thee family toured Washington, camping and staying with friends. Gunterman used her
neww camera to document the journey. The beginning of the Klondike gold rush in July of
18977 brought the family back to Seattle to assist Will Gunterman's mother in the operation
off her hotel as the city became an important supply point for the prospectors outfitting to
goo north to the Yukon.
Mattiee Gunterman continued to photograph, documenting her family and their everydayy activities at home and at work in the hotel. Like other amateur women photographers
off this period, Gunterman arranged these family snapshots, along with travel photographss made earlier that year, in small photograph albums. These were the first albums to
containn only her own photographs.
Gunterman'ss interest in photography continued to grow and she soon became frustratedd by the technical limitations of her Bull's Eye camera. In early 1898, she purchased a
moree sophisticated, glass plate camera "that offered such features as ground glass focusing,, a bright anastigmatic lens with an iris diaphragm, and a multispeed shutter" (16).
Thiss 4." x 5" camera required the use of a tripod and more technical skill to operate than
herr previous Bull's Eye camera. Assisted by her brother-in-law, Frank Smith, Gunterman
quicklyy learned to use this new instrument as well as the darkroom techniques necessary
forr processing the film and making prints. Smith also introduced her to the use of magnesiumm ribbon, an artificial light source to photograph interiors or at night. This new
cameraa greatly enabled Gunterman to continue the visual journal that was to document
thee lives of her family and herself. She began to make self-portraits and included herself
inn group portraits with the assistance of an air bulb release attached to 30 feet of tubing
thatt controlled the camera shutter button. This allowed her to include herself in the image
whilee making the exposure.
Thee return to Seattle proved difficult for Gunterman, whose health again began to
deteriorate.. Prompted by her correspondence with Hattie Needham, a cousin who lived
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inn Thomson's Landing, British Columbia, the family considered a permanent move to
Canada.. In the spring of 1898, the Gunterman family began an arduous journey from Seattlee in which they walked over 600 miles, arriving in Thomson's Landing in June. They
purchasedd a hill-side property overlooking the town and camped while clearing their land
andd starting to build a log house. As the house was not completed by winter, the Guntermanss returned to Seattle to settle their affairs and arrange shipment of their household
belongingss to their new home.
Inn Seattle, Gunterman took advantage of having darkroom access to process, print,
andd arrange her photographs into homemade albums. These albums were modest, comprisingg 4" x 5" contact prints glued into newsprint scrapbooks (16). In 1899, just before
theirr permanent move to Canada, Gunterman made another serious commitment to photographyy by investing in a No. 5 Cartridge Kodak for S35, a sum equivalent to her month's
wagess (Robideau 1995: 28). This 5" x 7", glass plate camera was, as Robideau describes, a
marvell of the most current advances in photographic technology:

>> It loaded in daylight and had the novel feature o\ taking
irr spools ol
Afterr testing her new equipment by photographing Sunday family gatherings, MattieGuntermann was ready to begin the documentation of her venture into what her mother-in-law
referredd to as the "god-forsaken wilderness" of Canada. From this point on, Gunterman's
cameraa became a tool for recording the pioneer life of her family and friends. No doubt the
creationn of her own photograph albums helped Gunterman come to terms with this new
environmentt in British Columbia.
Ass Holland argues:

Gunterman'ss photographs chronicle not only her daily activities as a working "wife" and
mother,, but also serve to position her and her family within the broader social community.. Most of her adult life she spent working as a camp cook in a variety of logging and
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miningg camps where often her spouse was also employed. This, too, is reflected in her
photographs.. In addition to the family, Gunterman's photographic subjects include the
communityy in and around Beaton in the Arrow Lakes District of British Columbia and her
occasionall travels to the Pacific Northwest and California.
Ass their understanding of photographic technology grew, and as a consequence of the
restrictionss upon women, some, like Gunterman, began increasingly to turn the cameraa upon their personal world, positioning themselves within a family archive. Cultural
historiann Marianne Hirsch views self-portraits and family photographs as existing on a
continuum,, "a continuum that traces the subject's constitution in the familial and the
family'ss visual reflection of the individual subject" (1994:109). This is particularly relevant
too the study of Mattie Gunterman's photographs, since Gunterman appears in more than
halff of her own images. Most albums of the period include photographs of the album owners,, but seldom are so many self-portraits represented. Sylvia Jonescu Lisitza, curator of
thee 1977 exhibition The Photographs of Mattie Gunterman, notes this characteristic: "She
seemss to have regarded herself more as a vital component of the life she photographed
thann as a photographic observer detached from real participation in the activities of the
community"" (1977: n.p.). Robideau concurs:

otherr p
Suchh habitual positioning of self in photographs functions in much the same manner as a
narratorr commenting "I was there" or "I remember.... " Gunterman's presence within the
framee as a narrator underlines the role played by these photographs in the creation of her
story. .
Althoughh an amateur photographer, Gunterman's work often surpasses that of her
professionall contemporaries, yet shows no evidence of the soft focus of Pictorialism so
fashionablee among photographers in Britain and the United States in the latter part of
thee nineteenth century. Pictorialism was a movement of art photography that began in
Europee after i860. It found its expression primarily in still life and in genre images or
stagedd scenes that often were created by joining photographs together to form composites.. Pictorialists used techniques such as soft focus to simulate the qualities of painting.
Thiss movement did not take hold in the United States until 1880, American photographers
tendingg to prefer a more documentary approach (Rosenblum 1994: 94). As the production
off artistic photographs was expensive, Pictorialists generally came from a privileged
classs (95). Photo-historian Val Williams suggests that many working class women
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photographerss simply could not afford the equipment or materials to produce anything
moree than straightforward photographs (1991: 20). Gunterman's documentary approach
was,, however, a conscious stylistic choice, as she had the necessary photographic equipmentt and technical skill to create more pictorial images had she wished to do so. Jonescu
Lisitzaa states that it was this direct approach that gives her photographs their visual
impact: :

Majorr improvements in photographic technology, such as the invention of the gelatin dry
platee in 1880, made photography more affordable and thus greatly expanded its use by less
wealthyy amateurs (Pedersen and Phemister 1990:102). Gunterman built her own darkroom
inn 1900 and did all of her own processing and printing until 1910. An inventive woman, she
eschewedd the confines of the studio to work with her cumbersome cameras outdoors. This
allowedd her to more to more directly document her everyday life.
SELFF P O R T R A I T S AS P E R S O N A L N A R R A T I V E
T H EE P H O T O G R A P H S A N D P H O T O G R A P H I C albums that Gunterman made between 1899
andd 1910 trace both her personal development and the close inner relationships between
herr and the members of her family as they work, travel and share their lives together. Not
coincidentally,, this was also the period when Mattie and Will Gunterman were raising
theirr son, Henry. This kind of photography has become a social ritual that is part of family
life,, which, as noted by Susan Sontag, allows each family to construct "a portrait chroniclee of itself — a portable kit of images that bear witness to its connectedness. It hardly
matterss what activities are photographed as long as the photographs get taken and are
cherished"" (1978: 8). In Gunterman's time, the photographing of children and the maintenancee of family records, such as photograph albums and baby books, were considered
somee of the duties of a good mother. Indeed, Sontag comments that not photographing
one'ss children when they were small was viewed by society as a form of parental indifferencee (1978: 8). In this respect, Gunterman was clearly a devoted mother, as she not only
tookk photographs of Henry but also duplicated all her images and made separate albums
forr him (Robideau 1995: 8).
Thee framing of photographs in a family album also carries its ideological burden, however.. Jo Spence (cited in Hirsch 1994:119) has stated that "visual representation privileges
thee nuclear family by naturalizing, romanticizing and idealizing family relationships
abovee all others." Somehow, Gunterman managed to avoid these pitfalls, for by no stretch
81 1

off the imagination can the work in her albums be seen
ass "romanticizing" or "idealizing," family relationships.. Indeed, even though still documenting actual
events,, the visual narrative that flows through Gunterman'ss family albums clearly features their author as
protagonist,, with all others, including her family, relegatedd to supporting roles. In Gunterman's hands, the
ostensiblyy private study of the photo album becomes
aa narrative of social and cultural heroism in which her
familyy fully participates. This aspect of her albums is
exploredd further below.
Whilee eschewing the soft-focus appearance of Pictorialism,, Gunterman wholeheartedly embraced its
penchantt for staging tableaux vivant and metaphoric
representation.. This is most evident in her self-portraitss through which she explores identity, often in
highlyy theatrical poses staged to convey the heroic
pioneerr image that she sought to portray. Her family
portraitss also share certain dramatic characteristics
thatt establish her personal narrative about the family's
questt for a new life in Canada.
Thee heroic pose is evident in Near Beaton/Mattie,
c.. 1905, (Fig. 3.1). Positioning herself as a lone figure
standingg on snowshoes and holding a rifle in one hand
andd a dead grouse in the other, Gunterman orchestratess a romantic image of herself as pioneer woman.
Herr gaze is directed outside of the frame to the right, and she appears fully absorbed in
aa kind of introspection or reverie common to many of her self-portraits, including Figs.
1.33 & 1.4. At this time, mining operations were about to close near Beaton. Gunterman
NearNear Beaton/Mattie, 01905, gelatin
knew it would become increasingly difficult for her family to make a living. Her identity
sii verprmt, PG 77.1.14
being closely tied to her lifestyle, she reacts to adversity by representing herself as a solid
andd self-reliant figure. She poses as the lone hunter able to live off the land, using as her
propss the snowshoes, a rifle and a dead bird to confirm her status. As in an earlier selfportraitt (Fig. 1.1), she chooses the natural backdrop or "prop" of logged trees as a metaphor
too symbolize, in this case, the difficult economic times the family is facing. Once again, a
naturall background serves as a metaphor for her state of being that weaves itself through
Gunterman'ss narrative. In Fig. 3.1, however, the depth of field in the image is deeper and
thee wilderness backdrop has been thinned and cultivated as opposed to the thick, visuallyy impenetrable overgrowth presented in Fig. 1.1. This cultivating or civilizing of the
*22

landscapee signifies Gunterman's view of herself as a
conquerorr or colonizer of her chosen frontier homeland.. The formality of her dress, a lace-collared suit,
contrastss sharply with the snow-covered landscape
withinn which she stands and contributes to the staged,
tourist-likee quality of the image.
Takenn together, the three self-portraits shown in
Figs.. 1.1, 3.1 and 3.2 trace Gunterman's assimilation
intoo the natural environment and the developing confidencefidence she has in her mastery over it. While in all three
shee presents as the lone, woman figure isolated within
aa natural setting, as the years pass this positioning
assumess increasingly heroic form. In 1899, when the
earliestt self-portrait, Fig. 1.1, was made, Gunterman is
contentt merely to sit in or, perhaps more accurately,
beforee the natural environment. In her photographic
narrative,, this image records the first real contact we
seee her make with nature, a highly tentative acknowledgementt expressed through the outreaching touch
off her hand. Six years later, in the self-portrait made
inn 1905 (Fig. 3.1), we can see the developing changes in
herr representation of self. There is a definite movement
awayy from the tourist spectacle presented in Fig. 1.1
towardd an image of a woman more assimilated into the
landscape.. Here she dominates the frame, the huntress
withh a rifle at her side, steadfastly confident of herself
andd her place within the order of things. What had previously appeared an overwhelmingg and slightly ominous natural setting has been reduced to a secondary position and
hass become far less threatening. This second self-portrait reveals a new image of self and
attestss to Gunterman's successful integration into her pioneer life.
Inn the third self-portrait, entitled Beaton, Mattie on her horse Nellie, c. 1910, Gunterman
photographss herself seated firmly astride her horse (Fig. 3.2), the heroic equestrienne, fully
inn command of herself and her destiny. As in the 1899 self-portrait, Fig. 1.1, Gunterman
againn looks straight into the camera, a gesture remarkable only because it has so obviouslyy been avoided in other images made in the intervening 10 years. Curiously, in at least
onee respect the rationale behind the gaze is the same; both photographs show a woman
sufficientlyy confident of herself to be unafraid of what her gaze might reveal. What differentiatess them, however, is profound. In Fig. 1.1, the woman who looks back at her audience
iss a townswoman, an urbanite who would, were she shown in that context, appear wholly
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FIGUREE 3.2
Beaton,, Mattie on her horse,
Nellie,, c. 1910 gelatin silver print,
PGG 77-1-17

conventional.. Seated amongst the organic chaos of an indeterminate landscape, however,
graspingg a branch at least as much for support as connection, she appears an innocent,
herr only point of reference, of security, being the comfortable familiarity of her camera's
cyclopicc eye. In Fig. 3.2, Gunterman presents herself in a wholly different way. Here the
directnesss of the gaze goes beyond self-confidence; it is rather the gaze of a woman comfortablee not just with herself but, equally, with her place in the world she inhabits.
Solomon-Godeauu writes that such self-portraiture allowed women photographers a
raree kind of freedom, for "a woman might be author of her own images and through selfrepresentationn resist both photographic and social norms" (cited in Botting 1988:11). This
tooo is evident in Fig. 3.2. With the exception of her masquerade photographs (see Fig. 1.6)
inn which, of course, eccentric dress was sanctioned by custom, for the first time in Gunterman'ss pioneer narrative she records herself wearing men's clothing in public. Mounted
onn horseback, wearing heavy leather gloves, a man's felt hat and an extremely feminine
lacy,, flounced blouse, we see her less as she wants to be seen than as she sees herself, an
authoritative,, active participant, comfortable in her world — a world into which, unlike
thee 1899 self-portrait, she has become fully integrated.
Thiss last photograph marks the end of Gunterman's most productive period as a photographer.. When she made it, Gunterman had lived in Canada for 10 years and had fully
resolvedd the seemingly contradictory juxtapositioning of tourist-within-nature and selfwith-naturee so evident in her 1899 self-portrait, Fig. 1.1.
Throughoutt her career Gunterman made extensive use of props and an implied, almost
melodramaticc story line to create photographs comprised equally of documentation
andd contrivance. As a significant aspect of self-representation, dress or costume feature
prominentlyy in her work, often contributing the punctal element to what otherwise could
bee mere studium. This is apparent in each of Figs. 1.1, 3.1 and 3.2. In Fig. 3.2 for example,
Guntermann appears dressed in a conservative and rather formal riding costume that contrastss sharply with the rugged environment of logging slash in the background. There is a
similarr contrast between costume and environment in Figs. 1.1 and 3.1 that while seeming
too acknowledge the image of feminine respectability characteristic of all of Gunterman's
formall self-portraits, also suggests a more subversive agenda. Fig. 3.1 offers perhaps the
clearestt example of this.
Inn the photograph, Gunterman positions herself alone in the landscape, dressed in
aa fashion that to modern eyes seems wholly inappropriate to her environment. While
onn the one hand this can be taken as evidence of Gunterman's limited wardrobe, it also
reflectss the restrictions imposed upon women by the dress codes of the day. Women of
Gunterman'ss class and situation did not own many clothes nor, deep in the backcountry of
Britishh Columbia, would there have been much from which to choose. Her clothes- buying
decisionss would thus have been subject to a number of factors: availability, affordability,, practicality and propriety. On the surface, then, Gunterman's appearance in her
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photographss could be seen as no more than evidence of the response of a sensible woman
too the constraints of circumstance. The simple, dark wool dress, heavy wool jacket and
light-coloured,, most probably white blouse in which she appears in image after image
wouldd seem to support this, and it would be easy, too, to assume that the startling incongruityy of Gunterman's appearance in her wilderness self-portraits results less from design
thann necessity.
Itt is my belief, however, that she had a more subtle and sophisticated purpose. As
Estellee Jussim argues:

Fromm Gunterman's work, we know both that she was fully cognizant of the public view of
femininee respectability coded into women's clothing and equally that, when condoned by
circumstance,, she was not fundamentally opposed to donning a pair of pants. We know
tooo that the self-consciousness inherent to self-portraiture results, before all else, in an
imagee of someone having their photograph taken and finally, that as a self-portraitist,
Guntermann always exercised an extraordinary level of control over every aspect of her
work.. If we acknowledge that trousers and a shirt are far more practical attire for hunting
thann a heavy woolen skirt and frilly-collared blouse, especially if, as we see in Fig. 3.1, one
iss negotiating a snow-covered mountainside in snowshoes and carrying a firearm and a
deadd bird, then we must conclude that the mode of Gunterman's attire is not circumstantial,, but rather, a carefully contrived expression of personal identity.
Inn her essay "From Noble to Notorious: The Western Adventure Heroine," Marilyn
Burgesss states that this kind of re-signing was also practiced by many women wildwestt show performers. She gives as an example Martha Jane Cannary or, as she came
too be known, Calamity Jane, who had herself photographed as a trapper, hunter and
frontierswoman.. Burgess writes:
""
larculti

Anotherr and perhaps better known contemporary was Annie Oakley, a trick rider and
sharpshooterr employed from 1885 to 1902 in Buffalo Bill's Wild West Show. Known as "Littlee Sure Shot", because of her remarkable ability with firearms, Oakley remained a popular
Northh American heroine well into the middle of the twentieth century. Figure 3.3 shows an
advertisingg poster for Buffalo Bill's Wild West Show that features Oakley demonstrating
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bothh her abilities as a trick shooter and her frontier taming skills. Figure 3.4 is the cover of
aa 1950s era child's book, Annie Oakley, Sharpshooter, in which we see Oakley on her horse,
racingg a steam locomotive on her way to a party where she will shoot out the candles on a
birthdayy cake.
Gunterman,, however, is unique less because she was her own photographer but more
becausee of the gestalt of her strategy. By setting the conventional femininity of her appearF I G U R EE 3.3
ancee against a rugged and chaotic wilderness, she succeeded not only in re-signing herself
Posterr for Annie Oakley in Buffalo
ass an independent, self-sufficient, frontier woman but simultaneously created an image
Bill'ss Wild West Show, 1901
SOURCEE Rebecca Belmore, Indian
thatt
could directly challenge the norms and societal expectations of women at the time.
princessesprincesses and Cowgirls: Stereotypes
fromfrom the Frontier, Montreal, 1992,
P-59 9

SPECTACLEE OF NATURE
AnnieAnnie Oakley: Sharpshooter, c.1956,THEE TOURIST IMPULSE TO USE photography to record an association between self and
coverr illustration from a children's
thee exotic is also evident in another of Gunterman's family portraits, Along the trail from
book k
SOURCEE Charles Spain Verral,
BeatonBeaton to Camborne, Mattie and Will, c. 1901 (Fig. 3.5). This photograph was made between
Anniee Oakley: Sharpshooter, New
Comaplixx and Camborne, BC and documents the so-called "Pierced Tree," a spectacle
Yorkk 1956
createdd when an avalanche drove one tree through the trunk of another. In the image, Guntermann has her partner Will sit facing the camera on the trunk of the piercing tree while,
onn the ground below, she presents herself to the camera in profile. In keeping with her
insistencee upon controlling every aspect of her photographs, Gunterman has staged the
F I G U R EE 3 . 4
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placementt and gesture of the figures to suggest a casually informal response by ordinary
peoplee to the exotic — a visual syntax that has since become an identifiable characteristic
off tourist imagery.
Thee small size of the figures in relation to the surrounding forest emphasizes the power
off natural forces. As we have seen, this is a feature typical of many of Gunterman's early
wildernesss photographs, showing the importance she placed on her relationship to this
environmentt (Figs. 1.1, 1.2 and 3.1). What is most immediately striking about this image,
though,, is the lack of any apparent relationship between the man and the woman. Not
knowingg that these two figures are married, it would be easy to believe that there is no connectionn between them, that the woman is entirely unaware of the man seated on the tree
abovee her. Mattie Gunterman positions herself in nature and, as usual in her photographs,
directss her attention to the environment rather than toward other people or the camera.
Willl Gunterman is clearly comfortable both in nature and in front of the camera, looking
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AlongAlong the trail from Beaton to
Camborne,Camborne, Mattie and Will, c.1
gelatinn silver print, PG 77.1.30

directlyy into the lens from his perch high up on the tree. While Will appears to have been
aa supportive and active participant in the creation of Mattie's personal narrative, in the
photographss he and Mattie always appear apart, individuals linked only by common experience,, each having their own, emphatically separate identity. This is equally true of the
photographss that include their son, Henry, for invariably in Gunterman's family photographs,, figures are isolated one from another, each occupying a separate, private space
withinn the frame (Figs. 1.3 & 1.4). In fact, throughout her work, Gunterman always appears
too the camera as self-contained and self-sufficient, an independent woman defined less by
whoo she is with than by where she is.
Alsoo apparent in her self-portraits is the growth of Gunterman's awareness of the
pictoriall Semiotics of her day. Following its introduction in the late 1830s, photography
naturallyy adopted many established pictorial conventions. This was particularly true for
portraituree where to be shown square on, staring directly at the viewer, clearly identified
thee sitter as being common or of lower class. Conversely, turning away to show only a profilefile or three-quarter view, and thereby making oneself less available to the photographer's
gaze,, marked the subject as being upper class or, at the least, culturally sophisticated
(Taggg 1988: 36). The implications of these social and cultural conventions suited Gunterman'ss purpose well. Quite apart from eliminating the possibility of a too direct gaze
betrayingg some personal or private aspect of personality, her avoidance of frontal confrontationn with the camera greatly assisted in her rigorously controlling the identity she
soo persistently sought to create (see Figs. 1.3,1.4, 1.5, 3.1 & 3.5).
Thiss use of photography to re-sign herself is further emphasized by Gunterman's attitudee toward authorship. For example, the image Fig 3.5 is signed "Mrs. M.G. 1901" (56), not
ass one might expect, on the print, but in pencil on the negative, attesting once again to the
importancee Gunterman assigned to individual identity in her personal narrative.
IMAGESS OF THE COMMUNITY

M A T T I EE GUNTERMAN USED HER CAMERA as a point of entry into her community,

quicklyy establishing herself as the local photographer. As such she was often called upon
too document events in the Lardeau district, giving her the opportunity to both representt and position herself and her family within her new community. Beside herself,
manyy of Gunterman's photographs record images of family or friends participating in
communityy events or activities and often suggest the character of her subjects through
thee portrayal of interrelationships. In this respect, historian Naomi Rosenblum makes
aa comparison between Gunterman and the American photographer Alice Austen, who
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alsoo "often inserted herself into the images depicting the milieu in which she felt most
att home" (Rosenblum 1994:110). Austen, like Gunterman, used the camera to explore her
ownn identity through staged self-portraits and often included herself in group portraits
withh family and friends.
Gunterman'ss community photographs show the range of possibilities available to
womenn in her pioneer community. They provide insight into the multi-faceted life of the
womann pioneer that includes domestic labour, friendship and motherhood. As well, they
indicatee how photography enabled Gunterman to position herself and her family in the
community.. This type of self-positioning in the family photo album is recognized by Thomas.. He writes:

Forr pioneer women compelled often to work long hours on isolated farms and homesteads,
developingg a network of friends and neighbours among the women in their community
wass particularly important:
menn did not define thi

Guntermann certainly fits this description; what makes her extraordinary is that as well
ass being a woman who worked outside the domestic sphere, she was also a photographer
havingg both the sanctionn and desire to make images in the workplace.
Suchh photographs are rare for a number of reasons. At this time, only about 16 percent
off Canadian women worked for wages, and of those who did, few had access to cameras
orr had sufficient training or knowledge to know how to use them (Denton & Ostry cited
inn Burt 1988: 14). And then there was the cost; photography was expensive, meaning that
forr those at the lower end of the economic scale, photography was generally reserved for
documentingg special occasions, not the commonplace of the worksite.
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FIGUREE 3.6

Thuss the photographs in Gunterman's albums are exceptional records. Typical is Entrance
too Tunnel #4, 1902 (Fig. 3.6) which shows her friend, Anne Williams, standing in front of
the entrance to the Nettie-L Mine where she and Mattie Gunterman were employed as
camp cooks. Williams stands with one arm raised, holding a snowball in what could be

Entrancee to Tunnel #4, 1902, gelatin

silverr print, PG 77.1.4

r
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considered a coquettish pose. Two miners, one stands next to Williams and the other next
too the second pillar, accompany her on the right. The relatively small scale of the figure of
Annee in relation to the surrounding landscape is reminiscent of a similar compositional
strategyy Gunterman employed in an earlier photograph, Somewhere on the trail from Seattle
toto Beaton, Fig. r.2.
Despitee the winter weather, Williams is wearing a lacy white blouse beneath her light
colouredd cook's apron; a combination that makes her appear to be wearing a long, flowing,, white dress. Both pose and dress seem more appropriate to the popular, romantic
"womenn in white" imagery created by the American Pictorialist photographer Clarence
90 0

White,, than to the portrait of a lumber camp cook. The photograph is doubly coded,
informingg the viewer about a heavy snowfall that has covered the roof of the mine
entrancee on the one hand, while indirectly addressing the construction of femininity on
thee other. This is established through William's dress and gesture and by contrasting her
ass a female figure in white with the male figures lurking in the dark shadows. The point of
view,, distance of the camera from the subject and flattened perspective make the photographh appear a record of a stage upon which Anne and her shadowy companions perform
thee roles of gender stereotypes. In the tableau vivant of Gunterman's personal narrative,
femininityy is a role "played" by women "opposite" men.
Inn Rose and Anne Williams, c. 1902 (Fig. 3.7), Anne is again featured, this time
washingg dishes with her sister Rose, another of Mattie Gunterman's co-workers at the
Nettiee L Mine. Rose, to the left, appears rather hesitant, as if she did not expect to be photographedd in this situation; Anne, on the other hand, appears oblivious to the camera,
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FIGUREE 3.7
Rosee and Anne Williams, c.1902,
gelatinn silver print, PG 77.1.9.2
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Nettiee L. Mine, Rose Williams
andand Mattie (on the Stove) and Ann
Williams,Williams, c. 1902, gelatin silver
print,, PG 77.1.9.8

focusingg her entire attention upon the saucepan in her hand. By having the piles of dirty
dishess take up half of the frame, Gunterman makes clear that it is domestic labour and the
rolee of women in carrying it out is the true subject of her photograph. Again, Gunterman
carefullyy controls the structure to ensure that the image carries herr message and again she
presentss her friends not as individuals, but exemplars of women and their social status at
thee time.
Inn addition, the photograph exhibits a number of unusual features that show
Gunterman'ss remarkable syntactical understanding of her chosen medium. First, while
thee image has the appearance of a snapshot, this is obviously contrived, the size of Gunterman'ss camera and the necessarily methodical process that it imposed making impossible
thee production of snapshots as understood today. Gunterman's camera had to be used
onn a tripod; each exposure engaged her in a time-consuming ritual of viewing, focusing
andd film loading. Working indoors further complicated matters as to ensure a sufficiënt
exposuree upon the relatively insensitive plates of the day, she also had to set up of a flash
pann loaded with ignitable magnesium powder. It is ironic then, that it is precisely this
flashh that should enable Gunterman to so effectively employ the snapshot aesthetic, the
instantaneityy of its exposure eliminating the need to pose and allowing the two women to
movee freely before the camera. The seemingly informal, frozen moment, snapshot quality
off the resulting photograph, greatly enhances its documentary credibility. The image has
aa double significance, first in that it exists at all and second that it has been preserved in
aa family album, not usually a showcase for mundane and, at the time, certainly womanly
activitiess like dishwashing.
NettieNettie L. Mine, Rose Williams and Mattie (on the Stove) and Ann Williams, c. 1902 Fig. 3.8
waswas made shortly after the dishwashing image and, being made in much the same way,
exhibitss many of the same qualities. Rose and Ann Williams are shown posing with Mattiee Gunterman who sits astride the dining room heater. The short, flash-enabled exposure
capturess an artlessness of gesture and emotion that makes this photograph of three women
enjoyingg themselves completely believable. Despite its apparent spontaneity though, the
technicall production, composition and structure of this image must also have been thoroughlyy pre-planned. As there is no evidence in the image of a shutter release hose, and as it
wouldd be entirely contrary to Gunterman's usual practice to have someone else operate her
equipment,, it seems likely that she first opened the shutter upon the darkened room, then
arrangedd herself and the Williams sisters before the camera before igniting the flash powder.. The result is an image that convincingly reveals the companionship and playfulness
possiblee among women, even in a workplace environment in which they were expected to
bee maintaining a domestic passivity.
Today,, in an age overflowing with casual images of this kind, it is difficult to fully
appreciatee the significance of Gunterman's achievement. Despite George Eastman's introductionn of the hand-holdable, No. 1 Kodak camera in 1887, photography in 1902 largely
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Luxx Ranch, Upper Arrow Lake, 1905.

remainedd a highly ritualized and formal affair, neither films being sensitive enough, nor
shutterss fast enough to arrest any but the slowest action. For those using anything but
thee most highly specialized equipment, recording a clear image on film still required a
staticc subject. "Snapshot" was a term still associated with users of firearms, not cameras.
Inn fact, it was only in 1902 that the seven-year-old photographic prodigy Jacques HenriLartigue, later acknowledged as one of the greatest exponents of what came to be known

gelatinn silver print, PG 77.1.21

ass the snapshot aesthetic, made his first photograph. What John Szarkowski, for many
yearss Director of the Department of Photography at the Museum of Modern Art in New
York,, said of Lartigue could just as easily be applied to Gunterman:

Gunterman'ss purpose was the creation of her own narrative. Her chosen instrument was
thee camera and to achieve her goal she exploited the capacity of her available tools to their
limit,, in the process discovering for herself a form that has since become a commonplace
off photographic syntax.
Overr time, Gunterman and her camera appear to have become an accepted, almost
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expectedd part of community activities. In Lux^s Ranch, Upper Arrow Lake, 1905 Fig. 3. 9, a
groupp of bathers stands in the lake posing for Gunterman's camera. The town of Beaton is
inn the background. The flotsam of loose logs and wood scraps around the group are from
thee mill across the lake at Comaplix and indicate heavy activity in the forest industry (Robideauu 1995: 109). To make this large, formal, group portrait, Gunterman has distributed
thee 20 individuals across the full width of the frame in the foreground, being careful to
ensuree that everyone, particularly their face, is clearly visible. With the exception of Henry
Gunterman,, the photograph includes only women and girls. As with her other images,
thiss one is deliberately staged, Gunterman obviously having arranged the composition so
thatt her son is the central figure. Unusual for portraits of such large groups, although not,
ass we know, for Gunterman, is the special separation between the individuals. It is particularlyy strange to see an image featuring so many mothers and offspring in which there is so
littlee physical contact, where all of the subjects, even the children, appear isolated from
eachh other, each in their own space. This photograph provides a symbolic view of Gunterman'ss world, a world that revolves around her only child that radiates out to include her
womenn friends and their children, all set against the background of her small, beloved
communityy of Beaton. Gunterman has captured her "universe" in a single image.
INN CANADA AT THE END OF the nineteenth century, women photographers were not
onlyy those from privileged backgrounds seeking a leisure activity. Mattie Gunterman and
otherss like her used photography as a means of documenting their families and narrating
theirr own stories. They were women seeking a voice at a time when few women had real
controll over their destinies. Some found in photography a medium through which they
couldd represent their identities and subsequently used the family album as a gendered
formatt within which they could author a coherent narrative from these representations.
Myy analysis in this chapter shows how Gunterman used the representative discourse of
thee family album to situate herself both in nature and as a member of the Canadian frontier
communityy to which she immigrated as a young woman. Her photographs, in particularr her self-portraits and her albums in which she structured her photo-narrative, show
howw she used her camera as an effective tool for re-signing herself as a pioneer woman.
Guntermann was able to extend the potentials of both photography and the conventional
photographh album by creating, and then photographing, carefully staged, metaphoric
tableauu outside of the domestic sphere. Effectively, she employed photography as a social
practicee through which she could pursue a personal identity, producing a body of work
thatt traces her evolution from urban dweller and tourist to strong, self-sufficient, pioneerr woman able to thrive in the wilderness of interior British Columbia. By rigorously
controllingg thevariouscomponentsofher photographs—framing, people, props and backgroundss — she made of each image a framed scenario within which she could both create
andd play out the drama of her life and, by implication, pass comment upon its context.
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Thee Colonizing Camera of Geraldine Moodie

PHOTO-COLONIALISM M

P H O T O G R A P H YY E M E R G E S AT A H I S T O R I C A L M O M E N T that witnesses the birth of what

thee French Situationist Guy Debord (1983) termed "the society of the spectacle." This term
referss to an evolution of capitalism characterized by a commodity culture simultaneously
privilegingg image, display and visuality (Solomon-Godeau 1992: 328).
Ass noted American writer Susan Sontag's quotation underscores, the photographic
imagee has the power to capture and transform an individual into an object that symbolicallyy can become the possession of another. Edward Said (1978), among others, has
arguedd that colonial powers have used photography strategically to represent non-Westernn peoples as an exotic other in order to achieve both political and economic dominance
(Hirschh 2000:148). This use of photography as a tool for collecting evidence and writing a
coloniall narrative has become known as photo-colonialism. In this chapter my reading of
photographss as cultural objects is informed by this concept. Specifically, I focus upon the
degreee to which the Arctic portraits of Aboriginal people made by the Canadian photographerr Geraldine Moodie may be viewed as examples of photo-colonialism.
Ass literary theorist Jonathan Culler (1988) has written, it is important to choose the
framingg of the sign that is relevant for cultural analysis. Following Culler's advise, I frame
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FIGUREE 4.1 (detail)
Edwardd Curtis. Oglala Sioux, The
MedicineMedicine Man, Slow Bull, 1907
platinumm print, portfolio plate
fromm the original edition of The
NorthNorth America Indian by Edward
Curtis,, 1907
SOURCEE Joseph Brown, ed. The
Northh American Indians: A Selection
ofof Photographs hy Edward S. Curtis.
(Neww York 1972). p. 56

myy reading of Moodie's photographs in a manner that compares her work to that of otherss who have employed the colonizing camera. These include men who photographed as
partt of early Arctic expeditions, other women who made photographic portraits of Native
peopless and finally a contemporary photographer, myself.
Previously,, in Chapter Two, I discussed some of Moodie's portraits of Aboriginal peopless made for commercial purposes. By the time Moodie went into the North in 1904 she
wass already well established as a professional photographer, having run three commerciall studios and received several government photographic commissions, including one
fromm the prime minister of Canada. Conforming neither to the established formalities of
portraiture,, nor the faux dispassionate gaze of scientific documentation, Moodie's photographss exhibit characteristics of both, their poignancy often located within the sometimes
uneasyy alliance between the aesthetics of studio art portrait and anthropological evidence.
Onee hundred years later, it is this intersection that provides the site of my analysis.
Ass in Chapter Two, my approach will be to analyze images that were made to showcase
difference.. As part of establishing their own identity, photographers such as Geraldine
Moodiee selected and photographed the exotic other. My analysis of Moodie's images will
bee informed by ideas of difference and deconstruction as they relate to identity set out by
thee French theorist Jacques Derrida in his essay "Difference" (1967). While fundamentally
agreeingg with the Swiss linguist Ferdinand de Saussure, that the process of signification
orr meaning-making is defined in terms of how signs differ from other signs, Derrida
expandedd upon de Saussure's argument, stating that because meaning is always deferred
inn time and space, it is never possible to find a final, stable meaning (Morton 2003: 26).
Too give an example of how this applies to the present study, just as the notion "civilized"
cann be defined by its difference from "savage," a similar oppositional strategy can be
employedd by the colonizer seeking to establish identity by producing images, in this case
photographs,, of the colonized as exotic other.
II will also connect my analysis to the work of post-colonial theorist Gayatri Chakravortyy Spivak. Together with other post-colonial intellectuals such as Homi Bhabha and
Robertt Young, Spivak has used DerridaY deconstructive strategies as a conceptual frameworkk from which to question the justification for subjection and exploitation of the other
or,, to use Spivak's terminology, the subaltern (Spivak 1976, Morton 2003: 27). In military
language,, a subaltern is a subordinate or individual of lower rank (Spivak 1988: 281). Spivakk has appropriated this term and expanded upon its use by applying it to the discussion
off marginalized women. In her essay "Can the Subaltern Speak?" (1988 [1985]), Spivak juxtaposess claims of certain French intellectuals such as Michel Foucault and Gilles Deleuze
too speak for the marginalized, with the claims of British colonialism to "rescue" Indian
womenn from the Hindu practice of widow self-immolation, or sati. According to Spivak,
despitee the apparent benevolence of their ideals, instead of speaking for these women,
whatt both Foucault and Deleuze do is appropriate their voices, thereby silencing them
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oncee more (56). To counter this, Spivak proposes a non-exploitative strategy that takes into
accountt the political struggles and histories of marginalized women. By expanding the
conceptt of subaltern to include these women and establishing that "these disempowered
womenn receive their political and discursive identities within historically determinate
systemss of political and economic representation," Spivak is better able to respond to the
voicess of these women without silencing them in the process (Morton 2003: 67-69).
Thiss question is central to my analysis of the photographs to follow. By photographing
herr Inuk subjects, does Geraldine Moodie replace their voice with her photo-colonial representationn or, by recognizing difference, does she allowed them to visually "speak"? It is
alsoo important to keep in mind that the framework in which these images were made is a
boundaryy to be respected. As in the previous chapters, I follow the guidelines for cultural
analysiss for the reading of historic photographs in the present as set out in the writing of
Miekee Bal. Bal warns of the "complicity of critique" and the "impossibility of showing and
sayingg 'no' to the object in the very gesture that shows it" (1996:195).
THEE SHADOWCATCHERS
SOMEE NORTH AMERICAN indigenous peoples believed that to be photographed meant
thatt some part of their life force was diminished. They referred to those who photographed
themm as "shadowcatchers," the shadow referring to death or the death of the soul (Lippardard 1992:30). Shadowcatchers travelled extensively to seek out their Indian subjects. They
weree almost exclusively Euro-American and male. The best known is the controversial
Americann photographer, Edward Sheriff Curtis (1868-1952). Curtis was a late nineteenth
centuryy Pictorialist who began photographing aboriginal peoples in 1895. It was not until
hee travelled with the E. H. Harriman Expedition to Alaska in 1899, however, that he came to
realizee the importance of documenting what he saw to be the "vanishing ways" of Indian
peoplee (Lyman 1982: 37). At the time, this was a common colonialist view (Bal 1996: 47).
Itt justified its proponents' documenting and collecting activities by presenting targeted
individualss and groups as "fragments of the real world" or representative examples of a
"vanishing"" culture (201). This attitude is known today as the "ethnographic alibi" and has
beenn critiqued by Bal who observes that no matter how academic the collector's motives,
thee practice inevitably reduces the subject to a stereotype (47).
Iff Curtis had any such concerns, he was little deterred by them as he vigorously set
outt to create his vision of the North American Indian. In 1900, Curtis began travelling
extensivelyy across the continent on what was eventually to become a 30-year project.
Togetherr with a team of assistants, he photographed Indian tribes in the Great Plains,
thee Southwest and the Pacific Northwest. By 1906, having acquired the financial backingg of the American industrialist J. Pierpont Morgan and the endorsement of President
Theodoree Roosevelt, Curtis published the first of what was to become a 20-volume set of
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FIGUREE 4.1

Edwardd Curtis. Oglala Sioux, The
MedicineMedicine Man, Slow Bull, 1907,
platinumm print, portfolio plate
fromm the original edition of The
NorthNorth America Indian by Edward
Curtis,, 1907
SOURCEE Joseph Brown, ed. The
Northh American Indians: A Selection
ofof Photographs by Edward S. Curtis.
(Neww York 1972), p. 56

bookss entitled The North American Indian (Curtis 1970 [1907]).
Thee final volume appeared in 1930. When he died in 1952, Curtis'ss work had all but been forgotten, although in the 1970s, his
imageryy enjoyed a certain posthumous commercial success.
Ass a consequence of deconstructions by both Indigenous
andd Euro-American, post-colonial writers, his work has
moree recently been subjected to increasingly critical reviews
(Lymann 1982: 13). It has become known that in keeping with
hiss background as a pictorialist, Curtis fictionalized and aestheticizedd many of his images. Often he dressed his Native
subjectss in inauthentic or incorrect clothing and on occasion,
evenn added wigs and make-up to enhance his vision. Although
lackingg credibility as documents, the resulting pictorial
sophisticationn of Curtis's photographs allowed them to functionn admirably as romantic icons. Ostensibly an attempt to
capturee the dying ways of what in his day was perceived to be
aa disappearing race, Curtis's photographs are now regarded
moree as exemplars of the tendency of Euro-American photographerss to produce images illustrating the romantic myth of
thee "noble savage."
Whilee Curtis was by no means the only shadowcatcher to
producee images of this type, his obsessive and methodical
approachh and the scale of his production make him the paradigm.. The portrait Oglala Sioux, The Medicine Man — Slow Bull,
19077 (Fig. 4.1) is typical of his work. The photograph shows
Sloww Bull full-length, turned slightly to the right and looking
awayy from the camera. He is wrapped in a light, sheet-like fabric that leaves his chest,
rightt shoulder and arm exposed. Curtis was infamous for fabricating costumes for his
subjects,, and this item appears to be no more than a piece of canvas rather than a genuine
itemm of apparel (Curtis 1970(1907]). His sturdy legs are bare and on his feet he wears a pair
off hide moccasins. With his left hand, Slow Bull holds the fabric against his body, while
hiss right grasps a ceremonial peace pipe. The pipe and the skull are symbols of a Medicine
ceremonyy or prayer.' Slow Bull's chin is lifted high and his gaze is directed beyond the
camera,, as if surveying some distant point. The low-placed camera angle gives the viewer
aa sense of looking up at him from below. This causes the figure to dominate a landscape
madee ambiguous by selective focus. The dramatic sky behind Slow Bull, so obviously
inconsistentt with the ambience of the rest of the photograph, has also been chosen for its
contributionn to the overall effect. As was common practice at the time, it has been drawn
fromm another negative and added to the photograph in the darkroom.
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11 Captions and notes written by
Edwardd Curtis from the original
editionn of the North American
IndianIndian cited in Brown, ed. (1972
confirmm that Curtis saw these
artifactss as symbolic.

Inn their book, Reading National Geographic, Catherine Lutz and Jane Collins propose
breakingg down the "multitude of gazes" within images of the other to include the pho
tographer'ss gaze, the magazine's gaze (the institution), the magazine reader's gaze (the
viewer),, the non-western subject's gaze, a direct viewer's gaze and the refracted gaze of
thee other. Lutz and Collins conclude that these disparate points of view account for the
differentt kinds of meaning found in photographs:

Inn Curtis's photograph of Slow Bull, the photographer's gaze and the viewer's gaze overlap
andd are "entangled" (Lutz and Collins 1993: 104). The viewer's eye is encouraged to follow
thee photographer's sightline up to the face of Slow Bull; the low camera angle, the strong
verticall of the standing figure and the narrow drapery hanging from the pipe facilitate
thiss movement of the eye. This gaze creates a distance between the subject, the spectator
andd the photographer. The subject is elevated above the viewer by the low camera angle,
forcingg the viewer to look up to him. This gives Slow Bull a position of significance within
thee frame and, not coincidentally, also corresponds to a gesture that to Western eyes signifiess pride and nobility. It also contributes to objectifying the Medicine Man, effectively
turningg him into a display object.
Curtiss also orchestrates Slow Bull's gaze. Instead of having Slow Bull engage with the
camera,, that is, of course, the surrogate viewer, Curtis has him look out over the spectator,, as if searching the horizon for something anticipated but not yet seen. Slow Bull's
"farr away" gaze makes him appear spiritual, introspective, beyond worldly concerns, a
shamann or wise man looking toward a future that only he can imagine. This gaze serves a
furtherr purpose too. By not looking directly into the camera Slow Bull also makes no direct
engagementt with the viewer. The viewer is thus given license to look at him for as long as
shee or he wishes. Thus, as the focalizer of the image, Curtis has carefully contrived every
aspectt of its presentation. The placement both of subject and camera, the pose, the gaze,
thee costume, the props and the setting are all directed toward supporting a view consistentt with the expectations of his audience. This is the Medicine Man displayed as exotic
other,, a cultural artifact collected in a photographic image, then literally framed for sale
too a viewing public. As Robert Hirsch has observed, "Others are viewed as static objects
ratherr than active subjects who possess the same desires and needs as the viewer" (2000:
148).. Any hint of Slow Bull's individual character has been forfeited to portray instead
aa Euro-American stereotype of Indianess. His significance or nobility is established by
emphasizingg his status as a Medicine Man. At the same time, he is depicted as a primitive
wrappedd in a blanket.
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Severall writers have noted this relationship between the photographic representation
off Native Americans and the "noble savage." In his book The Imaginary Indian: The Image
ofof the Indian in Canadian Culture, historian Daniel Francis argues that the camera-bearing
Euro-Americann played a significant role in the creation of this mythic figure. A rationale
iss provided by anthropologist Peter Mason (1990), who shows that the notion of "noble
savage"" is a construction that grew out of the need of Europeans for an Aboriginal having
bothh positive qualities, such as "innocence" and dubious qualities, such as "primitive."
Masonn writes:
Enlightenmentt has be
'dd immedia
•:.. it is the i

Curtis'ss approach to photographing Native North Americans leads to a consideration
off Geraldine Moodie. Whether Moodie shared Curtis's view of the "vanishing Indian" is
nott documented, although the significant differences in her approach and style make
itt unlikely. As an unabashed illusionist and pictorialist, Curtis's approach required his
Nativee subjects to give up almost all control over their representation to him. Moodie,
onn the other hand, attempted a more realistic representation. Her more straightforward,
documentaryy approach to photography left her subjects more room for individual expression.. While Curtis carefully controlled every aspect of his pictures, using whatever means
hee deemed necessary to support his mythic vision, Moodie limited her use of illusory tools
too a makeshift studio and a neutral background. As a result, her subjects often appear to
havee just stepped before the camera and then to have stood still only long enough for the
shutterr to open and close.
Thee effect of this approach is apparent in Moodie's photograph of the Inuit man, SheNuck-Shooo (Fig. 4.2). This image was made in 1904 aboard the vessel The Arctic while it
waswas over-wintering at Fullerton Harbour, NWT. She-Nuck-Shoo is shown wearing an
outerr parka made of animal skin and fur mukluks. He is also wearing thick, fur mittens,
despitee the apparent indoor location. In his right hand he holds a whaling harpoon and
aa coiled rope. While this shows his occupation as a whaler, to Western eyes, She-NuckShoo'ss posture also echoes a stereotypically formal, military stance that suggests a
possiblee further intersection of two cultures. She-Nuck-Shoo's gaze almost meets that
off the camera, but he avoids any direct confrontation by deflecting his eyes slightly above
thee lens itself.
Artt historian Estelle Jussim, states that for an image to be a portrait, the subject must
bee aware that s(he) is being photographed (1989: 32). This statement is correct as far as
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itt goes, but of greater importance is what it implies, that
oncee established, awareness also provide an opportunity
forr subject response, that the photographer cede to the
subjectt the power to determine how much or how little
off themselves they are prepared to reveal. Thus for a photographh of a person to go beyond being a mere physical
likeness,, portraiture demands that control of the process
bee shared. Inevitably though, with the camera operator
controllingg the moment of the shutter's actual opening
andd closing, the balance of power always remains with
thee photographer. When the photographer is a colonizer
andd the subject the colonized or other, this power differentiall can become even more aggrandized. Of equal
importancee is consideration of the commonality of the
photographer'ss and subject's understanding of what constitutess portraiture, both product and process. This is
especiallyy significant when the photographer and subject
derivee from substantially different cultural backgrounds.
Ass has already been mentioned, Native North Americans,
forr example, had a radically different conception of the
consequencess of photographic self-representation than
Europeans,, seeing it quite literally as taking some part of
themselvess away.
Thuss although She-Nuck-Shoo is undeniably aware of
thee camera, Moodie's photograph of him is by no means a
profoundd portrait. Even though in this respect it reaches
welll beyond Curtis's picture of Slow Bull, its revelation of She-nuck-shoo's individual characterr is still limited. She-Nuck-Shoo's facial expression is relaxed and there may even be
aa trace of a smile but, despite the aforementioned gestural relationship to European militaryy posture giving a superficial impression of confidence, a closer examination reveals
justt how tentative this really is. While a casual viewer might be deceived as to She-nuckshoo'ss level of comfort before the camera, in reality, this impression results more from
thee order and calm of Moodie's superbly balanced composition than anything emanating
fromm She-nuck-shoo himself. Compared to the Curtis photograph, the relative dispositionn of power between photographer and subject in Moodie's image may be more evenly
distributed,, but the photographer is still very much in control, and the subject knows it.
Ratherr than a portrait, this is primarily still a photograph of a man having his photograph
taken.. He may be aware, but he certainly gives away little more of himself than he must.
Whilee differences in the results produced by Curtis and Moodie are largely explained by
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Geraldinee Moodie, She-Nuck-Shoo,
anan Ivalik Chief and Whaler, 1904,
gelatinn silver print, British
Museum.. London
SOURCEE Edward Cavell, Sometimestimes a Great Nation; A Photo of
Canada,Canada, 1850-1925. Banff 1984,
platee 115, p. 128

theirr differing approaches, much can also be ascribed
too differences in their conception. While Curtis's work
wass overwhelmingly shaped by a desire to illustrate a
mythicc vision of the noble savage, at least one aspect
off Moodie's motivation was more banal: Her photographss were also commodities. As is evident in the
photographh of She-Nuck-Shoo, Moodie had a propensityy to copyright her work. She knew that photographs
off Native people were a popular commodity, a curiosity
thatt provided income for their producers (Silversides
1994:: 3). Copyrighting her work was a means to ensure
thatt any remuneration from its publication or sale
wouldd accrue to her.
Thee photograph of She-Nuck-Shoo discussed above
wass eventually deposited at the Museum of Mankind
inn London, England as part of the Canadian copyrightt collection. There is also a second photograph of
She-Nuck-Shoo,, made at the same time. It is housed
att the Royal Canadian Mounted Police Museum in
Regina,, Saskatchewan and even better illustrates how
readilyy Moodie's photographs lend themselves to
commodificationn of the other (Fig. 4.3). In this image,
She-Nuck-Shooo appears more posed. He stands slightly
inn profile and looks out of the frame to the right of the
camera.. Of greater interest is the caption that was
almostt certainly added later by museum staff.' The
messagee in the text is contradictory. The caption, "She-Mick-Shoo, (sic) Chief of the Ivaliks;
ann Ivalik whaler with Harpoon" directs the viewer to see "the Ivalik whaler" as a representativee of a type rather than as an individual. It serves both to identify the subject and
F I G U R EE 4.3
objectifyy him. Although the intention of the photograph may have been to illustrate the
She-Nuck-Shoo,, also captioned
She-Mick-ShooShe-Mick-Shoo (sic) Chief of the
text,, what actually happens is the reverse. Roland Barthes points at this reversal apropos
Ivaliks,Ivaliks, an lualik whaler with a Harpoon,poon, 1904-5, gelatin silver print. off advertising and press photography. In analyzing the press photograph, Barthes argues
Royall Canadian Mounted Police
thatt "the image no longer illustrates the words, it is now the words which, structurally, are
Museum,, Regina, 34.6
parasiticc on the image..." and concludes, "...the text loads the image, burdening it with a
culture,, a moral, an imagination" (1982: 204-205 [1961]). This describes exactly what happenss with Moodie's image. By labelling the photographic subject as a cultural specimen,
thee caption shapes and limits a viewer's interpretation of the content.
Captionss such as this are shaped by the frame in which they were created. In the introductionn to his book Orientalism, Edward Said reflects on the difference between pure
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22 Moodie did not caption her
photographs;; only her images
foundd in the collections of the
Royall Canadian Police (RCMP)
Archivess in Ottawa andtheRCMP
Museumm in Regina have captions,
suggestingg that this is where the
captionss were added.

andd political knowledge. He states that the individual cannot disclaim the main circumstancess of her actuality. She comes to a circumstance, event or geographical location with
aa certain amount of "baggage" (1978:11). At the turn of the nineteenth century, most EuroCanadians'' views could be termed inherently racist:

Culturall historian Donny White argues that in this respect, Geraldine Moodie did not share
thee views either of her partner, J.D. Moodie, or her grandmother, Susanna Moodie, both of
whomm regarded Native people as "inferior and savage " (1993: 6). Based on her being permittedd to photograph the Cree sun dance ceremony in Battleford, Saskatchewan, White
maintainss that Geraldine Moodie had "a special rapport with the Indians" (1993: 6). While
thiss may well have been true, it is equally apparent from her photographs that Geraldine
Moodiee was also influenced by the romantic, noble savage view of Native people espoused
byy Edward Curtis and other shadowcatchers of her time.
Wheree Moodie differs is in lacking the beneficent paternalism that drove Curtis's
vision.. Moodie had no illusions about saving the ways of a vanishing race. As a professionall photographer, her photographs of Inuit are intended for sale to an audience she
kneww to be fascinated by the exotic, hence her style which can best be described as a blend
off conventional studio practice and the subject-as-specimen approach employed by ethnographers.. Paradoxically, it is this and Moodie's commercial experience, rather than any
personall rapport with Native peoples, that most permits her subjects'small opportunities
too intervene in their own representation.
Too understand the subtle difference resulting from these interventions, in the next
sectionn I will compare Moodie's work to that of other white photographers working in the
Canadiann Arctic.

THEE COLONIZER A N D THE CAMERA
INN HER ESSAY "POSTCARDS FROM THE EDGE," Bal questions the actual function of

thee reproducing and exhibiting of colonial postcards (1996: 209). What is particularly fascinatingg is that these images often tell as much about the colonizer operating the camera
orr more, than they do about their colonial subject. As Bal has argued, "More intriguing
thann the colonized is the colonizer; more intriguing than the object of the scholarship is
itss too-well hidden subject" (223).
Althoughh the more documentary style of her approach differentiates Moodie's images
fromm the Pictorialists, her studio photographs discussed previously are also stylistically
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Photographerr unknown. Artungelar,lar, Cape Fullerton, March 22,
1905,, gelatin silver print, National
Archivess of Canada, C685

differentt from those of her male colleagues who
photographedd Inuit during this expedition.
Theree is a photograph made by one of them in a
snow-housee interior. Entitled Artungelar, March
11,11, 1505 (Fig. 4.4), it shows an Inuk man from
thee Kenepetu group. The photographer is most
likelyy George Comer, who is known to have made
att least one other photograph in the same space
att roughly the same time.' The photographer has
seatedd his subject on a sleeping platform above
aa wooden board on which are hand-printed the
datee and the man's name. Artungelar is dressed
inn a heavy, animal skin outer parka and is seated
onn a pile of furs. His gaze is difficult to read, but
hee seems to be looking out of the frame to his
left.. His awkward pose, with raised hood and
armss thrust forward, gives him the appearance
off an overstuffed, toy bear. This is not a portrait
butt a documentation of a specimen of an exotic
other,, a treatment that contrasts sharply with
Moodie'ss photographs. In Moodie's image of
She-Nuck-Shooo (Fig. 4.2), for example, the dispositionn of She-Nuck-Shoo's figure within the
frame,, the consideration given to lighting and
thee carefully selected moment of exposure all
demonstratee attention to process. For the viewer,
thiss translates as respect, not just for process but also, by proxy, for subject. It therefore
becomess easy to accept that She-Nuck-shoo's presentation as a hunter and the decision
too deflect his gaze slightly from the viewer's could be as much his choice as the photographer's.. From her years operating commercial studios in the south, Moodie knew what all
studioo photographers know, that her success depended upon her producing an image of
herr sitters that corresponded with their understanding of themselves.
Anotherr photograph that features subject labeling is Arctic Bells (sic) (Fig. 4.5). This
imagee shows five, young, Inuk women lined up in the cave-like interior of a snow house,
orr igloo. All are wearing fur outer parkas. Internal evidence suggests that it was made at
thee same time as the photograph of Artungelar and, again, almost certainly by George
Comer.. In contrast to Moodie's photographs, there is little evidence that the photographerr has given much consideration to composition or lighting. As with the photograph of
Artungelarr (Fig. 4.4), the photographer has included a wooden plank on which is written
I()6 6

33 George Comer was the captain
off the Era, an American whaling
schoonerr that also over-wintered
inn Fullerton Harbour. See White
(1998:92). .

aa text, in this case identifying the sitters as "Arctic Bells," thereby consigning them to the
objectifiedd role of specimens or collectibles.
Whetherr intended at the time of making or not, in the context of the final image the
termm "bell" becomes unavoidably ironic, as the photograph makes the women appear
dirtyy and disheveled. Each being dressed in rough, animal skin outer parkas and having
similarr pigtailed hairstyles, there is little to distinguish between them. All five return the
camera'ss gaze directly. Only the woman in the middle stands out at all. Partially this is due
too her central positioning, but also because of her longer, decoratively wrapped braids, a
hairstylee indicating that she has borne a son.
Thee women sit on the edge of a hide-covered bench that runs along the wall. The two
onn the outer edges lean inward in response to what must have been the photographer's
direction.. Above their heads are visible the outlines of snow blocks used to build the igloo.
Thee snow blocks are darkened with soot from the burning blubber oil used by Inuit for
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Photographerr Unknown, Arctic
Bells,, Cape Fullerton, March 22,
1905,, gelatin silver print. National
Archivess of Canada, C1155
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Unknownn photographer. Untitled,
(groupp of Inuit women), gelatin
silverr print, National Archives of
Canada,01499 9

bothh heat and light. On the left is a shelf covered in scraps of hides. A line has been strung
onn which mittens hang to dry. The photograph gives the whole a dirty, cave-like appearancee that adds to the gritty atmosphere of the image.
Whenn I checked the National Archive records for details of this image, I found that
thesee women are identified only by their whaling names: Rosa, Hattie, Nellie, Cooper and
Tidleyy Winks, confirming that some are the same individuals that appear in Geraldine
Moodie'ss portrait series discussed in the previous chapter. Unlike Moodie, the photographerr in this case appears not to have recorded their Inuit names. The use of whaling
names,, such as "Tidley Winks," is demeaning to these women.
Anotherr photograph (Fig. 4.6), taken on the same expedition, also by an unidentified
photographer,, is even more problematic. It shows six Inuit women lined up in two rows
againstt an unmarked, canvas backdrop. This strategy effectively diminishes the perceptionn of these women as individuals, emphasizing instead their facial tattoos, animal-skin
LO8 8

clothingg and beaded parkas. By presenting them as "spectacle," the photograph forcefullyy highlights their "otherness" from Europeans. As Mary Russo points out in her essay
"Femalee Grotesques: Carnival and Theory," making a spectacle of a woman results in the
losss of her boundaries (1986: 213). In this example, the boundary crossed is the women's
dignity.. The women are pictured in such a way as to make their features appear monstrous,, a direct contrast to the way in which they are portrayed in Moodie's photograph
discussedd in the previous chapter. This technique of dominance and control is a common
characteristicc of the relationship between the camera and the colonial subject.

44 It is worth noting that unlike
modernn electronic flash tech
niques,, flash powder could not
guaranteee instantaneous
exposuress or movement free
images,, especially when the
photographerr was working alone.
Hee or she would first have to have
openedd the shutter, t h u s initiating
thee exposure with available light,
andd then moved to ignite the flash,
whichh itself could burn for at least
1/155 of a second while the shutter
remainedd open. See Leggat (1995)
www.rleggat.com/photohistory/ /
history/lightt ing.htm.
55 This particular p h o t o g r a p h , in
thee National Archive of Canada,
hass no attached caption or record
identifyingg the subjects. I was
onlyy able to identify the women
inn the front row after finding
anotherr image, made at the same
time,, that was captioned. Left
too right the w o m e n are Pikey of
thee Neetchille tribe. Hattie of
thee Kenepetic tribe and Nellie
off the Iwilic tribe. An unknown
photographerr who was part of the
Hudsonn Bay Expedition aboard
CGSS Arctic made the image at
Capee Fullerton, N W T .

66 J.D. Moodie also photographed.
Theree is sometimes confusion
aboutt which Moodie should be
creditedd with an image.

Thee type of tightly controlled lineup portrayed in Figures 4.5 and 4.6 made picture takingg easier. It was especially difficult at the time to make spontaneous, candid photographs
indoorss without using flash powder, a notoriously tricky technique to master. Without it,
lengthyy poses were required to facilitate the long exposures demanded by the slow lenses
andd relatively insensitive films then available.'
Inn Fig. 4.6, several of the women avoid looking into the camera, and those that do seem
unsuree about the situation in which they find themselves. In particular, the three women
inn the back row of the grouping seem especially uncomfortable. The photograph was
madee to show variations in facial tattooing and parka beadwork decoration among differentt Inuit tribes.' This interest in facial tattoo photographs is confirmed by an entry in
Captainn Comer's diary. On February 16, 1904, he wrote, "Today got several of the women
too tattoo their faces with paint, as the tattooing on their faces will not take and show in a
photograph"" (cited in White 1998: 93). In this, Comer is describing an approach that is preciselyy the same as Edward Curtis's: to manipulate the appearance of Aboriginal subjects
soo as to create more compelling images of an exotic other. The anonymously authored
photographh shown in Fig. 4.6, however, goes well beyond this. The woman in front row
onn the left has moved during the exposure, which has caused her face to blur. The resultingg exaggeration and distortion of her features makes her appear grotesque and turnss the
imagee into a construction of other as monstrous. It is possible, and given the obvious lack
off sophistication on the part of the photographer indeed likely, that all of this was unintended.. If true though, the question then must be why did the photographer choose not to
discardd a negative showing such a blatant technical flaw? Why was the image preserved?
II speculate it might have been becausee this error produced a desired result: a look, a monstrouss look that conformed in someway to the photographer's perception.
Inn this regard too, I would also like to compare Geraldine Moodie's approach to photographyy with that of her partner, John Douglas {J. D.) Moodie, who became the governor
off the Hudsons Bay district in 1904/ I shall examine two photographs made by John
Moodiee when he was stationed aboard the "Neptune" at Fullerton, NWT as part of the 1903
Albertt P. Low Expedition. The Low Expedition was a government expedition that charteredd a whaling ship to patrol northern waters of the Arctic to assert Canadian sovereignty
(Burantt 1998: 77). Made a year before Geraldine Moodie went north for the first time, these
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Johnn D. Moodie, Group of Eskimos
andand Crewmembers on board the
"Neptune""Neptune" at Fullerton, NWT,
Christmass 1903, gelatin silver
print,, Royal Canadian Mounted
Policee Collection, National
Archivess of Canada, C1817

photographss are exemplary of the kind of images
madee by southerners of Northern Inuit. J.D. Moodie
wass one of four members of the expedition who made
photographs;; the other three were George Caldwell,
A.P.. Low and Lorris Borden/
77 See King and Lidchi, eds.(ig98)
torr further details on the expediJ.D.. Moodie's photographs, titled Group of Eski- tionn photographers.
mosmos and Crewmembers on board the "Neptune" at
Fullerton,Fullerton, NWT, Christmas, 1903 (Figs. 4.7 & 4.8), show
aa mixture of Inuit and Christian cultural practices.
Thee two photographs are taken from slightly differentt angles. They show a gathering of white and
Inuitt subjects during a Christmas Eve dance on
boardd the Neptune. The light source must have come
fromm a flash powder explosion.* The resulting high 88 See Burant in King and Lidchi
(199877-87)) for details of photogcontrastt of washed out highlights and dark shadows
raphyy and the use of flash powder
onn
this expedition.
givess the images a dramatic, theatrical appearance.
Thee frame is crowded with people in Western and
Inuitt style dress that have gathered around two, tall,
maskedd central figures. These figures appear to representt a cultural hybrid — a blend of Inuit shaman and
thee Christian icons of Mary and Joseph. The figure
onn the right holds a small, hide-covered bundle that
appearss to stand in for thebabyjesus. She wears a lightcolouredd skirt and a fur cape. A mask covers her face.
Onn her head she wears a flat hat that features two,
large,, fluffy horns that might be white feathers. The
malee figure beside her fulfills the role of Joseph. The long beard attached to his mask is
alsoo reminiscent of Father Christmas.
Att first glance, the most obvious difference between Geraldine's photos and J.D.'s is
thatt hers are skillfully made in a studio style. The two images described above are typicall of what today would be considered snapshots, that is, casually made, personally
meaningfull images of occurrences such as birthdays, special events and holidays. But
Johnn Moodie made these images well before the era of point-and-shoot photography.
Theirr creation would have required substantial preparation and an extended period of
subjectt cooperation. While unlike Geraldine's photographs, the documented event was
nott solely photographically purposed, the associated picture-making ritual would have
differedd little. The fact remains, however, that the motivation behind their creation was
clearlyy that of the snapshooter. As such, these images hold special interest. One of their
mostt distinctive features is that the subjects are both Inuk and Euro-Canadian. Further,
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apartt from the children who are grouped, seated in a row
onn the floor before their elders, there appears to be no
hierarchicc arrangement. No one, Euro-Canadian or
Inuk,, dominates the frame. Ironically, there appear to
bee no subalterns here, a powerful contrast to the clearly
colonialistt viewpoint that shaped the expedition's more
formall photographic sessions, those supposedly directed
towardd producing "documents,'1 or "true" representations
off Inuk people.

99 The earliest documented Inuit
photographerr is male, Peter
Pitseolakk (1902-1973). Pitseolak
begann photographing in the 1940s.
Seee Eber and Pitseolak (1978) and
Eberr (1998). George Hunt (1854
1933).. a Kwakiutl photographer
whoo worked as an interpreter and
assistantt for a variety of expedi
tionss and provided ethnographic
documentationn for Franz Boaz.
Seee Ira Jacknis, "George Hunt
Kwakiutll Photographer "in
WOMENN PHOTOGRAPHERS AND THE OTHER
AnthropologyAnthropology and Photography,
1860-1920,, Elizabeth Edwards
G E R A L D I N EE MOODIE WAS RAISED in a family having a
(ed.),, (1992) pp.143 50. Other native
photographerss were active on
traditionn of strong, articulate women. Both her maternal
thee North West coast as George
grandmother,, Susanna Moodie, andher great aunt, Catherine
Eastman,, inventor of the Kodak
camera,, often visited Alert Bay
ParrTraill,, were well-known UpperCanadian writers.These
weree he instructed Native people
womenn
served as role models in the development of Gerhoww to photograph (Wastell cited
inn Jacknis 1992:146). The earliest
own independent spirit and no doubt
aldinee
Moodie's
referencee I have found to a Native
womenn photographer is Jennie
influencedd her decision to seek a career in a medium that,
Rosss Cobb (1882-1958), a Cherokee
likee writing, would give scope for the development of her
whoo made a few snapshots of
felloww students while attending
voice. As American historian Barbara Michaels writes:
ownn
thee Cherokee Female Seminary in
Tahlequah.. Oklahoma. See Alison,
ed.. (1999)••

100 These include the celebrated
Americann photographer, Gertrude
Kasebierr (1852-1934), Harriet
Smithh Pullen (active 1906),
Mithildaa Coxe Stevenson (active
1879),, Alice Fletcher assisted by E.
Janee Gay (active 1903), Katherine
T.. Dodge (active c. 1900}, Mary
Schafferr Warren (1861-1939), Kate
Thompsonn Cory (active 1905-1912),
Mamiee and Emma Gerhard (active
c.. 1900), Grace Nicholson (active
1906-14)) and Frances Benjamin
Johnstonn (1864-1952). See Sandler,
(2001)) and Bernardin et al. (2003)
forr a discussion of women photographerss who photographed Native
Americans. .
111 See Watson (1992). Watson cites
ann ethnographic study by Marga
rett B. Blackman, "Studio Indians:
CarteCarte de visite of Native People
inn British Columbia, 1862-1872,"
(1985-86).. This study mentions
thatt there are forty three carte de
visitevisite of native Americans known
too have been made at the Maynard
studio. .

aa pho••

•ugh,, of

Ass might be anticipated, it has been difficult to contextualize Geraldine Moodie's work by
comparingg it to photographs made by a Native woman photographer.4 There were, however,, a few other Euro-American, women professional photographers who photographed
Nativee people at the turn of the nineteenth century.1" In Canada, there is only one other
woman,, Hannah Maynard (1834-1918), who had a studio in Victoria, British Columbia, who
iss known to have made some portraits of Native people at the same time as Moodie."
Forr the purposes of this study, I shall compare Moodie's work to that of Gertrude
Kasebierr (1852-1934), the most celebrated of this group. Kasebier was a professional photographerr in New York where she had established a studio in 1898 and was active in the
noww famous Photo-Secession movement. By 1899, the founder of the Photo Secession and
onee of the patriarchs of modern photography, Alfred Stieglitz, was describing Kasebier as
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Johnn D. Moodie, Group of Eskimos
andand Crewmembers on hoard the
"Neptune""Neptune" at Fullerton, NWT
Christmass 1903 (another version),
gelatinn silver print, Royal Canadiann Mounted Police Collection,
Nationall Archives of Canada,
cc 1820

thee leading portraitist of the day (Michaels 1992:11).
Artt historian Naomi Rosenblum notes that Kasebier
iss "without question that most renowned of Americann women portraitists" (1994: 77). Although known
primarilyy for her images depicting motherhood (See
Fig.. 2.5), early in her career, Kasebier produced a
numberr of important, yet relatively unknown, portraitss of Native people. These photographs were all
madee between 1892 and 1912 when Kasebier invited
aa number of members of the Sioux Nation to pose
forr portraits in her studio. These individuals were
performerss in a sort of early, travelling theme park
calledd Buffalo Bill's Wild West Show that had been
createdd by an ex-army scout, buffalo hunter and
frontiersmann named William Cody. Unlike the male
shadowcatcherss and Moodie, Kasebier never went
intoo the held, choosing instead to host and photographh indigenous subjects at her studio.
Kasebierr maintained a lifelong fascination with
Nativee people. As a child growing up in a small,
Coloradoo town, the majority of her playmates had
beenn Native children. Speaking of what she sought
inn an aboriginal subject, Kasebier made clear her
ownn views of Native people, "I want a real, raw
Indiann for a change..." she said, "...The kind I used
too see when I was a child" (Michaels 1992: 30).
Thiss she found in Chief Iron Tail, whom she depicted as a regal yet "wild Indian"
(Fig.. 4.9). This was the kind of image that not only the public wanted, but also what
Ironn Tail himself preferred (31). The photograph shows him in profile, a pose that
FIGUREE 4.9
emphasizess his prominent, angled bone structure. He is depicted as a symbol of
Gertrudee Kasebier, Profile of Iron
TailTail with headdress, 1898, p l a t i n u m
whatt
white society considered the noble savage. The chief's headdress that Iron Tail
print,, 7 7/8" X5 7/8", Division of
Photographicc History, National
wearss is a featured part of the composition and one of the key props worn in his role
M u s e u mm of American History.
ass a "show Indian" in Buffalo Bill's Wild West troupe.1' Kasebier used this prop, as
Smithsoniann Institution,
Washington,, DC
didd Iron Tail, as a sign of the construction of Native American identity that was easily
S O U R C EE Barbara Michaels,
GertrudeGertrude Kasebier, The Photographeraccessiblee to white culture. It is, as Bal says, part of the "index of colonial imagination"
andand her Photographs (New York
1992),, plate 12, p. 32
(Ball 1996: 222).
Mediaa theorist Nanna Verhoeff points out that films about Buffalo Bill's Wild West
Showw were made in response to a "Myth of the Wild West" that emerged just at the time
thatt the "real" Wild West was disappearing (2002: 140). Like these films and, indeed, the
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122 See Verhoeff (2002: 293-304) for
ann excellent analysis of Buffalo
Bill'ss shows and their double
performancess — the show and the
filmss in the show.

showw itself, Kasebier's portraits of Aboriginal people
hiredd to act as "tea! Indians" are a reflection of this
nostalgicc "re-staging" of the not-so-distant past. Verhoefff writes, "The recent past was thus embalmed,
madee ready to become an object of desire — of instant
nostalgia"" (141). I argue that Kasebier's photographs of
Chieff Iron Tail and his colleagues from the Wild West
Showw were a consequence of this same desire.

133 See Zitkala-Sa and Haten (2001)
foraa collection of the writings
andd biographical background of
Zitkala-Sa. .

Michaelss also considers the idea of duality. She
contendss that in her images of Aboriginals, Kasebier
hadd "two concurrent, if conflicting aims": to capture
thee archetypical Indian and, at the same time, to
reveall the individual personality (1992: 30). For example,, Kasebier made a series of striking photographs
off a young Sioux woman, Zitkala-Sa (Red Bird), also
knownn as Gertrude Simmons Bonnin." Zitkala-Sa was
aa talented writer and musician and an early activist for
Nativee rights. Kasebier's photographs reveal the culturall duality present in this young woman's life. Two
off the nine portraits show Zitkala-Sa in Sioux costume
(Figg 4.10), while in the other seven "there is nothingg recognizably Indian about her" (43). In the latter,
Zitkala-Saa wears Euro-American dress. Tagg argues
thatt "the portrait is ... a sign whose purpose is both
thee description of an individual and the inscription
off a social identity" (1993: 37 [1998]). Thus Zitkala-Sa's
sociall identity is flexible and varies with which of Kasebier's portraits of her is being analyzed.. A similar duality can be seen in Moodie's portraits of Inuit women (Fig. 2.11 & 2.12)
thatt were analyzed in the Chapter two. The idea of photographing the subject wearing
bothh Indigenous and Euro-American dress had become common practice in the photographicc representation of Aboriginal people.
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Gertrudee Kasebier, Zitkala-Sa,
1898,, (in Sioux costume), platinum
print,, 63/16" X41/2", Division of
Photographicc History, National
Thiss contrasts sharply with the work of Joseph Keiley, a photographer who also made
Museumm of American History,
Smithsoniann Institution.
portraitss of Zitkala-Sa. Keiley gave his images allegorical or general titles, such as The
Washington,, DC
IndianIndian Madonna, in order to make the image more readable to a white audience (Michaels
SOURCEE Michaels, Gertrude
Kasebier,Kasebier, plate 22, p. 41
1992:: 44). Some even showed Zitkala-Sa in Chinese dress, revealing Keiley's view of her as

ann exotic other "to be costumed at will" (44). Most of Keiley's images follow the formula
off his 1898 Zitkala-Sa portrait and include only head and shoulders. The subjects are passive,, romantic figures that float in a dreamy, soft-focus haze. Zitkala's becomes no more
thann a decorative object, her gaze passively lowered so as not to contest or even engage
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Gertrudee Kasebier, Zitkala-Sa,
1898,, (in Western clothing playing
violin),, platinum Print, 7 3/4 x 5
3/8",, Division of Photographic
History,, National Museum of
Americann History, Smithsonian
Institution,, Washington, DC
SOURCEE Michaels, Gertrude Kasebier,bier, plate 23, p. 43

thee viewer. This type of image is typical of the Pictoriall movement discussed in earlier chapters, one of the
primaryy aims of which was to give aesthetic pleasure.
Inn contrast, Kasebier's portraits present a more
activee young woman. For example, in Zitkala-Sa, made,
likee Keiley's photograph, in 1898 (Fig. 4.10), Kaesbier
posess her subject in profile with her hand shading
herr eyes. Michael's describes the gesture "as more
thann a conventional Indian pose, but an expression of
yearningg for the West, a sentiment with which Kasebierr empathized" (43). It is unusual to see portraits of
Indigenouss people made in profile during this period.
Kasebier,, however, used this pose when photographingg both Zitkala-Sa and Chief Iron Tail. As noted in
Chapterr Two, at the end of the nineteenth century the
profilee was still a preferred pose in portrait photography,, denoting for contemporary audiences that the
sitterr was someone of gentility and breeding. Speakingg of the portraiture of that era, Tagg observes that
beingg photographed frontally "signified the bluntnesss and 'naturalness' of a culturally unsophisticated
class"" (1993:36 [1988]). As a professional photographer,
Kasebierr must have been aware of this convention and
thuss her employment of it to assign "civilized" status
too Zitkala-Sa, a.k.a. Gertrude Simmons Bonnin, cannotnot have been accidental. This pose also distances her
fromm the spectator's gaze while her own gaze, directed out of the frame, implies that she is
"forwardd looking, future-oriented and determined" (Tagg 1993:36 [1988]). As Michaels has
suggested,, however, the messages conveyed by this image are nothing if not ambiguous.
Zitkala-Sa'ss gesture, costume and long, unraveled hairstyle clearly sign her as a "savage,"
exoticc other and make less than flattering implications about her character. During this
periodd loose hair was often associated with a wild, and therefore supposedly sexually
availablee or "loose," woman. In another portrait, similarly titled Zitkala-Sa, 1898 (Fig 4.11),
Kasebierr presents her subject as a talented, young violinist. In this one though, there is no
referencee to Zitkala-Sa's aboriginal heritage.
Thiss use of photography to mark the intersection of two cultures, the colonizer and
thee colonized, is common in visual anthropology. An example is a photograph of two
Yukahirr women (Fig. 4.12) made by Russian anthropologist Dina Jochelson Brodskaya in
1897.. Jochelson Brodskaya was part of the Jesup North Pacific Expedition (1897-1902) that
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144 See Kendall, Mathe and Miller
(1997)) for a discussion of the
Nativee peoples of the North Pacific
Coast. .

producedd more than 3,000 photographs of peoples of the northwest coast of Canada and
thee northeastern coast of Siberia.14 It was organized by Franz Boas, then a young curatoriall assistant in the Anthropology Department of the American Museum of Natural
History.. The purpose of the expedition was to investigate the origin of American Indianss (Freed 1997: 9). Jochelson Brodskaya undertook all of the anthropometric and medical
workk and also made many of the photographs. Most of her images were documents of
"physicall types," made in accordance with what are now considered guidelines for Visual
Anthropology: :
••

••

••

Jochelsonn Brodskaya made the photograph of the two Yukaghir women as part of the
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Dinaa Jochelson Brodskaya.
TwoTwo Yukahir women, €.1897-1902,
Jesupp North Pacific Expedition
Collection,, 22160, American
Museumm of Natural History, Silver
gelatinn print
S O U R C EE Laurel Kendall et al.
Drainingg Shadows to Stone; The Photographyy of the jesup North Pacific
Expedition,Expedition, 1897-1901, (New Y
1997),, plate 22

researchh for her doctoral dissertation on the comparative anatomy of native women for
thee University of Zurich. She and another woman, Sofia Bogras, were allowed to join their
partnerss on the expedition provided that they worked without salary and allowed their
scientificc work to become part of the expedition results (Kendall 1997: 67).
Thee photograph shows two young women looking directly into the camera. The woman
onn the right appears if not unhappy, then certainly uncomfortable. Her eyebrows are lifted
andd she leans into the frame. Both women are dressed in a combination of traditional and
Europeann dress, showing evidence of cultural fusion. This can be clearly seen in the two
rowss of metal buttons that decorate the jacket of the woman on the right. In keeping with
thee anthropological intent, the photographer has selected a neutral background so as
nott to distract attention from the women subjects. The image is typical of ethnographic
photographyy of the period. It is noteworthy only because the anthropologist who made
itt was a woman, women anthropologists being a rarity at the time. While, as might be
expected,, the image concentrates less on relationship and more on facial structure and
generall physical appearance than is the case in any of Geraldine Moodie's portraits, in
both,, the effect of the plain background is the same: to focus a viewer's full attention upon
thee subject.
Soo far I have compared the work of Geraldine Moodie to two other women photographers,, a studio portrait photographer and an anthropologist. As I discussed in the
previouss chapter, Moodie's photographs of Inuit encompass elements of both the traditionall studio portrait and ethnography. Much of the power of her imagery derives from
thiss combination of styles and approaches. They are examples of what anthropologist
Elizabethh Edwards refers to as metaphors of power in which "ideas of both [the] scientific
andd the aesthetic operate simultaneously, the nuances of meaning shifting to the contexts
inn which the photographs 'performed' " (cited in Bernardin 2003: 7). Now I will turn to the
presentt and compare Moodie's work to my own and consider the concept of collaborative
practicee as it relates to portrait photography.
JEFFF THOMAS AND ME
INN 1998 I ATTENDED A CONFERENCE IN AMSTERDAM where I presented a paper

aboutt the relationship between art practice and theory.151 spoke as a photographer who
madee images drawing on and, in turn, informing theory, specifically referencing a body of
myy own work produced in the preceding year. The intentional framework for the project
hadd been informed by the writings of Kaja Silverman (1996) in which she deals with a theoreticall and cultural analysis of love. Silverman argues that we cannot idealize someone
withoutt identifying with him or her. This idealization is what she calls the "psychic activityy at the heart of love" (2). My response comprised several series of large, photographic,
colourr portraits, the subject of which was the relationship between an individual and the
peoplee or objects that they love. In making the photographs I sought to investigate the
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155 I presented my paper "The
Activee Gift of Love" at the
workshopp "Bi-Sensitivity: Art as
Culturall Analysis" of the ASCA
Comee to Your Senses conference in
Amsterdam,, May 1998.

i66 Another case of this of this
collaborativee practice can be
seenn in Mieke Bal's (1999) critical
assessmentt and analysis of the
Britishh photographer, Anna Fox's
series,, Zwarte Piet (Black Peter).
Seee also Bal (2002: 215-6) for
furtherr analysis of this series
andd the Zwarte Piet tradition.

possibilityy of producing a visual equivalency for the link that Silverman makes between
idealization,, identity and the emotional state of "love," an active response that she calls
"thee gift of love." I presented the resulting images as a series of triptychs in which each
off the relational subjects first presents themselves individually to the camera and then
appearss together in a separate frame with a person or object that they love. The portraits
weree undertaken as a collaborative process between the subjects and me, as far as possible,, my own contribution being limited to establishing a common setting and operating
thee camera at the moment of mutually determined exposure. Whatever my subjects idealizedd and/or chose to bring to this process might or might not change their presentation of
self.. I posed or manipulated the sitters to a minimum degree. The viewer is challenged to
respondd to the image with a semiotic reading of the signs that relate thee emotional bonds
off the depicted relationship.16
Ass mentioned, I view the making of portraits as a collaborative undertaking, a sharing
off choices. As the photographer, some of those choices inevitably were mine. For example,
II selected the camera, its placement and distance relationship to the subject. I also determinedd that the location would be my greenhouse studio, as I wanted to provide a luxuriant,
"Gardenn of Eden" background that would provide the subject with a relaxing, yet theatricall environment in which to present themselves. It also provided a fantasy setting for their
imagination.. I wished to make the experience of being within the photographic frame a
pleasure.. The subject was free to choose their mode of dress, the person or object of their
love,, the form and, together with the photographer, the moment of recording their presentationn of self. Following processing of the film, I chose a glossy-surfaced Ilforchrome
ass a presentation medium for the final prints. The mirror-like surface of this material, its
brilliantt purity of colour and crisp rendition of detail all serve to enhance the impact of
thee images, making them sensuous and visually tactile. My paper analyzed a selection of
thee resulting photographs and examined how they functioned as self-aware spectacle in
thee construction of a personal narrative about identity. The presentation included slides
off examples from the project.
II also took to Amsterdam one actual piece, a triptych of independently framed
16"" x 20" prints. Choosing which work to take was difficult, but as it was awkward and
expensivee for me to take more than one piece on the long journey from Canada, a decision
hadd to be made. My choice and its associated rationale links my photographic practice to
Geraldinee Moodie's. After much deliberation, the piece I selected was a triptych entitled
Thee Father and Son Triptych, 1988 (Fig 4.13). It is a portrait assemblage of the photographer
andd curator Jeff Thomas and his son, Bear. Jeff and Bear are Aboriginal Canadian or, as they
preferr to self-identify, Urban Iroquoian.
Inn her book The Threshold of the Visible World, cultural theorist Kaja Silverman discussescusses how we feel photographically "framed" when a social gaze is upon us. The converse
iss also true. Silverman argues that when a camera is "trained on us we feel ourselves
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subjectivelyy constituted, as if the resulting photograph could somehow determine "'who'
wee are" (1996:135). The Father and Son Triptych, 1988 (Fig 4.13), is more low key and less performativee than other pieces that I made in this series. At first glance it is no more than a set
off three photographs featuring two men. The first two images show each individually and
thee third, the two of them together. Closer examination reveals both men to be Aboriginal.
Eachh presents himself directly to the camera. They exhibit a striking physical similarity
F I G U R EE 4 . 13
Susann Close, The Father and Son
Triptyeh,Triptyeh, Ottawa 1998, Ifochromeandd as their age difference appears to be no more than 20 years, they could easily be misprints,, tiptych, each image 20 x
takenn for brothers. In the image in which he is the sole subject, the father, Jeff, seems to be
24",, original in colour, Ottawa
farr less comfortable confronting the camera than does his son, Bear. Bear presents himself
Carletonn Regional Art Collection,
Ottawa a
ass being less concerned about revealing himself than does his father, who is clearly more
SOURCEE the photographer
guardedd in respect to the camera.
Inn her book, Silverman quotes the commentator in the art film, Bilder: "When one
lookss into the face of an intimatee one also brings in something of a shared past. The photographh captures the moment and thus crops away the past and future" (157). The third
photographh of the series reveals just such a shared moment. Bear's openness visibly affects
hiss father, who is obviously more relaxed than in the image in which he appears alone.
Jeff'ss guard, so apparent in the first photograph, drops away and, through his pleasure
inn his son, he reveals himself. The image shows a strong bond between a father and son,
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whoo acknowledge each other with what the American theorist Marianne Hirsch calls the
"familiall gaze." The subjects' gaze interlocks as they consider each other within the contextt of family. This is a record of an "active gift of love" (Silverman 1996).
Fromm this series I concluded that the most apparent changes of presentation of self
occurredd in those sequences documenting a parent and child relationship, such as the triptychh ofJeff and his son. Parents visibly softened and showed pleasure when interacting with
theirr children. However, the changes were dependant on how open the participants were
too collaborating in the process of making the portraits. Jeff made the transition from questioningg to accepting — a transition facilitated by the emotional bond with his son, Bear.
II have said that in this work I recognize a link between Geraldine Moodie and me,
butt have come to realize that this linkage goes well beyond the simple act of making portraitt studies of Aboriginal people. The experience has caused me to reflect at length on
whatt motivated me to present the series of Jeff Thomas and his son in Amsterdam rather
thann any other, how in turn, that choice relates to the choices made by Moodie in her
representationn of Aboriginal people, and the degree to which underlying perceptions of
othernesss have really changed over the years between her time and mine. In the moment.
II believed I had selected the images of Jeff and Bear because I saw them as revealing a close
fatherr and son bond and because, in my view, they successfully addressed the theoretical
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frameworkk that I had established. This was certainly true, but subsequently I have had to
askk myself to what extent did I also choose this series because the subject was Aboriginal
andd I was going to Europe where I believed that, even more than in North America, there
remainss a tendency to view Native people as "exotic other." Could I have overlooked the
possibilityy that I was more likely to advance my career by showing these, rather than other
photographs? ?
Thesee questions were further amplified after my return to Canada where Father and
SonSon Triptych was purchased by the Regional Government of Ottawa-Carleton for its art
collection.. Jeff Thomas is a well-known, Ottawa-based curator and often attracts media
attentionn for issues related to Aboriginal representation in art.'7 Did the prints sell because
off their inherent quality as art or because the subject was a well-known, local cultural
workerr who happened also to be Aboriginal? Even if inadvertently, was I not receiving
advantagee from the currency of Aboriginal identity? If so, what then, if anything, differentiatedd my practice from that of Moodie, Curtis and all of the other shadowcatchers of
history?? Was I not deserving of the same criticism as they? Reflecting on these questions
hass made me reconsider my own photographic practice. It has also shed a different light
onn the images of Moodie and her fellow shadowcatchers for, in a way, had I not joined
themm myself?
Whilee I gave more control of the presentation of self to my subjects than did Moodie,
myy portraits are still the work of a shadowcatcher. At the end of the nineteenth century
forr example, a shadowcatcher photographing a parent and child would commonly have
hadd the parent dress in traditional attire while outfitting the child as a "white" (Bernardin
2003:: 7). This was done to indicate the progressive assimilation or the "civilizing" of
Aboriginall people. While I did not ask my subjects to pose in traditional aboriginal dress,
clothingg does play a role in my images. In the triptych of Jeff and his son, both men are
casuallyy dressed in a fashion that to those recognizing their Aboriginal heritage would
bee seen as typical of the so-called "Urban Indian." This is especially true of Bear, who
advertisess his globalized awareness by sporting a crocheted beret stereotypically associatedd with the Jamaican Rastafarian community. On the one hand, this demonstrates his
"hipness,"" while at the same time, it is both an expression of solidarity with another traditionallyy oppressed, non-white minority and a statement of resistance.
Likee Moodie's, my photographs exist at a cultural intersection. Ostensibly made
forr one reason, in the case of mine, to investigate the "active gift of love" between father
andd son, like Moodie's, in the final analysis they too reveal far more than their purported
purpose. .
Butt there are differences that indicate changes in shadowcatching have occurred. I
mayy be a shadowcatcher but, far more than my predecessors, I am a self-conscious one.
Unlikee Curtis, my photographing of Jeff Thomas and his son was not an attempt to documentt examples of a vanishing race. I made no attempt to idealize or stereotype. Unlike
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177 See McMaster's (2000) for
furtherr details on the work of Jeff
Thomas.. See also Thomas (2004)
forr a recent exhibition catalogue
ofThomas'photography. .

i88 I discussed exhibiting this
portraitt series with Jeff Thomas
beforee doing so and gave h i m a
copyy as a wedding gift in 2004.

thee expedition photographers, I do not use
thee camera to collect people as anthropologicall specimens. As far as is possible for
aa photographer, I try not to exert or convey
dominancee and control. While Jeff may
bee uncomfortable before the camera, it is
nott the discomfort of fear or ignorance,
butt rather the discomfort of someone
deeplyy aware of how vulnerable the photographicc subject can be to the assumptions
off a viewer. As a photographer himself,
hee knows better than most that identity
iss more readily secured behind the cameraa than in front of it. The relationship
betweenn photographer and subject is
foundedd in mutual trust, not the colonial power differential of dominance and submission.. Photographs made by the shadowcatchers of the past were seldom if ever, seen by
theirr subjects (10). Thomas has substantially more control over the use of his "shadow"
thann his ancestors would have had sitting before Curtis or Moodie." It must be stated,
however,, that he has this control only to the degree that I choose to share it with him.
MOODJE'SS SHADOW
ALTHOUGHH BEST KNOWN FOR HER PORTRAIT WORK, Moodie also made photographs

199 I am grateful to Mieke Bai who,
inn my first conversation with her
att Carleton University in Ottawa
inn 1995, suggested the relationship
betweenn Moodie a n d Church.
200 See Wiimerding (1980).

off Inuk engaged in traditional activities, both aboard the ship the Arctic and on the land.
Shee is also credited with a number of images featuring only the landscape, although with
thesee it is often difficult to differentiate between her work and that of her partner, J.D.
Moodiee (White 1998:105).
Inn a curious way, Moodie's landscapes are reminiscent of the work of the nineteenthcenturyy American artist Frederic Edwin Church." Church's large paintings featuring
Arcticc subjects exemplify the classic luminist canon." Works such as The Iceberg, 1891
(Figg 4.14), became popular symbols of Euro- American struggles for sovereignty and survival
inn the Arctic. The iceberg towering majestically in the brilliant, northern light symbolized
thee beauty and danger that awaited the northern explorer. This was a recurring theme
inn Church's work. In another of his paintings, Aurora Borealis 1865 (Fig 4.15), he replaces
thee iceberg with a spectacular display of northern lights. Again, the intent is to show
thee vastness of the Arctic landscape and to represent it as a site of overwhelming, heroic
grandeur.. In this and indeed all of his paintings, Church strove to conjure the feeling of
awee known as the sublime, a a term that gained philosophical and aesthetic currency duringg the Enlightment and generally referred to an experience that was beyond human

FIGUREE 4.14
Fredericc Edwin Church. The Iceberg,berg, 1891, Oil on canvas, Museum
off Art, Carnegie Institute,
Pittsburgh,, Howard N. Eavenson
Americanaa Collection
S O U R C EE Gerald L. Carr. Frederic
EdwinEdwin Church: The Icebergs. (Dallas
1980),, p.104, plate 60

comprehensionn (Preziosi 1998: 582). In
bothh paintings Church uses a small sailing
shipp to represent an almost insignificant
humankindd dwarfed by a natural world of
awesomee scale.
Moodie'ss photograph of the Steamer
"Arctic""Arctic" in the ice at Fullerton Harbour (Fig
4.16)) seems at first glance to be a similar, if
ratherr less grandiose, attempt to portray the
samee kind of relationship between humanityy and nature. The photograph shows the
vessell Arctic trapped in ice, dwarfed by
surroundingg snow banks. Like Church's
paintings,, Moodie's photograph certainly
suggestss that the most dominant power in
thee North is nature; however, being a photograph rather than a painting, in the latter
case,, the metaphor points to a colonizing hegemony rather than humanity's confrontationn with the natural world. Unlike today, at that time a photograph still had currency as
incontrovertiblee evidence that the expedition had conquered the difficulties of Northern
navigationn and had indeed arrived at its destination. More interesting though is the photograph'ss notably different way of expressing the world. When seen in conjunction with
thee painting, the photographic rendition of scale demonstrates emphatically just how
unbelievablee the latter is. The effect is very much to diminish the painting's power, for
comparisonn makes clear the degree to which the painting is an overblown, imaginative
statement,, a fantasy that, like a dream, loses its power when we open our eyes. Thus while
undeniablyy less dramatic than Church's painting, the photograph's more realistic and
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thereforee more believable representation of nature's power is ultimately more effective.
Fredericc Edwin Church, Aurora
Borealis,Borealis, 1865, Oil on canvas,
Sincee beginning my research on Moodie, there is one landscape image in particular that
Nationall Collection of Fine Arts,
hass captured my attention: a photograph in the National Archives of Canada, captioned
Smithsoniann Institution, Washington,, DC
simplyy "Eskimo Konacka with dog and sleigh, 1906" (Fig. 4.17). It shows a snow-covered
SOURCEE Gerald L. Carr, Frederic
EdwinEdwin Church: The Icebergs, (Dallaslandscapee backed by distant mountains. In the middle ground are a sled, a number of rest1980),, p. 40, plate 16
ingg dogs and a person wearing a traditional Inuit parka. What distinguishes this image
andd raises it beyond the ordinary, though, is a foreground shadow that clearly depicts a
largee format camera on a tripod and a figure standing beside it. The photograph was made
att the same time that Moodie was in the North and although un-attributed, on the basis of
internall evidence, I am prepared to argue that she is its creator.
First,, the image is structured and balanced. There is an awareness of the frame suggestingg the eye of an experienced picture-maker, a quality completely absent from the work of
anyy other member of the Hudson Bay Expedition. Further, there is the decision-making.
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Fromm the image, it is fully apparent from the positioning of the camera that the choice of
viewpointt was purposeful, not accidental. By setting the camera a few metres to the right
orr the left, it would have been perfectly feasible to avoid having the photographer's shadow
appearr in the frame and yet still include all of the same information. The speed and casualnesss of photographing with modern, hand-held cameras, particularly in the hands of
amateurs,, often leads to oversights, such as the inadvertent inclusion of a wayward finger
orr an unwanted shadow. The demands of working from a tripod and photographing with
thee kind of heavy, cumbersome, plate camera clearly shown in this photograph, however,
makee such mistakes almost impossible. Whatever its pictorial merits, what is seen in this
photographh is no more nor less than what the photographer wanted to show.
Thee idea of framing a space and marking it by tracing it in silver has in some way been
whatt every photographer has done since the Englishman Henry Fox Talbot in his Pencil
ofof Nature, described as drawing with light. By allowing herself into the frame in this way
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SteamerSteamer "Arctic" in the ice at Fu
tonn Harbour, c.1905. gelatin silver
print,, Royal Canadian Mounted
Policee Museum, Regina. P 164/19

thee photographer, and I firmly believe it to have been Moodie, becomes the self-aware
spectacle,, simultaneously Kaja Silverman's voyeur, captured at the keyhole, and Mieke
Bal'ss focalizer, pointing out to us where to look. By recording her shadow on the Arctic
F I G U R EE 4 . 1 7
Unknownn photographer, Eskimo
landscape,, Moodie marks the territory as hers. The shadowcatcher captures herself as she
KonackaKonacka with dog and sleigh, 1906,
capturess the land and its inhabitants.
gelatinn silver print, National
Archivess of Canada, c 1196

INN T H I S CHAPTER I HAVE POSITIONED Geraldine Moodie as a professional woman

photographerr whose images both reflect a dominating, colonial, hegemonic ideology and,
moree benignly, also seem to present an alternative, more realistic view of an Indigenous
people.. I have compared her work and methodology to those of the male shadowcatcher
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Edwardd Curtis; other, mostly anonymous, male photographers of her time; to Gertrude
Kasebier,, an American woman and to myself, a present-day shadowcatcher. Moodie and
otherr shadowcatchers of her era highlighted difference to create an other. More than their
purportedd subjects, what the photographs show is their makers at Silverman's keyhole
lookingg in upon the world of the exotic other. In recording what they see in the photographicc frame, these photographers hope to define themselves by what they are not. As
such,, and no matter what else they offer, at base their photographs "evidence... the objectionable,, colonizing, meaning production, of the colonial" (Bal 1996: 209). In most cases,
theirr photographs were intended simultaneously to document the subaltern and captivatee the white society to which they were marketed.
Likee all photographs, Moodie's images are symbols as much as they are souvenirs. In
framingg an experience, event or person the photographer always imposes control and can
choosee the degree of that control. It would be naive to say that because Moodie made sympatheticc images of her Aboriginal subjects, she was not guilty of using her camera as a
tooll of photo-colonialism. And like those sitting in Plato's cave, we, viewing them today,
wouldd be in error if we took her photographic shadows to be true representations of reality.. They are simulacra of Native peoples before the camera; fundamentally, no more nor
lesss than pictures of people having their pictures taken.
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TOURISTT AND TRAVELER
CULTURALL AND LITERARY THEORIST, Jonathan Culler draws a subtle distinction
betweenn being a traveller and being a tourist, arguing that the traveller is someone who
hass journeyed to another location for work as opposed to the tourist who travels for recreation.. The historian Daniel Boorstin concurs:
ass a pleasui
rhee toui

en to him. I ••
.•in.. Thus foreign tra'

to be an
FIGUREE 5.2 (detail)
Rubyy Gordon Peterkin, Interior
ofof my tent, Salonika April 1916,
gelatinn silver print, PA 149856

11 See, for example, Hirsch (2000)
andd Rosenblum (1989) for an
overvieww of the history of travel
andd photography.
22 Numerous theorists and writers
includingg Victor Burgin, Umberto
Eco,, Abigail Solomon-Godeau,
Susann Sontag and John Tagg have
discussedd this coding of the photographicc image. See, for example,
Clarkee (1997).

Inn this chapter, I wish to extend these concepts of traveller and tourist and relate them to
thee making and collecting of photographs by women during travel. I argue that photographyy is a significant tool that assists in this commodification of the experience of travel
ass well as the construction of identity. Most histories of photography attest to the fact
thatt photography and travel share a long, intertwined history.' Events and experiences are
literallyy framed and placed in photograph albums where they can be "consumed" by their
viewers.. As discussed in previous chapters, photographs are indexed or coded and can
easilyy be read as texts.•' Thus tourist behaviour such as making travel photographs can be
seenn as contributing to the semiotics of tourism and travel. Culler writes, "In their most
specificallyy touristic behaviour, tourists are the agents of semiotics: all over the world
12; ;

theyy are engaged in reading of cities, landscapes and cultures as sign systems" (1988:155}.
Photographss are particularly useful for producing markers that represent the tourist
attractionn or experience. In his book The Tourist: A New Theory of the Leisure Class, sociologistt Dean MacCannell argues that like the sign, the marker "represents a sight to the
tourist"" (1976:110 as cited in Culler 1988:159). MacCannell states that markers such as postcards,, souvenirs, pamphlets and information signage all confirm that a sight or experience
iss noteworthy. Further, tourists often create their own markers by photographing or writingg about the sights themselves (160). Photographs attest to the tourist having acquired
certainn experiences by providing documentary evidence of their travel. The travel photo
frequentlyy finds a final resting place in an album that thus becomes part travelogue and,
inherently,, part autobiographical narrative. The photo album functions as a carefully
editedd glimpse of "where we went" and "who we are."
Marthaa Langford, an art historian and founding director of the Canadian Museum of
Contemporaryy Photography, makes the argument that as repositories of memory, photo
albumss are significant because of their performative nature. Langford's approach to examiningg these albums combines ideas taken from Walter J. Ong's Orality and Literacy: The
TechnologizingTechnologizing of the Word (1982) with "interactional techniques employed by sociologists,
ethnologists,, folklorists and photo theorists who bring photographic albums into their
workk " (Langford 2001: 21). It is this linking of "orality and visuality" that sets Langford's
studyy apart from those of other writers who have examined the significance of the photo
album.. She points out that the act of looking through a photo album is often a shared
activityy through the course of which the album's creator or owner explains or "reads" the
imagess to the viewer as the pages are turned. In effect, photo albums function as a means
off communication that carries a narrative to the viewer, an act of "showing and telling"
thatt links the photo album to the oral tradition of storytelling. Thus it is important for
thee latter-day viewer to keep in mind that in the absence of a "teller," an image or image
sequencee may contain creator-specific, coded signs constructed by the image and album
producerr or, if not the same individual, both the image's producer and the editor of the
album.. While the making of photograph albums may have been a form of social prac
tice,, album makers cannot therefore be regarded as social historians seeking to express an
"objectivee truth." Instead, they are constructors of personal truths that may have socialhistoricall implications.
Inn this chapter, I analyze how two Canadian army nurses used photographs to situatee themselves as travellers and tourists and sign themselves as professional nurses.
Theyy used photography both to assert control over an unfamiliar and hence potentially
threateningg place at a time of crisis and to create identity through collating the resultingg images. Nursing sisters Ruby Gordon Peterkin (1887-1961) and Etta Sparks (1879-1917)
eachh produced personal photo albums during the time they were stationed overseas duringg the First World War. While superficially, and most probably to them at the time, these
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albumss served primarily as a recreational distraction and a visual diary of their
experience,, they also document the creation of a new identity for their creators,
ass professional, working women.
FINDINGG THE PHOTOGRAPH ALBUMS
DURINGG A VISIT TO the Canadian War Museum in Ottawa 1 came across a small
pamphlett with a photograph of a young, First World War nursing sister on its
cover,, (Fig, 5.1). The image and accompanying caption, "explore the human side
off war," reminded me of the writings of Vera Brittain. Brittain was a feminist,
activistt and Voluntary Aid Detachment (VAD) nurse who became one of the bestknownn voices for women from the First World War. Testament of Youth, her classic
bookk on women's experiences from that period, was first published in 1931. The
imagee recalled for me in particular Brittain's observation that:

33 See Robertson (1973) for an
excellentt discussion of the history
off Canadian military photographyy from 1885 to 1975. This
bookk includes the work of male
professionall photographers and
foregroundss action and frontline
imageryy and therefore does
nott include thevisions of war
off women.

Ass 1 thought about the young nurse on the pamphlet, I wondered what plans of
herss had been interrupted. What was her experience? Did she survive the war and,
iff so, what was her narrative? I was intrigued to know more yet, given the distance
betweenn her time and mine, it seemed unlikely that much, if any, information,
wouldd still exist.
Thee image stayed in my mind as I continued my research on Canadian women
photographerss at the National Archives of Canada. I began specifically to seek out
photographicc narratives made or maintained by nursing sisters that might have
beenn preserved in the form of personal albums. A conversation with Peter Robertson,, a specialist archivist in military photographs, led me to the photographs
andd letters of Ruby Gordon Peterkin.' Here was a nursing sister whose story I could trace.
Throughh her letters and photographs I was able to read information about her and her
experiencess as a nursing sister in the First World War. Surveying this archival material I
wass able to form an image of one army nurse, a woman who, like hundreds of others, was
uprootedd from her grounded consciousness in the ordered familiarity of Canada and sent
farr from home to care for the human wreckage of war in a foreign land.
Inn the course of my research on Peterkin, I also discovered a photo album belonging
too another Canadian nursing sister, Etta Sparks. Based only on a cursory review of subject
andd formal pictorial structures, I at first believed this album also to be by Peterkin, however,, 1 subsequently learned that the album was part of a package of materials identified
ass the Etta Sparks Collection, a donation made to the archives in 1979. While the striking
similaritiess between the two albums make my initial mis-assignation understandable, the
factt that, as far as can be determined, Peterkin, who was posted to a hospital in Greece, and
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Cover,, Pamphlet from the National
Warr Museum in Ottawa, 1997

Sparks,, who was stationed in Egypt, were unaware of each other, also make it revealing. In
bothh albums the photographs fall into four, broad categories: self-portraits, portraits of
otherr nursing sisters, views of the hospital and tourist snapshots. In both, the positioning
off the photographer relative to subject is similar, as is the apparent position of the camera,
att approximately eye-level for a person of short to medium height. Neither album contains
manyy photographs that show long views or close-ups. My initial error thus turned out to
bee productive as it drew my attention to a common, possibly women's vision that bound
thee bodies of the work together and led to my decision to undertake a joint analysis of
theirr work.
Peterkinn made 304 small black and white photographs while she was stationed at
Canadiann General Hospital N0.4 in Saloniki, Greece from 1915-1917.' There is evidence in
archivall records and in her letters that she not only made the photographs but also made
herr own prints. The significance of these photographs is apparent in that despite the fact
itt was difficult to make them at all during wartime, she persisted and made photo albums
thatt narrated her overseas posting. The letters that Peterkin wrote to her sister, Irene, and
thatt are now in the National Archives of Canada, confirm just how difficult it was to get
photographicc supplies. Film and photographic paper were hard to come by and, given the
smalll amount earned by military nurses, relatively costly. Peterkin must have immensely
valuedd making these images in order to go to the time, trouble and expense to have the
suppliess necessary to make them shipped all the way from Canada to Greece. A letter sent
too her sister confirms this:

loped.. Agne

44 See Nicholson (1975) for a
historicall account of both No. 4
(Universityy of Toronto) General
Hospitall at Saloniki, Greece
wheree Peterkin served and No. 5
Canadiann General Hospital where
Sparkss served that was temporarilyy diverted to Cairo. Egypt before
Saloniki. .

'11 has a Kodak you know but films
thee kind th

55

Herr letters also often speak of exhaustion, so it is noteworthy that she would use what littlee leisure time that she had to print her own photographs.
Sparks,, on the other hand, may not have been a photographer herself, but rather have
beenn a "collector" of images made by others of her acquaintance. The photo album she
maintainedd contains 44 pages of 145 small photos printed on warm tone, chloride paper.
Alll of the images appear to have been made in 1915 while she was stationed in Egypt at
Canadiann General Hospital No. 5. Many of the photographs are accompanied by handwritten,, often humorous captions. The last seven pages of the album are blank. Sadly,
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55 See Dern and Fraser (1991), for
referencee to the Irene Peterkin
Collectionn in the Manuscript
Divisionn of the National Archives
off Canada, Ottawa (MG 30, E160).
Letterr from Ruby Gordon Peterkin
too her sister, Irene Peterkin, Februaryy 12,1916.

66 These two albums are: The
Cynthiaa Jones Album 1917 1923
(MM P 079/86) compiled by the then
Misss Holt ,who served in England
andd France; and the Wagner War
timee Album (MP 033/80 compiled
byy a Mrs. Wagner who, did not
servee overseas, cited in Langtord
(2O0l)pp.70-71. .

77 The Chamber Red Cross Album
(MPP 040/90) cited in Langford
(2001)) p.76

Sparkss did not have the opportunity to return home to Canada, as she died from breast
cancerr in England in 1917. She was 38 years old. The background information on Sparks
thatt I have found is limited. Instead I have had rely almost entirely upon the photographs
leftt behind in her album to learn more of her narrative.
Althoughh rare, the wartime albums of Sparks and Peterkin are not unique. Langford's
studyy includes discussion of photograph albums made by two other Canadian nurses
fromm this period, only one of whom went overseas.' What is common to both, and this is
truee too of those of Peterkin and Sparks, is the seeming ordinariness of the authors' wartimee experience. In none is the war highlighted in anyway. The photographs are inserted
intoo the album's chronological flow with no more notice than had they been the records
off another birthday or Christmas or outing to the beach. As Langford observes, "The actualityy of experience is distorted in the process [of creating the photo album] and its true
lessonss are suppressed" (73). A further album, compiled by a woman ambulance driver
fromm the Second World War, further substantiates the elements of optimistic fiction
presentt in these womens' wartime albums.7 Little reference is made to the actual difficultiess that were present. Langford reads the images as cheerful snapshots of family and
friendss in the service and photographs of recuperating patients as an attempt to normalizee the chaos of war, to reduce concern and make the situation appear more manageable:
lizedd nursing sororit)
iball temper

88 See Wells (1997) for an analysis
off the relationship between
photographyy and the creation of
sociall history.

Bothh the Sparks and Peterkin albums, which, although unlike those discussed by Langford
aree dedicated to the particular period of wartime service, also carefully avoid including
anyy direct wartime reference. In positioning themselves within a story of their own creation,, these women compiled albums that functioned as a constructed representational
discoursee that selectively chronicled their memoirs.
Despitee the fact that photograph albums often compose a personal narrative, they
aree now also considered social-historical documents and are collected by the National
Archivess of Canada and other museums and archives.' Yet these photographs are more
thann ordinary historical documents. It must be remembered that they are highly unusual
inn that few, amateur, women photographers or photo album creators of the time dealt
withh any images beyond their own, usually domestic experience. Even places pictured in
touristt or travel images most commonly only served as a backdrop to family activities. The
albumss of these two Canadians are significant in that they were constructed by women
notnot contained by the domestic sphere but, rather, by professional women working far
fromm the familiar securities of home, in foreign lands, amidst the unpredictable chaos of
aa world war.
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SITUATINGG THE SELF
INN CHAPTERS TWO AND FOUR, I have considered how photography acts as a tool of the
colonizer.. I now want to consider how tourists and travellers use the camera to address
theirr unease in the face of the foreign and how the resulting photographs, particularly
whenn collected together and ordered in albums, constitute a visual discourse revelatory of
thee collator's identity. I consider several of the numerous theorists and writers that have
turnedd their attention to how the photographic act facilitates this reorientation from foreignn to familiar and, through my analysis of the work of Peterkin and Sparks that follows,
II offer examples of how their use of photographs produced in this way enabled them to
developp and establish identity.
Onee of the great challenges for the traveller and, to a lesser extent, the tourist, is
situatingg themselves in a new place. Dutch theorist and historian Ginette Verstraete, in
reflectingg on the relationship between tourism and place in her essay "Heading for Europe:
Tourismm and the Global Itinerary of an Idea" (2002), describes tourism as "a kind of ritual
off individual self-positioning" that is marked by generalized differences that cause the
finalfinal common destination to function as a "contested space" (2002: 36). Anxieties arising
fromm confrontations with such contested spaces can be made more tolerable through the
exercisee of familiar social practices such as making photographs. Thus the traveller or
touristt will usually photograph those sites, people or events that most obviously differ
fromm those of their common experience and, when at all possible, will include themselves
ass well.
Photographyy allows for what British historian Derrick Price has termed a "mode of
surveyingg the unknown" (1997: 67). Both the tourist and the traveller make photographs to
capturee memories and make records of places travelled. Susan Sontag, whose argument I
firstfirst brought forward in this study in relation to Mattie Gunterman's tourist photographs
inn Chapter One, contends that individuals use photography "to take possession of a space
inn which they are insecure" (rg78: 9). Sontag asserts that the tourist finds comfort by
puttingg the camera between her and the "foreign" location or experience. She writes, "The
veryy activity of taking pictures is soothing, and assuages general feelings of disorientationn that are likely to be exacerbated by travel" (9). The making of photographs, though, is
onlyy the final step in the "activity of taking pictures" and is preceded by an indexical processs that moves from awareness through pointing out, to selection or framing. Richard
Holden,, a Canadian photographer, has observed that for people travelling in foreign lands,
thee "frame" of the camera viewfinder acts as a kind of portable window. He argues that in
thee West, "home" represents security and is often associated with a residential structure
havingg (usually) rectangular windows through which the home dweller can safely look out
uponn and objectify the world.
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Suchh ideas of power and control are prevalent in the writing of the French philosopher
Michell Foucault. Foucault examines closely the concept of power that exists in parts
off social structure. His view that ordinary lives are objectified through documentary
photographyy also informs the writings of the British art theoretician John Tagg. In his
collectionn of essays The Burden of Representation (1988), Tagg too proposes that documentaryy and surveillance modes of photographic expression also function as assertions
off power and control. This precisely describes the way photography is employed by the
touristt or traveller. The camera first provides a license to survey and a shield from behind
whichh to distance and objectify the threat of the unfamiliar. Second, framing facilitates
fragmentation,, and thus control, of the foreign or exotic experience. And finally, the camera'ss capacity to document or, to use the common photographic terminology, to "take" or
99 See also Green (1997:119 131) for
m^tw^ofhFeoucaü^eelatredStodd
photographyy and social power.

"capture" images, enables assertion of power through acquisition: 1
Both Peterkin and Sparks used photography in this way. They were both stationed in
overseas hospitals and, while no doubt their picture-taking served partially as an escape
fromm the day-to-day challenges of their nursing practice, it is equally clear that the visuall diary each created from their photographs help them ground themselves. By making
imagess to send home and place in their personal albums, they created a visual record of
theirr new identity as professionals within a particular context. Their albums also contain
imagess of new people and places encountered during leaves from their stations when they
usedd their cameras in much the same way as modern tourists. Making portraits and selfportraitss surrounded by the unfamiliar links the identity of the maker with the foreign
spacee by effectively providing evidentiary documentation that necessarily establishes a
symbioticc relationship between person and place.
Teresaa De Lauretis, a leading feminist scholar in psychoanalytic theory, cultural studiess and film theory, argues that gender identity is constructed and transformed through a
signn system that is part of social identity (1984:166). De Lauretis writes, "We have learned
thatt one becomes a woman in the very practice of signs by which we live, write, speak,
see"" (186). In this respect, the photographs made by Peterkin and Sparks may appear less
engagingg than the images of the more experienced photographers, Geraldine Moodie and
Mattiee Gunterman. Nonetheless, despite their lack of visual sophistication, the nurses'
imagess are equally richly coded with semiotic meaning. The signing of personal identity
iss as much present in the nurses' photograph albums as it is in the work of the other two
women.. To varying degrees, all four women produced their images as a consequence of
displacement,, either physical or cultural or both. Moodie photographed Inuit in the Arctic;; Gunterman, her experience pioneering in the wilderness of central British Columbia
andd Peterkin and Sparks, while doing their duty in the midst of a World War, far from
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home,, surrounded by landscapes and cultures entirely alien to their experience. In fact,
itt may be that their identity as "nurses" was easier to define because of the circumstances
thrustt upon them by war. Their photograph albums depict these women as adventurous,
caring,, good-humoured and hard-working professional women, the ideal manifestation
off the nursing sister. The photographs to be read in this chapter are evidence of this.

Angelss of Mercy

soo long.

THEE CANADIAN POET AND SONGWRITER Leonard Cohen's song "Sisters of Mercy"
hass become a contemporary anthem of compassion. This song connects the notions of
comfortt and support to the phrases "sister of mercy" and "angel of mercy." The term "sisterr of mercy" traditionally referred to nuns who provided care of for the injured and ill.
"Angell of mercy" was similarly used to describe Canadian nursing sisters in the First and
Secondd World Wars." Among trained nurses the term "sister," as a professional designation,, was earned only after a number of successful years in the profession (104).
Ass with Geraldine Moodie's recognition as a "photographer," the recognition of
"nursing"" as a profession set nurses apart from other women. A career working in a professionallyy designated occupation offered women an escape from the roles to which they had
traditionallyy been assigned as housewives, domestics or menial workers. In Vera Brittain:
AA Feminist Life (1996) historian Deborah Gorham comments on the heroic and feminine
mythh that became the popular vision of wartime nurses "with a tradition extending
backk to Florence Nightingale's mission to the Crimea" (100). This was especially true in
Canada,, where nursing offered women an even higher social status than it did in Britain
(Gwynn 1992: 439). In Canada, nurses serving in the military also received recognition in
otherr ways. Those serving in the First World War were given the right to vote federally
throughh the Military Voters Act in 1917 (Prentice 1988: 207). All Canadian nurses were given
aa commissioned rank; they entered the Army Medical Corps at the level of "Lieutenant"
Canadiann nursing sisters had the same social status as commissioned officers (1996:101).
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100 This is discussed in the documentaryy film, Angels of Mercy,
madee by the History Channel in
1994.. It includes interviews with
survivingg members of Canada's
nursingg sisters from both World
Wars. .

InteriorInterior of my corner of tent, Saloniki, Greece, April 1916 (Fig. 5.2) is a self portrait of Peterkin,, made while stationed at No. 4 General Hospital CAMC that visually articulates the
ideall of the nursing sister. Peterkin composed the photograph to conform to the "angel of
mercy"" archetype and gives it visible contours. The photograph records the nursing sister
writingg at a small table inside her tent and documents her living quarters. The tent and all
F I G U R EE 5.2
Rubyy Gordon Peterkin, Interior
itss furnishing indicate this is a temporary residence. For example, she is writing at a foldofof my tent, Saloniki, April 1916,
gelatinn silver print. PA 149856
ingg table, and there is a striped deck chair to her right. Both are easily packed away. There
aree also small "civilizing" touches all around the tent interior. The footlocker behind her
hass a tablecloth over it, as does her writing desk. Several thick cushions cover her trunk in
thee foreground. Peterkin writes of these efforts to her sister Irene:

ill See Dern and Fraser (1991), for
referencee to the Irene Peterkin
Collectionn in the Manuscript
Divisionn of the National Archives
off Canada, Ottawa (MG 30, E160).
Letterr from Ruby Gordon Peterkin
too her sister Irene Peterkin,
Dec.. 3,1915.
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Suchh homey comforts are attempts at personalizing space. They help to center the individuall despite the hardship of living in a temporary dwelling. Geographer Tim Creswell
makess similar arguments about the significance of how places are transformed into temporaryy "homes" by displaced peoples. Creswell writes:
titu u
••

••

Peterkin'ss photograph shows a place of her own making, a provisional "home" that serves
ass retreat from the public sphere and her wartime duties. She has created a personal theatree within which she can perform her identity as a military nurse.
Britishh author Val Williams has written extensively about women photographers and
war.1-'' She outlines the evolution of women as documentarists and argues that until the
endd of the First World War, they tended to record personal images of their own circumstances,, rather than making more generalized statements about the nature war. She cites
thee example of a studio portraitist Olive Edis who accompanied British women ambulance
driverss and nurses from the Voluntary Aid Detachments (VADS) to France. Edis also concentratedd on making a record of everyday life. Like Peterkin, she documented the interiors
off huts where the nurses lived. Williams describes a similar attention to the personalizing
off this temporary "home":
throughh !,

Thiss transformation of a temporary space into a "home" was also apparent in their photo
albums. .
Costumee or uniform can be an essential component in the construction of personal
identity.. This was certainly true for nursing sisters like Peterkin and Sparks. Just as for the
stagee performer, costume assisted them in assimilating their assigned role. Perhaps more
importantly,, though, through their photographs their nurses' uniforms became a vehicle,
aa concrete expression of their identify that through their images and albums communicatedd coded clues as to both what and who they were. In the portrait made inside her tent,
Peterkinn is wearing the starched, high-collared uniform of the Canadian nursing sister.
Herr cap is extended down the back of her neck like a veil, giving her a nun-like quality. Her
gazee is downward and it appears she is reading. She is behind a small, cloth-covered table
andd is flanked by two, tall candlesticks with candles. Peterkin, the nursing sister, looks like
aa nun at an altar. Candles, candlelight and table cloth all contribute to creating a formally
structuredd centre to an image of a temporary domestic environment otherwise character136 6

u See Williams (1991) and (1994).

izedd by its informality. Behind Peterkin's right shoulder
theree is a small banner or scarf with a cross on it. lb her
leftt it appears that a candle is burning; however, the photographh shows only a mirrored reflection that appears
too illuminate the tent. As she works before the camera's
"objective"" gaze, Peterkin's placement, stance and downcastt eyes communicate a message of piety and modesty.
Here,, she presents herself as a professional, Christian
nurse.. Peterkin uses the camera to frame a serious portraitt that not only indicates the responsible role that she
hass assumed as a wartime caregiver, but also reveals the
operativee moral code that informs it.
Sparks,, too, implies a spiritual subtext to the nurse
identityy with her playful captioning of the image: Heavenlyenly Twins (Figure 5.3). This snapshot catches two nursing
sisterss in their working uniforms posed outdoors beneath
aa leaf-covered arbor. Sparks is the figure on the right, a
factt highlighted by an X drawn on the album page margin
abovee her head. Like Peterkin, Sparks used photography
too help sign herself in the nursing sister role. The "Twins"
personifyy the image of goodliness that came to be associatedd with the nurses. Caregiving was respected in women
off this period and was viewed as appropriate to what
wass believed to be an inherently nurturing and sensitive
nature.. Noteworthy as well is how, like all uniforms, the
uniformm worn by the two nurses masks their individual

O^tAi**^-^ O^tAi**^-^

identity.. Sparks use of the word "Twins" in her caption can be taken as her acknowledgementt of this and, barring the unlikely possibility of irony, her willing compliance as well.
Forr Sparks and her colleagues, the nurse's uniform was a positive contributor to constructingg an enhanced image of themselves and, coincidentally, for women as a whole. The
uniformm itself was at this time relatively rare in its use as a designator of women's occupations,, their most common application being for those employed as maids; however, the
statuss associated with these was of a far lesser order. According to Gorham, the nursing
uniformm was a transforming sign of new status for women as professionals (1996:101).
Thee upkeep of such a uniform, particularly during wartime, became an act of disciplinee and professionalism. The two women wear long, white aprons made from starched
cottonn or linen over their uniform dresses to protect them. Although the aprons have been
laundered,, they appear to still carry traces of bloodstains along their hems, drawing attentionn to the fact that these are working clothes worn while tending the sick and injured in
WW
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Photographerr unknown, Heavenly
Twins,Twins, (Nursing Sister Etta Spark
onn the right) From the Etta Sparks
Alhum,, gelatin silver print, PA
122435 5
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Photographerr unknown, Twelve

aa battle zone. The white head covers were made from a meter square of cotton or linen and
were worn in recognition of Florence Nightingale and her work in the Crimean War (collectionsic.gc.ca 2004).
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NobleNoble Ladies, From the Etta Sparks
Williams also examines issues related to uniformed women by analyzing the pnoalbum,, gelatin silver print, PA
tographs of Christina Broom (1863-1939), one of the earliest, professional women
photographerss in Britain. Broom documented groups of uniformed women, such as the
Firstt Women's Police force in Britain who posed for her camera in 1916 (1991D986]: 30).
Williamss points out that both Broom's images of uniformed women and her pictures of
servicemann stress orderliness, while in Edis's wartime images discussed earlier, uniforms
aree presented simply as work attire (31). Likewise, the photographs of Peterkin and Sparks
showw them wearing their uniforms as functional work-wear rather than as ceremonial
costume. .
Anotherr image from Sparks's album is captioned "Twelve Noble Ladies" (Fig. 5.4),
aa title that references the popular understanding of nurses as noble, respected and valuedd contributors to society. There is also an element of whimsy in the way the women
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alignn themselves for the camera, their pose a seeming reference to that of a line of chorus
girls.. Each woman, except for the first in line, who is also the only one to appear mildly
discomfortedd by the experience, has her hand on the shoulder of the next woman. Severall are cuddling their faces into the back of the "sister" in front of her. One even makes
aa coquettish gesture by peeking out from behind the head-covering of another. The last
nursee is oddly bisected by the edge of the photograph, although whether this cropping
resultss from intention, carelessness or accident is impossible to say. The obviously willing
participationn of most of the subjects in this contrived pose, their generally relaxed and
playfull response to the camera and the unifying effect of their uniforms all contribute to
aa message of "team spirit" and group identity. Strangely unbalanced, the composition is
deliberatelyy arranged to allow space in front of the group to show a rather institutionallookingg building in the background.

133 See Gorman (1966: 102) that
detailss the experience of war work
andd nurses during the First World
War. .

144 Canadian Nursing Sister
Helenn Fowlds (Helen Fowlds
Marryat,i8899 1996) who was also
stationedd in Saloniki, Greece in
1916.. See www.trentu.ca/library/
archives/ffowldss accessedon
Mayy 5,2005.

Thee conveyed spirit of camaraderie and contrived pose of this photograph appears to
havee been modelled upon a kind of contemporaneous group portrait often made at select
girls'' schools. A comment by one young nurse of the time supports this view. "Life within
aa military hospital," she wrote, "is a school within a school."" Everything in the image has
beenn deliberately staged to contribute to an impression of group belonging but, as the
pose,, facial expressions and caption suggest, this collective identity also requires a measuree of infantilisation upon which to build.
Camaraderiee is also evident in one of Peterkin's photographs, identified by the National
Archivess of Canada as Women bathers, probably nurses with No. 4 General hospital, Saloniki,
GreeceGreece (Fig 5.5), although in a very different setting and in a very different way. This photographh of a group of six women reveals a brief moment of private respite from the nurses'
demanding,, professional role and is one of the few in Peterkin's album to show the women
outt of uniform. Time away from duty was necessary for the women to escape the trauma
andd stress of their nursing responsibilities. As one of the nursing sisters wrote in a letter
home:: "There is plenty of sorrow and sadness over here — but one can't worry all the time
orr one would go insane..."'1 Of all the images in Peterkin's album, this is one of the least
formall and certainly one of the most intimate in its revelation of the personal relationshipss between women as women, rather than as professional colleagues. While part of the
intimacyy derives from the obvious comfort the women feel in each other's company, most
creditt must be given to the fact that the maker of the photograph was also a woman.
Inn the image, the women pose against a vertical rock surface with their arms draped
aroundd each other. They all stand knee deep, except for one woman in the right centre
foregroundd who is partially submerged, the water covering her body below the chest. All
appearr relaxed and comfortable, presenting themselves to the camera as "girls together"
inn a manner that had the photographer not been one of their own would have been most
unlikelyy at this time among young women of this social class.
Thee quality of personal closeness between the women differs markedly from that
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apparentt in Sparks's "Noble Ladies." In that photograph, Sparks's subjects stand upon a
risee of land, fully in the open, beneath a noonday sun. Most striking is that they present
themselvess not as particular women but as a professional category, namely "nurses." The
astonishingg consistency of their collective pose further confirms the intentionality of this
ass it effectively collapses the identities of 12 individuals into that of a single, multi-headed
creature.. The unidentified and rather grand building in the background is clearly intended
too provide context both to the situation and to those involved.
Byy way of contrast, in Peterkin's photograph the six women bathers huddle against an
anonymouss rock face that simultaneously decontextualizes them and shields them from
anyy unwanted gaze. The location could be anywhere, but, unlike Spark's photograph, each
off the six women is specific and individual. There is no hint that the womens' apparent
affinityy for each other derives from anything beyond similar age, common experience and
friendship.. Their association is clearly personal, not professional.
Yett in gain there is also loss. In substituting bathing costume for uniform they also
givee up the deference and respect bestowed by society upon the professional, collective
identityy of nurse and with it, the corresponding security. For evidence of this, consider
Peterkin'ss choice of location. Positioning her subjects in front of the rock has necessarily
dictatedd the position of the camera relative to the sun. This in turn, has seriously constrainedd her ability to produce a technically sound photograph.
Thee No. 1A Kodak Junior camera that Peterkin used had a limited number of exposure
controlss and, in keeping with the usual practi ce evident in her other work, given the choice
Peterkinn would doubtless have made every effort to follow the then conventional dictates
off good picture-making. These were to photograph only in the hours between mid-morningg and mid-afternoon and to keep the sun over her left shoulder. With simple cameras
suchh as Peterkin's, to deviate significantly from this formula was to risk serious under or
overexposuree of the negative. Given the strong side-lighting evident in this photograph, it
iss not surprising that the source negative is underexposed. Why, then, did Peterkin choose
thiss site and this time of day? The time is easily explained in that it would have had to be
whenn the women were off duty, and in that they would have been given little choice. The
choicee of site is more significant, though, as positioning her subjects in front of the rock
facee has forced Peterkin to photograph against or at least across the light. Obviously, the
choicee of this location was dictated by other than photographic considerations. Ease of
accesss to the water must be discounted, given the apparent two-metre drop to the surface
andd the verticality of the cliff makes it entirely unsuitable for sunbathing. Perhaps the best
cluee appears along the top edge of the image, above the rock where there is no indication
off foliage, brush or trees, in fact nothing that might hamper a clear view of the water and
anythingg or anyone in it. It is therefore hard not to conclude that what the site offered was
aa measure of concealment and hence protection, and that these qualities outweighed any
constraintss that choice necessarily imposed upon making photographs.
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Inn effect, the rock face is a short-term, situational replacement for the more encompassingg security conferred by the nurses' uniform and, coincidentally, by so being, further
contributess to understanding the significance of the uniform in the construction of these
womens'' identities.
Thee photographs considered above show both how the camera provided a means
forr these women to create a personal, visual narrative and, in addition, reveal different
aspectss of a collective identity that bound this group of young nurses together. When
viewingg Peterkin's and Sparks's albums, it is striking, given the dramatic context in which
theyy were produced, just how narrowly focused the content is. Typically the images are of
themselvess and other nurses, their immediate surroundings and their everyday activities.
Nowheree is there any suggestion that either woman attempted to document the larger, allencompassingg reality of the war itself. Strange as it may seem, this is a feature common to
nurses'' albums of the time. As Williams has said:
picc I
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Rubyy Gordon Peterkin, Women
bathers,bathers, probably nurses with N
44 Canadian General Hospital, Salonikaa Greece, gelatin silver print,
PAA 165967

ntiationn of I

Womenn made these photographs as a means of re-situating their far-from-home selves.
Ass such, the important thing was to construct a visual narrative in which they were the
centrall characters and on the evidence, the fact that they were also surrounded by "the war
too end all wars" was of concern only to the extent that it impacted upon that narrative.

HOSPITALL PHOTOGRAPHS
BOTHH PETERKIN AND SPARKS INCLUDE photographs made of their hospital wards in

theirr albums. These interiors are examples of the subtleties that may be indicated through
thee concept of mi se-en-scènes Bal describes the concept of mise-en-scène as a construction
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15 See 631(2002:96-99)foran
analysis of the concept of

off a theatrical setting whose results shelter and foster performance (2002:97). What mise-en-scène.
iss performed in hospital wards is medical care and attention by doctors and nurses, yet
surprisingly,, in none of these images made by working nurses is anything that looks like
healingg or caring activity recorded. Rather, the photographs show hospital wards as static
stagee sets, the purpose of which a viewer can divine only through implication or by readingg an associated caption. In fact, the content of these images all seems to be so carefully
placed,, it might be said that the only true documentation is of the photographer's directingg hand. These are records of a proscenium stage, an idealized hospital set in which the
patientss are no more than actors, their beds and other medical accoutrements no more
thann props. Apart from the album caption, the only indication that they were made in a
hospitall is the presence in some of them of a nurse. The soldiers depicted show no signs of
illnesss or injury and bear little resemblance to patients. These subjects have clearly been
sanitizedd for the camera. Pain and suffering are absent. Instead, the emphasis is upon presentingg an idealized view of the work environment of the professional nurse.
Imagess such as the one by Peterkin entitled by the Archives Soldiers sitting on bunks
inn a hut, No. 4 Canadian General Hospital, Salonika, Greece, 1916-17 (Fig. 5.6) are typical of
thesee hospital ward photographs in which the location, camera angle and subjects are all
carefullyy staged to document a positive image of the nurses' work environment. In this
case,, the camera was held or positioned at waist level, most likely to facilitate use of the
rotating,, periscopic viewfinder that on Peterkin's camera was mounted directly above
thee lens. This placed it at the same height as the heads of the patients who sit in orderly
rowss on their beds along each wall of a long, rectangular room. The camera has been tilted
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slightlyy toward the ceiling. The position emphasizes a dynamic representation of perspectivee through convergence of the lines of floor and ceiling boards, patches of sunlight that
F I G U R EE 5 . 6
recedee along the floor and an apparent diminution of what can be assumed to be objects of
Rubyy Gordon Peterkin, Soldier
similarr size. The hospital cots, mosquito netss and men who sit along each side of the frame sittingsitting on bunks in a hut. No. 4
CanadianCanadian General Hospital,
alll appear to become smaller as the eye is drawn back to a distant door that significantly,
165180 0
beingg closed, interrupts the eye's natural urge to find a vanishing point. The compositionn thus deftly turns the gaze back upon itself, highlighting through repetition neatness,
order,, calm and, of course, the men. Most important though, the end of all the eye's travels
iss the one woman upon whom the gaze unavoidably, and thus inevitably, comes to rest: the
nursee who appears to guard the shut door at the back of the room.
Thee image is crowded with figures. The two, long rows of men framing the walk back
too the door give an indication as to the numbers that passed through the hospital. What
iss not clear is whether these men are actually patients. Not one is bed-ridden; none appear
significantlysignificantly injured or disfigured. For what are supposed to be soldiers recovering from
thee effects of battle, they all appear astonishingly, if not unbelievably, whole and healthy.
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Rubyy Gordon, Peterkin, Nursing
SisterSister and patients at hut No.4
CanadianCanadian Hospital, Saloniki,
Greece,, gelatin silver print, PA
149847 7

Eitherr the enemy's weapons have had little effect or the nursing care has had a great deal.
Eachh man seated on the end of a perfectly made-up cot, is wearing a clean, light-coloured
shirtt and, of all things, a tie. Every one gazes directly into the camera. The scene has more
thee atmosphere of a boarding school dormitory than a hospital ward. Even the nurse,
standingg beside the door at the end of the aisle between the beds and the only possible
referencee to the room's real purpose, could just as easily be a school matron.
Thiss photograph works on two levels. First, it is a document of what were enhanced
hospitall facilities. This particular hospital had moved from tents to huts in May 1916, an
improvementt that provided patients better and more hygienic accommodation as unlike
tents,, the huts had wooden floors that could be cleaned (Nicholson 1975:6) and, as is visible
inn the image, electric lighting. Like all of the images of hospitals in these nurses' albums
though,, this photograph also operates on a second, more complex level, as a mise-en-scène
wheree nurses can act out their professional role and in which the visual elements, both
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humann and material, are called upon to serve a larger, metaphoric purpose. In this case,
forr example, over the soldiers' heads the mosquito nets tied back above the beds take on a
halo-likee quality, ephemeral symbols of blessedness or saintliness that hint of both death
andd salvation. The patches of light that move back along the floor lead directly to the
closedd door. This pathway between the beds, past the rows of soldiers, symbolizes another
journeyy out of the ward, one that must lead to either damnation or salvation. The door is
thee only way off the stage, and guarding it, at the focal point of the image, is an anonymouss nurse, an Angel of Mercy, either Gabriel or Lucifer depending upon the ultimate fate
off each she helps across its threshold.
Thus,, while ostensibly a documentary record of a specific wartime hospital, this photographh is at least equally, if not more, effective in its symbolic inscription of the larger
conceptt of "war" itself. Integral to this, and fundamental to the maker's need to create
identity,, are clues as to the challenging and necessarily fraught role of those called upon
too minister to the broken, human detritus that inevitably results.
AA second photograph, captioned Nursing sister and patients in a hut, No. 4 Canadian
GeneralGeneral Hospital, CAMC at Kalamaria near Salonika, Greece (Fig.5.7), shows another view of
thee same hospital ward. This image features Peterkin herself, who sits to the right foregroundd of the picture. She is smiling and looks directly into the camera. The composition
inn this image is relatively symmetrical, the photograph having been made more toward
thee middle of the room. Direct access to the door at the back is obstructed by one of the
men,, who sits in a chair in the aisle between the cots. He and two other men are wearing
whatt appears to be a form of loose-fitting headgear, although to what purpose it is impossiblee to say. The viewpoint is somewhat lower than in the first image and the camera more
level.. This results in an image that takes in more floor and less ceiling which, being also
lesss well lit in this photograph, makes it appear lower and the room less spacious. The
overalll effect is to give the scene a greater sense of closeness and intimacy, even though
thee figures are further removed from the camera. For a number of reasons, it seems likely
thatt Peterkin set this image up herself and used the "T" setting on her camera's shutter
too have the film exposed by a third party uncovering and then re-covering the lens. I have
alreadyy mentioned the lower-than-usual camera position that suggests it was placed on
somee kind of stand, rather than being held by the photographer. This view is further supportedd by the fact that overall, the photograph is much sharper than the previous image,
showingg no evidence of the camera shake so typical of hand-held photographs of interiors
att this time. Perhaps where this image differs most, though, is in its specificity. Whereas
thee first photograph alludes to the profession of nursing as a whole, with Peterkin being
connectedd to that profession only by association through its inclusion in her album, this
photographh makes Peterkin the featured player, the particular woman who is the nurse.
Thiss causes the power of the symbology to diminish too, even though the physical elementss of its representation remain the same. By asserting her place as the starring player,
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Peterkinn effectively shifts the predominant tone of this image from metaphor toward document,, although the men, her patients, still seem more representative than specific.
Thesee photographs also make a clear distinction between the role of the women, the
nursess who are the caregivers and the men who are the soldiers and objects of care, making
thesee images also a statement about power. Both photographs reveal a bounded territory,
andd the viewer is left in no doubt as to whose it is. In different ways, but no less equally, in
bothh images the women are very much in charge. In the hospital setting the nurses, all of
whomm were officers and almost, if not all of whom were women, had authority over their
malee patients. In some cases this might have been dictated by differentials of rank, but
withinn these walls, for all, dependency inverted what beyond them was still very much a
patriarchall social dynamic.
AA third interior, this time from Sparks's album and captioned simply Hospital 1915
(Fig.. 5.8), is of a different order. Here, the distance between the subjects and the photographerr is greater. It is a picture of some thing rather than some body. The space is less easily
accessedd as the spectator's gaze is blocked by a row of columns that divide the frame verticallyy into two, unequal areas, one of which takes up three quarters of the space while the
remainderr occupies the other. All the men appear to be wearing pyjamas. To the left of the
frame,, some men sit erect, while others at the back stand. All are self-consciously still and
gazee directly at the camera with serious expressions. On the right side of the frame, there
aree only two men, one of whom is lying down. The only points of egress are the large, open
windowss set into the side walls, although none of the men seems remotely interested in
leaving.. The image is bleak, empty and pathetic, a quality ironically given greater emphasiss by the untidy garlands dangling from the ceiling and columns — decorations that
accompanyingg documentation from the National Archives of Canada describes as havingg been put up to celebrate Christmas. Like the previous images, this one too expresses
thee fictional theatricality of mise-en-scène, yet if Peterkin's photographs make allusions to
heavenn and hell, the reference here is clearly to limbo. The scene is almost Kafkaesque in
itss sense of waiting for the whim of an unknown power. The overriding feeling is one of
stasiss and aimlessness.
Inn all of these photographs hospital interiors are presented as controlled stages upon
whichh the drama of the nurses' daily life is played out. Even if not an entirely accurate
portrayal,, to varying degrees they all show a well-ordered world that within the narrative
contextt of the nurses' albums is made to seem the exclusive domain of the nursing sister.
Inn point of fact, final authority on the running of the ward or any particular patient's care
wouldd have fallen to the resident, Medical Corps doctor who, at that time, would certainly
havee been a man. It must be taken as significant then that in none of these images made
orr collected by nurses for their albums, does anyone recognizable as a physician appear.
Instead,, the nurse, the woman, is always the protagonist, either overtly due to her presencee in the photographs or implicitly as the owner and narrator of the album.
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STRANGERSS IN A STRANGE LAND
I NN T H E E A R L Y 1960S R O B E R T H E I N L E I N wrote his classic, speculative fiction novel,
..
.
.

FIGURE 5.8
Photographer unknown. Hospital.

StrangerStranger in a Strange Land. In it a character born on a mission to Mars returns to earth as
1915, From the Etta Sparks Al
thee only survivor of the journey. Naturally he has no knowledge of his home planet's social
gelatin silver pnnt, PA 122434
structures,, culture or religions. This plot parallels the situation of the two nurses, Sparks
andd Peterkin, who share a mitigated version of this experience, being transported from
thee safety of their domestic hearths in Canada to the Greece and Egypt in the turbulence of
thee Great War. This relocation in place and culture made them also "strangers in a strange
land."" At that time it was uncommon for young Canadian women to travel to what for
themm would have been such exotic locations. The contrast with their homeland must have
beenn significant, to say the least.
Inn July 2004,1 visited the National Portrait Gallery in London where Off the Beaten Track,
ThreeThree Centuries of Women Travellers was one of the summer exhibition highlights. In the
exhibitionn catalogue, British historian Dea Birkett argues that women travelled for many
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reasonss including adventure, escape, politics, love, loneliness and curiosity. The earliest
womenn travellers who did so for a vocation were artists and writers (2004: 95). Travel was
sometimess a necessary step that allowed women to establish independence and develop
theirr own personal identity Culler argues, "to make your fortune you have to leave home
and,, often, to travel a long way" (2000: 48). In Travelling Concepts In the Humanities (2002),
Miekee Bal draws on this metaphor of travel and writes that the rigors of travel must be
enduredd "if you are to achieve the gain of new experience'1 (2002: 4).
Womenn who travelled often found themselves viewed as strangers or aliens. Travel
byy women, particularly unaccompanied travel, was seen to put their gender identities
att stake (Hoving 1999: 213; Wolf 1993: 233). It was often regarded as threatening to their
allegedd femininity. In her first book on women and travel, Spinsters Abroad (1989), Birkett
revealedd that "Victorian lady travellers" were often addressed as "Sir" by native peoples in
placess that they visited (as cited in Wolf 1993: 233). Thus Victorian women travellers who
assertedd authority were seen at this time as more masculine because travel was considered
aa gendered pursuit. Histories of travel concur that travel was not easily assessable for women:

••

••

••

'

166 This list of women who travel
hass been updated in Dea Birkett's
mostt recent book, Off the Beaten
Track,Track, Three Centuries of Wo
Travellers,Travellers, 2004. It includ
overvieww of significant women
travellerss from 1600-1960. It
includess such women voyagers
ass Lady Hester Stanhope, Lady
Gordonn Duff, Isabelle Bird, Dame
Rebeccaa West, Dame Freya Stark,
Constancee Gordon Cumming,
Gertrudee Bell, Lady Mary Wortley
Montagu,, Jane Digby, Emily Eden,
Ameliaa Edwards, Mary Kingsley,
Vitaa Sacville-West and the noted
portraitt photographer Julia Margarett Cameron.

Despitee restrictions imposed by societal expectation, sociologist Janet Wolf argues that
womenn did travel. She cites numerous women travellers and later historians who chroniclee their adventures (1993: 232).]h
Photographyy quickly became a popular activity for women travellers, as it could
177 Photography is still used as an
"acceptable"" reason for a woman
bee used to help to explain why they travelled. Birkett confirms that photography was a
travellingg alone. For example, I
sociallyy acceptable activity for women in the nineteenth and early twentieth century. This
receivedd an email this morningg from an art historian friend
wass because the camera was unencumbered by the baggage of high art and therefore was
travellingg alone in Myanmar. She
describedd being asked numerablee to sidestep the "inbuilt social prejudice against women taking it up" (2004:116). '"
ouss times why she was travelling
Sontagg describes photography as first coming into its own as an extension of the eye
alonee and found that that using
thee camera helped significantly to
off the flaneur, a term used by the poet Baudelaire to describe the middle-class man who
justifyy her travel activities. When
II asked her for other reasons why
hass the currency to wander at his leisure in the public sphere and watch society with no
shee thought women photographed
whenn they travel, she responded:
responsibilityy toward what he watches. The German writer and critic Walter Benjamin
"Too capture a moment in our lives
enlargedd upon the concept in the unfinished, major project of his final years, the Passa- beforee it is gone." The camera then
,s
helpss women travellers to collect
gen-Werkgen-Werk (Arcades Project), which he undertook between 1927-39. Critical theorist Susan
experiencee before it disappears. E
maill from Dr. Mary Ann Steggles,
Buck-Morsss has considered the implications of Benjamin's Jldneur as visual practice. She
Yangon,, Myanmar, May 3, 2005.
arguess that "[t]he gambler and the ƒdneur in the Arcades project personify the empty time
off modernity" (i99i[i989]: 228). A connection can be made to this empty time of the^ dneur 188 See Buck-Morss (1991(1989]) for
aa detailed analysis o( Benjamin's
Arcadee project.
andd the free time of the tourist who can also wander about with little to do except observe.
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Buck-Morsss explains Benjamin's view that the ultimatejldneur is the street sandwich-man,
thee human billboard who strolls along wearing a sandwich-board advertisement, yet is
stilll able to gaze at the life of the city. Benjamin refers to him as "the true salaried fldneur"
(i99i[i98g]:: 396). At last thefldneur has found an appropriate "job." Similarly, I argue the
touristt too has "work," their job being to gather images to document their travels.
Feministt art historian Griselda Pollock describes thefldneur as a symbol of "the privilegee or freedom to move about in public areas of the city observing but never interacting,
consumingg sights through a controlling but rarely acknowledged gaze" (1988: 67). Wolf
hass commented there is no female equivalent to the masculine fldneur; she contends that
theree cannot be a kind of "female jldneuse" (cited in Pollock 1988:71). I argue, however, that
thee camera has made it possible for women to have at least a temporary idea of what this
freedomm would be like. Under the guise of taking photographs, women are able to explore
moree openly in the public sphere than otherwise. In fact, in this respect, in some cultural
contexts,, women may have even more freedom than men, a man photographing often
beingg viewed with suspicion while a similarly engaged women is more likely to excite
curiosity. .
However,, during the period before the First World War, photography was generally
availablee to only a relatively small number of women in North America. Like travel, it
requiredd that women have certain means. In her comprehensive overview of women and
theirr relationship with photography, A History of Women Photographers, Naomi Rosenblum
assertss that most tourist and travel photography before the First World War was seen as a
luxuryy and in Europe and North America was practiced primarily by the middle classes.
Rosenblumm writes:
sensee of self-worth, phoitt had provided large numbers of women w

Itt is therefore rare to find travel photographs made by women before the 1920s unless
theyy were wealthy or, as in the case of the two nurses foregrounded in this chapter, were
workingg abroad.
Sontagg further writes that the "photographer is the armed version of the solitary
walker"" who seeks the "picturesque" (1978: 55). The concept of the picturesque is widely
usedd in relationship to photography, particularly in describing landscape imagery. British
artt historian Graham Clarke defines it as a qualifier of a series of ideals that make a scene
199 A discussion of the picturesque
appropriatee to include in a photograph or painting. Clarke argues that the picturesque
inn relationship to the landscape
andd the tourist aesthetic is
waswas not reality based but instead, structured an ideal vision of nature. He asserts, "[a]s
exploredd in Malcolm Andrew's The
SearchSearch for the Picturesque (1989) andaa cultural index, the picturesque ... sought visual confirmation of a timeless Arcadia; a
inn the prior study by Christopher
unifiedd image of social life" (1997: 55)." A succinct exposition of the concept of the picHussey,, The Picturesque.'Studies in
aa Point of View (1927).
turesquee can be found in Dutch film theorist Nanna Verhoeff's study of early examples
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off the American film genre, the Western."'Verhoeff considers the difference between the
Romanticc notion of the sublime and the picturesque. She argues that contrary to the sublime,, the viewer is not overwhelmed and consumed by the experience of the picturesque
andd thus is able to keep the "object of the vision at a safe distance" (2002:202). Like Sontag,
Verhoefff argues that reshaping experience into the picturesque helps to make it more controllable.. She states that seeking the picturesque provides the spectator with a protective,
"invisiblee screen" that is backed off from reality and direct experience.
Forr those enculturated in Western traditions, the picturesque is a known, that is, an
easilyy recognized, almost formulaic understanding of what constitutes a "good" picture
andd as has been discussed elsewhere in this study, a picture is only a picture because it has
aa frame. Thus the picturesque holds great appeal for photographers, constituting, as it
does,, ready-made guidelines for culturally sanctioned deconstructions of any experienced
visiblee world. For camera-carrying tourists in particular, seeking out the "picturesque" to
photographh is always a comfort, reassuring them time after time that no matter its immediatee strangenesses, the world, any world, is conformable to their expectations and not
thee reverse.
Thiss was equally true for Peterkin, Sparks and their compatriots. They may not have
beenn tourists in the usual sense, but as much as any required a means of distancing
themselvess from the insecurities inherent to the alien environments in which they found
themselves. .
TOURISTT PHOTOGRAPHS
ameraa makes everyone a to 1
1978:: 57).

her people's

SONTAG'SS BOOK On Photography is one of the most commonly cited texts relating to
tourismm and photography. In this now classic series of essays Sontag argues that tourismm depends on photography to give it credibility. Drawing on Sontag's viewpoint, photo
historiann Patricia Holland, in her study on photographic albums, states that the "domesticationn of the unfamiliar" is one of the appealing aspects of the snapshot camera to the
touristt or traveller (1997: 134). Similarly, Canadian geographer Dick Gregory argues that
thee invention of the hand-held Kodak camera that was easy for the amateur to use made it
possiblee for almost everyone to invade the private daily lives of others in the quest of picturee taking. He argues, "popular photography came to be spliced into the performances of
modernn tourism" (2003: 195). Gregory further contends these Kodak-carrying tourists, as
hee puts it, "rendered Egypt as a transparent space that could be fully known by a colonial,
colonizingg gaze" (196)."
Onee such image, entitled in its original album" Queen ofSheba" landing,, and described
byy the National Archives of Canada as Nursing sister Etta Sparks of No. 5 Canadian Station150 0

20 See Verhoefffzocw).

211 See Gregory (2003) for an
excellentt analysis of the various
photographicc practices within
colonial-imperiall relations in Egypt.
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aryy Hospital, R.C.A.M.C., Memphis, Egypt, 1915 (Fig. 5.9), is for me one of the most arresting
photographss in the Sparks album. It shows Nurse Sparks being carried to shore from a
smalll boat on the shoulders of two men who, from their dress and appearance, are most
probablyy Egyptian. This is a definitive image of the relationship between colonizer and
colonized.. Price states that Western viewers often saw this kind of photograph as portrayingg Native peoples as "primitive, bizarre, barbaric or simply picturesque" (1997:58). Sparks
appearss to be seated on a chair that is being carried by the two men. They have rolled up
theirr pants legs and are walking barelegged through ankle-deep water. Sparks is wearing
herr nursing uniform, complete with cape and hat. Her dry-booted feet are conspicuously
visible,, hanging down just below her long skirt. Sparks' smile suggests that she is enjoyingg or at least bemused by the experience. Three other men, two of whom also appear
too be locals, watch this scene from the boat. The gesture of the third man, appareled in
whatt seems to be a tropical suit, a tie and a peaked, military style hat, suggests that he too
iss amused by the scene unfolding before him. The photograph is insufficiently clear to
determinee his origins, Middle Eastern or European. His dress does make it appear that he
iss a person of some authority, however, possibly themaster of the small sailing boat upon
whichh he stands.
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Photographerr unknown, "Queen of
Sheba"Sheba" Nursing Sister Etta Spar
No.55 Canadian Stationary Hospital,
RCAMCRCAMC Memphis. Egypt, 1915, Fr
thee Etta Sparks Album, gelatin
silverr print, PA 122445

Thee question is why was Etta Sparks given this royal treatment? What made it possiblee for her to write the triumphal caption "Queen of Sheba landing" beneath the image
inn her album? That she was a nurse had something to do with it of course, but only in
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ann
incidental way. Being a nurse serving in wartime, English-speaking and, to all appearPhotographerr unknown. "Group
atat Pyramids" Personnel of No. 5
ances,, British, she was associated with the armed forces of the British Empire, at the time
StationeryStationery Hospital insiting the
PyramidsPyramids ofGizeh, 1915, From thethee occupiers of Egypt and the most powerful influence in the region. Egypt had been
Ettaa Sparks Album, gelatin silver
underr the effective control of Britain since 1882 and in 1914 had been designated a British
print,, P A 122444
"protectorate,"" a disingenuous colonial term that permitted the British to control Egypt's
politicss and exploit its economy under the guise of protecting it from anyone else who
mightt want to do the same thing. In short, it was a classic protection racket. Thus, if not
exactlyy a queen, in Egypt Sparks was no doubt fully conscious that she was an agent of
ann imperial power. She was a lady and deserved to be treated as such, which in this case
meantt being carried from the boat to avoid the indignity of having to wade ashore and
gettingg her clothes wet. In this situation, Sparks's specific status as a nurse probably matteredd very little. For both Sparks and the men carrying her, given what she represented,
wheree she was and when she was, fully justified her "right" to act the "Queen."
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222 See www.trentu.ca/library/
archives/ffowldss accessed on
Mayy 5, 2005.

233 See Etlin (1987) on the concept
off memento mori.

Too modern eyes, "Group at Pyramids" Personnel of No. 5 Stationary Hospital visiting the
PyramidsPyramids ofGizeh, 1915 (Fig.5.10) is a typical tourist snapshot. The photograph shows two
officerss and two nursing sisters posed upon camels at Gizeh. One of the nurses appears
too be Etta Sparks. The group is positioned in the centre of the frame; behind them are the
Sphinxx and, in the distance, Khafre's Pyramid. Beside them stands the camel handler who
inn the context of Sparks's album, serves to add "local colour," and represent the exotic
other. .
Ostensibly,, photographs of this type are made as souvenirs, memento recordings of
thee tourists' visit to whatever are the scheduled wonders of the day. It matters not whether
thesee be pyramids, palaces or pachyderms, in most cases, the result sees the monumental
reducedd to the status of backdrop. In effect, these kinds of images serve the same purpose
ass an graffiti artist's tag, inscribing a sort of visual "1 was here" across the surface of whateverr landmark or icon tourist culture deems worthy. As Sontag says: "[p]hotography will
offerr indisputable evidence that the trip was made, that the program was carried out, that
funn was had" (1978: 9). The important thing is less that one was there, but that one be seen
too have been there
Thee vantage point selected by the photographer who photographed Sparks and her
companionss was a favourite of the time. An almost identical photograph of a different
groupp of Canadian nurses, made a year later in 1916, appeared in an exhibition presented
byy Trent University, Peterborough in 2001 about the wartime experiences of Helen Fowlds
Marryatt (1889-1996)." Another similar image, made by an anonymous photographer
c.1900,, appears on the cover of Barbara Hodgson's No Place for a Lady, Tales of Adventurous
Womenn Travelers, 2002. This suggests that the photographs were either made by a local,
commerciall photographer or that the location had simply become a popular "Kodak spot";
inn short, a "picture" waiting to happen, for anyone who chose to use it.
Thee symbolism of the pyramids as a destination for nurses and soldiers at this time
cannott be overlooked. Classic symbols of "the architecture of death," these enormous
tombss have stood for thousands of years as monuments to death and a promise of resurrectionn and now act as a subject in the tradition of memento mori." This tradition both
remindss us of our mortality and reflects a certain fascination with death (Etlin 1987: 3). It
iss ironic, although not surprising, that this group of individuals whose attention at that
pointt in their lives was so intimately involved with killing and death, should seek escape
andd diversion from their wartime service by visiting such monuments. It is even less surprisingg that they should then photograph the episode. Sontag addresses this in her claim
thatt photographs themselves that act as souvenirs of mortality. She writes:
Alll phi'
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Surroundedd by an awareness of death it is perhaps understandable to turn for comfort to
thee memorializing qualities of both photography and architecture.
Duringg the same excursion a photograph captioned "A Familiar Scene, Cairo" (Fig. 5.11)
wass made, although by whom we cannot be sure. The use of the word "familiar" seems
innocently ironic, for although doubtless familiar to those native to the place, it almost
certainly was not to the soldiers and nurses who are the photograph's primary subjects.

Photographerr unknown. "A

FamiliarFamiliar Scene, Cairo" From the
Ettaa sparks Album, gelatin silver
print,, PA 122443
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In the context of the album too, it shows an entirely different view than the other phot o g r a p h s made at the same general location and treats its subject in an entirely different
& r

o
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way.. The soldiers and nurses riding on camels relate it to the previous image, but here the
cameraa has pulled back to show a much wider, far more chaotic scene. This time the army
groupp is not the obvious centre of attention. At first glace, the compositional structure of
thiss picture seems far less controlled than the previous one yet, although almost certainly
accidental,, it is in fact vastly more sophisticated. Here, the relationship between the frame
andd the disparate elements of its containment is almost perfect. The image succeeds in
beingg classically picturesque without appearing to be so. On the far right, a wandering
camel'ss head is cropped off by the frame. The foreground is occupied by numerous figures:: in the centre, camel drivers wearing traditional costume; in the right foreground,
threee soldiers dressed in what appears to be British army uniform; to the left, an Egyptian
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soldierr in a darker uniform and in the deep middle-ground and background respectively,
twoo pairs of figures, one in traditional European jackets, trousers and hats and the second,
tooo far distant to accurately define. These groups are paired off on the right and left of the
framee and lead the eye back into the almost featureless desert beyond. The Sparks group is
stilll at the centre of the frame, but due to the reduction of scale they no longer dominate
ass they did in the previous image.
Byy pulling back from the subject party the photographer has produced what for me is
aa far more fascinating image. This is a picture of life in process, not just a picture of peoplee having their picture taken. These are not people being in Egypt, but people doing in
Egypt.. Most particularly, unlike the earlier photograph at the pyramids, this photograph
presentss a dynamic complexity of interrelationships between the people assembled at the
site,, showing in its apparent spontaneity the interaction or, more accurately perhaps,
lackk of interaction between the tourists and the camel handlers. This is not the archetypal
touristt snapshot in which the tourist protagonist is placed in front of the "sight" to both
recordd their association with it and show scale; rather it is more reminiscent of a the style
off "street photography" popularized by the French photojournalist Henri Cartier Bresson,, who is best known for his photographs that capture what he termed the "decisive
moment."" Sontag describes Cartier Bresson as a kind of Zen archer who must become one
withh the target in order to hit it; thinking about the images is something that he does
beforee and after photographing, not while the exposure it being made (1978: 116). In this
approach,, the scene is never created for the camera but instead is excised from the larger,
encompassingg reality. This seems an accurate description too of this image from Sparks's
albumm in which bits of the rendered reality seem to be escaping across the bordering frame
inn all directions.
UnidentifiedUnidentified street cobbler, Saloniki, Greece, 1916 (Fig. 5.12) is yet another example of a
typee of photograph that has become a classic of the tourist picturesque image genre. Makingg or collecting these images that present peoples from a visited foreign land as an exotic
otherr is a way of confirming the superiority and power of the tourist traveller. In motivation,, it is little different from the hunter who shoots wild animals in order subsequently
too display their stuffed and mounted carcasses. The subtext of the trophy animal is that
thiss large, fearsome or fast creature is dead and I'm not, meaning that as it's killer I must
bee superior. The sum of the messages carried by the tourist photograph is similar, if rather
moree complex, there usually being a number of different subtexts. In the case of Peterkin'ss photograph, for example, the sitting man has been photographed from above, which
diminishess his stature and makes him appear subordinate to the photographer. The differencee between photographer and subject will be reinforced when the photograph is
displayedd in Peterkin's album and be emphasized even further when she shows the album
too others. At this point, just like the hunter's trophy, the photograph clearly attests to her
superiority.. She is here and has acquired his image, leaving its subject forever sitting in
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FIGUREE 5.12
Rubyy Gordon Peterkin. Unidentifiedfied street cobbler, Saloniki, Greece,
1916,, gelatin silver print, P A

thee street, on the ground, in the dirt, surrounded by crude tools and simple shoes. Besides
power,, this is also a study of class. Peterkin was English speaking, well educated, a memberr of an elite profession. Even at home she belonged to a superior social class, and when
abroad,, engaged in military service, she could add representative of the British Empire as
well.. The cobbler, a street vendor, is a member of the working poor in a foreign country
thatt she can visit, but he has obviously been unable to leave. Thus, as British sociologist
Johnn Urry says, "[there is] a separation between the one who does the looking, assumed to
bee familiar and like 'us,' and that which is looked at, assumed to be different and strange."
Urryy describes this as the tourist gaze (Holland 1997:113)."
AA further example from Peterkin's album is captioned Newlyweds, Greece, 1916 (Fig.
5.13).. It shows a man and a woman dressed in traditional Greek clothing standing before
aa rough, stone wall. They pose beside each other with their arms hanging loosely at their
sides.. Both look directly into the camera. Another man stands in the shadows in the background,, but it is hard to know whether he is a member of the wedding party or not. The
groomm appears much older than the bride who stands passively beside him. Without the
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caption,, it would be easy to assume that he was her father rather
thann her partner. Everything about this image suggests that it was
unplannedd — an opportunistic snapshot resulting from an accidentall convergence of photographer and event. There is nothing in the
responsee of the subjects to suggest a familiarity with the photographer.. Neither appears welcoming in any way. They do not smile;
inn fact, they give no hint that they are being anything other than
tolerantt or at the very most, accepting. What results is an image that
hass nothing to do with portraiture and everything to do with the
acquisitionn of cultural stereotypes. Although made by an amateur,
thee underlying motivation for this photograph is almost indistinguishablee from that which led Jochelson Brodskaya to the take the
imagee of the two Yukahir women cited in the previous chapter (Fig.
4.12).. As Gregory writes:

Peterkin'sPeterkin's photograph, then, tells the viewer nothing about these
people,, not their names, not who they are, nothing about their individuall lives. Instead, when it finds its final destination in her album
itt becomes simply one more example of Greek-ness.
WomenWomen workingin thefieldsnear Saloniki, Greece, 1916 (Fig. 5.14) is
ann image of a group of women bending to harvest a crop. To those
familiarr with European painting, it is immediately reminiscent of
Jean-Francoiss Millet's social realist painting The Gleaners (1857). Apart from its subject
matter,, the photograph links to the Millet through its use of classical simplicity and its
compositionall formalism. Both the Millet painting and Peterkin's photograph are less a
sociall criticism of the back-breaking labour of these women than they are pictorial studiess unified through their repetition of the forms of the stooping women, whose bending
backss echo the curve of the distant mountain. The real emphasis here is on the formally
constructedd "picture," not the reality of the scene that has been photographed.
Thee way in which Peterkin has photographed these women has produced an image
thatt conforms to a pictorial genre known as the vernacular picturesque. One of the characteristicss of this genre is that representations of people carefully avoid emphasizing any
physicall markers associated with the assignment of individuality or personality. A similar
subjectt appears in the painting Canadian Women Working in the Field, produced in 1916
byy Mandy Macdonald and cited in Sandra Gwyn's book, Tapestry of War, A Private View of
1S7 7
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Rubyy Gordon Peterkin Neu-'ly-atinn
weds,weds, c.1916 Greece,
ge silver
print,, PA

CanadiansCanadians in the Great War (1992). Gwyn describes the women workers in Macdonald's paintingg as "Farmerettes who dressed outlandishly in boots and breeches" who were recruited
too harvest crops (440). Although women did engage in such manual labour in Canada, it
wouldd not have been an acceptable activity for a well-educated, middle-class women like
Peterkin.. Griselda Pollock deconstructs the pose of bending women; she notes that this is
aa pose of the working-class woman as the "bourgeois lady" would be disciplined both by
F I G U R EE 5 . 1 4
Rubyy Gordon Peterkin, Women
5
255 See Pollock {1999) for a feminist
WorkingWorking in the fields nearSaloniki."whalebone"" and convention not to stoop in such a manner (1999: 47).' Once again this is
readingg of the pose of bending
Greece,, 1916, gelatin silver print,
ann image about power and superiority. Peterkin, the photographer, confirms the status of
women. .
PAA 149107
thesee women as peasants by documenting them engaged in stereotypical, backbreaking,
physicall labour in the fields.
II shall consider one final photograph by Peterkin: Nurse on a donkey, Greece, 1916 (Fig.
5.15).. The image appears to have been made on afieldtrip or outing for the nursing sisters.
Itt shows Peterkin posing sidesaddle on a donkey beside a small, elderly woman who from
herr dress, appears to be Greek. The woman has been spinning wool with a drop spindle
andd appears to be holding this up to show to the camera. To the right, another nurse can
bee observed beneath a small awning. She is engaged in some form of activity, but it is not
possiblee to tell exactly what it is.

158 8

Thiss is an enigmatic image in that there is clearly a story or perhaps several stories to
thiss scene, each having beginnings, middles and ends, yet the image itself poses many
questionss and gives few answers: Where is this place? What were these two — or is it
three,, because somebody must have taken the picture — nurses doing in this relatively
featurelesss landscape? Where did the donkey come from? Who owns it? Does it perhaps
belongg to the old woman spinning wool. And what is she doing there anyway? And so on.
Alll of which makes this a typical tourist snapshot, for tourist images are never meant to
standd alone. They are intended for presentation to others, at which time their author will
elaboratee upon their content, filling in the gaps and responding to questions. These are
notnot narratives in themselves, but supporting illustrations
Gregoryy points out that tourists generally only photograph themselves with local
inhabitantss when they want to demonstrate some kind of nominal claim over them:" 'our'
dragomann or 'my' donkey boy" (2003: 218). Such a patronizing attitude is clearly present
inn this image. The older woman is included in the frame here as a curiosity, or perhaps
simplyy because she owns the donkey. Like the cobbler and the wedding couple, she too
becomess a collected specimen for Peterkin's gallery of "Greeks." This collecting behaviour,
accordingg to Culler, is typical of the tourist:

planationn that
irr that pui'

Inn this way, through their photographs, tourists are simultaneously indicators of establishedd stereotypes and the creators of new ones.
Gregoryy too reminds us that the search for "the picturesque was a hit motiv of Orientalismm tourism" (2003: 212). Amateur photographers and artists streamed to exotic locations
inn search of opportunities to record views and scenes that were picturesque. They went
inn search of a subject or landscape that made a pleasing picture or view. Gregory cites as
evidencee the writings of a woman traveler, Amelia Edwards, who was exploring Egypt in
thee 1870s. Edwards' comments are typical of the colonial gaze. She writes:
••

'59 9

Thee colonial gaze searches for the picturesque or ideal view that renders the "tourist experience"" as something that can be neatly delineated by the viewfinder. Looking through the
viewfinderr establishes a gaze from a privileged position, a position of power and security.
Thee resultant photograph serves as evidence.
Itt is not surprising that Peterkin and Sparks used photography and the creation of
photoo albums as a means of helping them come to terms with the dislocation of their
overseass posting as wartime nursing sisters. In this they were little different from any
camera-carryingg traveller before or since. More striking is the way in which these albums
alsoo function as constructed narratives that unequivocally imbue their creators with
ann identity as professional women working outside their traditional, socially assigned,
domesticc roles. Striking too is the almost complete absence of any direct reference to the
warr itself, particularly given that their work must have brought them into daily contact
withh its more horrific results. Where the war does intrude, it does so only by implication,
ass a subtext to the larger and to its authors' obviously more important narrative task of
documentingg their constructed view of their role in relationship to it. The other related
andd unequivocal message running throughout these albums is that the fact of their makers'' enforced exile from the security and familiarities of home was far more significant
too them than the cause of it; a clear example of the individual personal trumping the collectivee political. Thus those images in the albums made outside the work environment,
thatt is when the women identified as travellers rather than nurses, present primarily as a
representationall discourse on confrontations with the foreign and the exotic and in their
formm and sensibility are virtually indistinguishable from those of any ordinary tourist.
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Rubyy Gordon Peterkin. Nurse on a
Donkey,Donkey, Greece, 1916, gelatin s
print,, PA 149876
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Fromm Amateur to Professional

C O N T E X T S ,, C O N T A C T S A N D C O D E S O F P R O D U C T I O N
kingg il a pi

INN A S P E E C H D E L I V E R E D T O T H E A R T L E A G U E of Mobile, Alabama in January, 1899,

Richardd Hines Jr. offered his opinion that photography could be considered an appropriatee activity for women, whether as a genteel accomplishment or a commercial venture,
providedd these women do not leave the boundaries of the domestic sphere. In this he spoke
ass a "man of his times," fully prepared to accept women as photographers while insisting
that,, should they choose to pursue such a venture, they do so only to the extent permitted
byy the constraints imposed upon their gender by Victorian society. Given this attitude,
itt is not surprising that until recently, photographic histories presented the medium as
havingg been almost exclusively a male occupation with women, where mentioned at all,
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FIGUREE 6.9 (detail)
Hannahh Maynard, Self Portrait
pouringg tea, 0.1894, multiple
exposure,, Provincial Archives of
Britishh Columbia, Victoria
SOURCEE Source: Wilks, Clara
Weissman.. The Magic Box- The
EccentricEccentric Genius of Hannah M
nard.nard. (Toronto 1980} p. 94

beingg portrayed as playing more passive roles, either as product or consumer.
Britishh photography writer Susan Butler's statement is an example of the application
off revisionist methodology and current feminist theory to the analysis of nineteenth-centuryy photographic practice. Although separated by almost 90 years, Hines's and Butler's
statementss enunciate graphically contrasting understandings of why women at the time
mightt have been attracted to the practice of photography: on the one hand, because of
prevailingg stereotypes that assigned to women a natural affinity for the genteel and the
aestheticc and on the other, that the use of a camera provides a woman the opportunity to
assertt power by giving her, quite literally, a point of view from which to re-present not
onlyy her own image, but that of the larger world as well.
Despitee limitations imposed by Victorian patriarchy and societal conditions and
expectations,, there is no doubt that for some women, photography became a tool that
enabledd them to present their own narrative through the images they made. Furthermore,
thee diverse interactionss between women and the practice of photography facilitated their
"abilityy to act in the public domain," a capacity that Carolyn G. Heilbrun, citing Myra
Jehlenn in her Writing a Woman's Life, describes as being essential to a woman's "selfhood,"
thatt is, her right to tell her own story. (1988: 17). Heilbrun continues her discussion of
women'ss biography by describing the importance of what Sandra Gilbert and Susan Gubar
havee described as "the quest for her own story" (18). In this study I argue that this quest
iss clearly apparent throughout the substantial bodies of work left to us by the women
photographerss active in Canada around 1900 and, as such, evidences a profound change
inn photographic culture.
Thiss chapter considers the positioning, representation and contextualization of Canadiann women working in photography in the nineteenth century. It examines the increase
towardd the century's end in the number designated as professionals, rather than amateurs,
andd identifies the factors of resistance and marginalization that had to be overcome by
womenn seeking to make that transition. The chapter is divided into two sections: amateur
photographers,, encompassing ways by which women gained access to the medium, the
supportt systems available to them and their areas of production and, women considered
too have been professionals, the context within which they worked and their production.
Accordingg to Canadian historians Diana Pedersen and Martha Phemister, until the
introductionn of more accessible technologies such as roll film and simple-to-operate
Kodakk cameras in the 1880s, prevailing societal attitudes toward gender and technology
"militated"" against women playing more active roles in photography. "Women's place in
thee photographer's studio during the early years (following the medium's introduction to
Canadaa in the 1840s) was, for the most part, in front of the camera rather than behind it"
(1990:: 90). Women were commonly depicted in a number of stereotypical roles and poses
thatt included woman-as-object or woman-as-mother. The portrait of Miss Annie Bell,
18722 (Fig. 6.1), an employee in the Montreal studio of William Notman, is typical of the
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Seee Salih (2002) ch.2 on Gender.

22 See Ba! (1996:220) for an
explanationn of the returned gaze
andd its impact.

imagess made of women throughout this period. Like
thee portrait of Mrs. William McKenzie (Fig.1.2), also
madee by Notman, this photograph is also an example
off the attempted objectihcation of women by what
Johnn Berger refers to as the male gaze. This time the
objectihcationn is less completely successful, for in this
instance,, a careful analysis of the image shows that it
signifiess much more than a stereotype. Despite the fact
thatt Miss Bell is a working woman, she is shown costumedd in party dress, presented not as herself but as a
decorativee object. The medium of photography transformss the young woman from working class to that
off an individual with the status of a lady. In addition
too her frilly costume, she is surrounded by props that
confirmm she is in an upper-class interior. A detailed
statuee of an exotic bird sits on a table att the left edge of
thee frame. A spindle chair is placed in front of her with
ann elaborately embroidered shawl folded casually over
itss back. She holds a delicately carved fan in her right
hand.. All these luxury items imply the privileges of a
middle-- or upper-class household.
Thee young woman looks directly into the camera
withh a slightly detached expression. Her gaze acknowledgess the photographer and his camera, yet she does
nott respond to him. There is not even the trace of a
smilee on her lips. Miss Bell exemplifies what critical
theoristt Judith Butler describes as gender performativity (i999[i99o])' She is performing a
femininee upper-class identity with the use of costume, a studio backdrop and props. Her
immediatee audience is the man behind the camera. She plays out her role of a decorative
F I G U R EE 6 . 1
musee as he has instructed her. Unamused by this play-acting, she is compliant; Notman is
Williamm Notman, Miss Annie
Beli.. 1872
herr employer. She is not a lady, only a shop girl playing dress-up. And read now some 130
SOURCEE 1985 William Notman:
TheThe Stamp of a Studio. Toronto:
yearss after it was made her image becomes the site of her resistance. Her hesitant yet defiCoachCoach House Press for the Art
antt gaze back to the camera firmly contradicts the photographer's attempt to portray his
GalleryGallery of Ontario, p.116
subjectt as passive and decorative. In the same way as the woman in Irving Penn's Mother
andand Child, Cuzco, Peru (Fig. 2.3) analyzed in Chapter Two, Bell is able to subvert the male
gazee by returning it.' To contemporary eyes, this image reveals much more than a simply
stereotypicall objectification of women.
II am also attracted to another of Notman's images of women. Mrs. Sang Kee and Children,dren, Montreal, 1897 (Fig. 6.2) is a complex image depicting both motherhood and a non
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Williamm Notman, Mrs. Sang Kee
andand Children, Montreal, 1879,
Notmann Photographic Archives,
McCordd Museum of Canadian History,, Montreal
SOURCEE Halletal. The World of
Williamm Notman: The Nineteenth
CenturyCentury through a Master Lens,
(Torontoo 1993), plate 17, p. 84

Euro-Canadiann subject. In this captivating image,
thee subject is a young Chinese mother with her
babyy and small son. Like Miss Bell, already discussed,, she is objectified by the camera as a
decorativee object. Her wearing of traditional
Chinesee clothing emphasizes her exoticism. She
lookss calmly and directly into the camera. In
contrast,, her tiny son is more hesitant about the
experiencee and stays close to his mother's side.
Heree her individual identity is subordinated to
herr role as exotic other and mother. This is typicall of many such photographs of the period in
whichh a woman's role as a "wife" and mother
whollyy superseded her individaul identity. In
thiss portrait the woman is signed as womanas-mother,, rendered as a product of the male
gaze.. Rosenblum confirms that motherhood as a
themee was one of the most popular portrait subjectss of the period (1984).'
Amateurr and professional male photographers
alikee often included their wives in their landscapee photographs. However, both the distance
att which these women were placed from the
cameraa and their placement within the "view"
suggestt strongly that for the most part, they
weree secondary subjects, included to establish
scalee and contribute a decorative addition to the composition. Richard Maynard's 1899
landscapee photograph in which he employs his partner Hannah in this way is a typical, if
curiouslyy ironic, example, since Hannah was not only a professional photographer in her
ownn right, but also his mentor in the medium (Fig. 6.3) (Watson 1992: n.p.).
Onee of the significant factors contributing to the acceptance of photography as an
appropriate,, womanly pursuit was the interest in the medium shown by the most influentiall woman of the age, Queen Victoria, who came to the throne in 1838, just a few months
beforee the public introduction of photography. Following her example, by the 1850s many
womenn in North America and Europe were actively engaged in "cartomania," the collectingg of portraits of family, friends and celebrities often in the form of carte de visite
(Pedersenn and Phemister 1990: 95).' And in the 1860s, they collected stereographs, threedimensionall views, usually of British and European monuments and beauty spots or the
exoticc lands and peoples of the ever-expanding British Empire/ Victoria was not just a
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33 See ch. 2 for a discussion of
motherhoodd as a portrait subject.

44 Carte de visite is the French term
forr a calling card that was used to
describee 21/4x3 1/2" photographs
thatt were exchanged and collected
forr storage in photographic
albums.. See International Centre
ofof Photography Encyclopedia
(1984:98)--

55 Stereographs are two photographss of the same subject taken
withh a camera that has lateral twin
lenses.. The images are mounted
side-by-sidee on a small rectangularr card and viewed through a
devicee called a stereoscope, the
resultingg image has the illusion of
threee dimensionality. Rosenblum
(1994:45).. The significance of the
stereoscopee is discussed in Crary
(1991)--

collector,, however. She was herself an enthusiastic
amateurr image-maker and even had the royal photographer,, Roger Fenton, set up a darkroom for her in
Windsorr Castle (Hall, Dodds and Triggs 1993:13).
Whilee this royal approval of the medium sparked
thee interest of many Victorian women, only those
veryy few who also had some independence of position
andd means could afford to explore the creative
potentialss of the medium. For most of the nineteenth
century,, women's active involvement with photographyy was limited to the secondary position of either
amateurr photographer or employee in commercial
photographicc studios. It was not until the 1880s and
thee introduction of roll film, hand-holdable cameras
andd commercially available processing that relatively
largee numbers of women were able to begin makingg pictures of their own. As technology advanced,
womenn were, however, a significant presence in the
developmentt of this medium and were active in a
varietyy of significant roles in Canada.
Theree was also a more content-based reason for
this.. The principal focus of amateur photography was
thee documentation of the family, and women usually
undertookk this. As chief family archivists, women carefullyy maintained the family photographic albums,
recordingg every day domestic events and significant
ritualss and rites of passage such as weddings and births. Such intimate family documents
providee a personal and private view into Canadian life at the turn of the century.
Ass amateur photographers, women established a feminine voice or narrative through
theirr visual images that recorded both social history and the "woman's culture" of their
period.. C. Jane Gover writes, "The camera presents a new way for women to represent
andd record their lives. The photo album replaced the sampler, the quilt and the miniature
portrait"" (1988: 12). As this quotation suggests, making photographs and collecting them
inn albums is an activity in which autobiography and artistic production were integrated.
Photo-historiann Beaumont Newhall praises Lady Elizabeth Eastlake for her essay "Photographyy 1857" as arriving "at the surprisingly modern conclusion" that photography is "a
neww medium of communication" (Eastlake cited in Newhall 1980: 94). Photography was
thuss viewed as a tool of communication or voice as early as the mid-nineteenth century.
Thee majority of women employed in the commercial studios were support staff. However,
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Richardd Maynard, Hannah
Maynard,Maynard, Tunnel Mountain, B
Alberta,, 1899, Provincial Archives
off British Columbia, Victoria,
SOURCEE Wilks. Clara Weissman.
Thee Magic Box: The Eccentric Genius
ofof Hannah Maynard. (Toronto
1980)) p. 59

ass this chapter will establish, an increasing number of women did become professional
photographers. .
F R A M I N GG CHANGE
T H EE T U R N O F T H E N I N E T E E N T H C E N T U R Y in Canada marked a time of significant

sociall change for Canadian women.' The Victorian age had seen women primarily as
domesticc figures defined by family responsibilities within the private sphere. Victoriann women were schooled by the ideology of feminine accomplishment and passivity.

66 See Prentice et al. (1988:107-217)
andd Ethrington (1988: 52-79) for
detailedd accounts of the social
historyy of Canadian women at the
turnn of the nineteenth century.

Domesticc femininity as "the preferred mode of womanhood" was exemplified by the roles
off dependent daughter, "wife" or mother in the nineteenth century (1993: 120). Deborah
Cherryy comments that by the middle of the century, domestic femininity had positioned
itselff in a variety of sites from the new category "wife" on the census records to the large
quantityy of literature that dealt with issues of behaviour, language and appearance of
aa lady. According to Cherry the term "lady" gained currency after 1840, "shorn from its
eighteenth-centuryy aristocratic associations" and increasingly used to denote middleclasss feminine conduct as opposed to birth or rank (120).
Afterr 1830, it was apparent that the public and private spheres were differentiated by
gender: :
;nedd to horn-

Thee twentieth century, however, brought opportunities for the "New Woman" in the public
sphere. 77 For many women, photography provided a bridge between the private domestic
worldd and the wider public sphere:
madee the .

affirmii i
Photo-historiann William C. Darrah observes certain patterns in the careers of early Americann women photographers. He suggests that women gained entrance to the photographic
professionn in a variety of ways: through inheritance, family business, as support staff who
workedd their way up in a commercial studio or through paid instruction from an establishedd professional. Darrah's observations are, in Pederson and Phemister's view, equally
validd for the careers of women photographers in Ontario and, by extension, to women
photographerss in all parts of Canada (1990:97). Pedersen and Phemister argue that despite
thee positive response of women toward photography, this technology "was initially used
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77 For further details about the
perceptionn and expectations of
womenn in the Victorian age see
Chadwickk (1991), Cherry (1993)
(2000),, Pollock (1999), Parker and
Pollockk (1989).

inn accordance with pre-existing gender roles, and consequently, came to reinforce those
genderr role" (97). Gover concurs:

88 Codes of production refer to the
methodss of production and reflect
thee coded nature of photography.
Seee Tagg (1993) for detailed examinationn of the coded nature of the
photograph. .

99 See Robertson in Koitun ed.
(1983:16-31)) for details on the
technologicall advancement and
thee activities of Canadian amateur
photographers. .

Thiss prevailing view of women's work was one that restricted women to the private sphere
off the home. After i860, the boundaries gradually expanded to include charitable work or
paidd employment where deemed appropriate (Cherry 1993:121).
Oncee established as practitioners, women were free to choose their own codes of production.. Codes of production reflected stylistic conventions and varied from romantic
pictoriall imagery to the more documentary." Marketing techniques of the photo industry
tendedd to reinforce the notion that women were merely the "rank amateur and passive
consumerr " (Pedersen and Phemister 1990: 89).

Inn 1901, George Eastman launched an advertising campaign in an attempt to target the
women'ss market by presenting the Kodak Girl, a "New Woman" symbol representing "the
idealizedd essenceof contemporary young womanhood — modern, active, elegant, sophisticated,, independent, but not so bold as to be thought unrespectable" (105). The Kodak Girl
wass tremendously popular, and it was this image, not that of more serious amateurs like
Mattiee Gunterman who used more professional equipment, that was used by the photo
industryy as representative of women amateurs (109). "With camera in hand, this woman
photographerr is active and curiousyet accepted and welcomed everywhere" (Gover 1988:15).
Thee Kodak Girl became a popular and accepted symbol in society and expanded notions of
acceptablee behaviour for women.
Improvementss that simplified the technical aspects of photography lead to an "explosionn of amateur photographic activity" in Canada after 1885." Pedersen and Phemister
arguee that only after photographic technology became more simplified and accessiblee in the 1880s did women become more active participants (89). Research by Lily
Koitunn for the exhibition and catalogue Private Realms of Light indicated that of the 825
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amateurr photographers identified as being active at the end of the nineteenth century,
onlyy about seven percent were women.10 Koltun herself is suspicious of this figure, however,, and suggests that the low percentage reflects only information available through
periodicals,, camera-club documents and other public records. It is her belief that that
womenn may have approached the medium privately and therefore large numbers may
havee been omitted from the public record (1983:55).
Womenn often first engaged with photography through the instruction of a mentor who
wass generally a male family member. One of the best known was the American photographerr Alfred Stieglitz, long considered by many American photo-historians to have been
thee "father" of modern photography. In addition to his role as curator of the 291 Gallery that
exhibitedd modern art and photography in New York, Stieglitz was an influential photographerr and leader of the Photo-Secession." Stieglitz adopted a patriarchal role, mentoring
dozenss of women photographers." In Canada, no mentor achieved the cult figure status of
Stieglitz.. Instead, Canadian women photographers found their mentors closer to home.
Milliee Gamble (1887- unknown) began photographing in the summer of 1904, at the age of
17.. She had been given a Ray No. 1 camera by an uncle (Jones 1983: 22). Annie Grey McDougalll (1866-1952) first encountered photography through her brother-in-law Charles Millar,
ann amateur photographer. She bought her first camera from William Notman in 1888. Mc
Dougalll also received camera and darkroom instruction from the Notman Montreal Studioo (14).
Thee camera club was the center of much of the flurry of photographic activity at the turn
off the nineteenth century and was the primary support system for the amateur photographer.. It was not uncommon for well-established male professionals, including William
Notman,, to join camera clubs. The fear of lost business caused by amateur photographers
encouragedd many professional photographers to join camera clubs in order to exert their
influencee and make further business contacts (Robertson 1983 :i8). Most of the activities of
cameraa clubs were male dominated, but many amateur women photographers also wished
too gain access to the benefits derived from club membership. These included the use of
darkroomm and library facilities, lectures by prominent photographers and the opportunityy to exhibit their photographs and receive criticism about them (Gover 1988: 69).
Theirr interest in attending lectures and learning more technique conveys what archivist
Peterr Robertson refers to as "a certain Victorian desire for perpetual self-improvement"
(1983:: 23).
Byy 1890, camera clubs began to accept women both as a way to expand membership
andd to "create a more sociable atmosphere at meetings" (Jones 1983: 6). Female membershipp was often subject to restrictions, however, an example being having darkroom use
limitedd to daytime hours. The treatment of women in photographic associations such as
cameraa clubs reflected the gender-oriented world of late Victorian America and Canada.
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!00 See Koltun ed. (1983) for
thee catalogue for the National
Archivess of Canada exhibition.
PrivatePrivate Realms of Light, for t
definitee study to date of amateur
photographyy in Canada.

111 Photo-Secession was an organizationn of primarily American
pictoriall photographers that
existedd from 1902 to 1910. It was
aa "distinctive offshoot of the
Pictoriall movement that promoted
artt photography and allowed
forr darkroom manipulation of
negativess and prints using a
varietyy of graphic arts techniques.
Itt represented the elite among
photographicc societies and was
thee North American equivalent of
thee Linked Ring in Great Britain.
Womenn accounted for 21 of the
1055 members in the Photo-Seces
sion.. The eventual rejection of
commerciall photography by this
societyy caused its most celebrated
womann member, the professional
portraitt photographer, Gertrude
Kasebier,, to leave the group." See
Rosenblumm (1984: 95-97)122 See Gover (1988: 86-103) f° r
aa discussion of Stieglitz's role
ass mentor in the development
off women photographers in
America. .

Inn Canada the only club on record to make an issue of women's membership was the
Torontoo Camera Club, which debated the admission of women on November 18,1895 (Robertsonn 1983: 22). A motion to accept women members was approved at a special general
meetingg held one week later. At the annual general meeting of 1895-6, three women, Helen
Beardmore,, "Miss E. Lee and Miss McGraw," were added to the membership. It was not
untill 1902 that another woman, Mary Elizabeth McKeggie, was granted admission.
Thee Montreal Camera Club was formed in 1893 with Evelyn Johnston, a niece of the
Englishh pictorialist photographer J. Duley Johnston, as one of the early members. The club
statess in its charter: "The club shows a courteous spirit towards the fair sex, ladies being
eligiblee to membership and also to hold office" (Jones 1983: 7). Mrs. C. Lambert of Montreal
wass the only Canadian woman photographer included in Sidney Carter's "Photo-Club of
Canada"" exhibition in 1907 (Koltun 1983: 44). Sidney Carter, a leading Canadian pictorialistt and an associate member of the Photo-Secession in New York, had independently
organizedd and curated an exhibition of pictorial photography for the Art Association of
Montreall that was presented from November 23 to December 7,1907. The catalogue stated
thatt the exhibition was arranged by the "Photo-Club of Canada," a mythic entity created
att the suggestion of the secretary of the Art Association in case the exhibition was unsuccessful.. The exhibition was considered a novelty and was received favorably (55). The
cameraa clubs in Canada, at the turn of the nineteenth century, did provide a limited form
off support system for the small number of women who had the opportunity and resources
too become members. There is little documentation about support networks in Canada for
womenn photographers at the turn of the nineteenth century as compared to those functioningg during the same time period in the United States.
Pictorialism,, institutionalized by camera clubs, exhibitions and "salons," was the most
significantt movement in Canadian photography after 1900, slowly replacing the realism,
133 See Koltun ed. (1983:32-64)

which was popularized in the nineteenth century.'• As Koltun argues, it sought to beconr

forr an overview of Pictorialism

inn Canada.

r

J

°

°

sidered as an art form:
••
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Howeverr prominent, the pictorialists did not
dominatee the practice of amateur photographyy in Canada; this was reserved for the
so-calledd "straight" photographers who preferredd a more documentary style image.
Thee principal area of production for
thee amateur woman photographer was not
thee camera club with its exhibitions; instead,
itt was the creation of the family album. The
taskk of family archivist or keeper of the family
albumm traditionally fell to the women family
members.. These albums contained the familyy chronicle and collection of cartes de visite
thatt included well-known figures of the time.
Photo-historiann Alan Thomas describes the
familyy album "as a living social document...
uniquee in its concrete, visual record of worlds
off past experience" (1981: 43). As Pedersen and
Phemisterr have suggested:
Lookingg at phi1!.

rankingg
andfanc)) needlework. In fa I
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Mrs.. Wentworth Martin, Untitled,
(babyy in a wash tub) gelatin silver
print,, National Archives
off Canada, c 46940

writing
ommon

Mariannee Hirsch bases her analysis of the family album on their self-reflexivity "as a
practicee that produces and reproduces ideologies" (1997: 12). The ideology of the family
albumm was discussed in detail in Chapter One with regard to the amateur photographer,
Mattiee Gunterman, and her portrayal of life in interior British Columbia at the turn of
thee nineteenth century."
Photographss made by amateur women photographers are often straightforward
documentss of family and friends. Most of the subject matter offers a view into the privatee domestic environment and often displays intimate images that reveal much about
thee social history of the time. Family images, particularly those documenting children
andd their activities, are typical of this genre. In one such domestic image (Fig. 6.4) the
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144 See also Langford (2001^
discussedd inch.5.

photographerr mother improvised a studio setting by elevating the child in a tub onto a
chairr and, using a neutral wall as a backdrop, created a record of the bath-time ritual for
thee family album. It is ironic that in the attempt to get a "professional" studio look for
herr baby portrait, the mother ignores basic safety precautions and puts the child at considerablee risk by precariously balancing the tub on the chair. This image by an amateur
photographer,, identified only as Mrs. Wentworth Martin, is from a series in the collection
off the National Archives of Canada. Other images in the same series include such mundanee domestic snapshots as the baby in a pram, the baby in a chair and the baby with a
rockingg horse. All conform to a similar, basic composition and feature the child with one
simplee prop that relates to the activity being documented.

155 Although Madge Macbeth
iss identified by the National
Archivess of Canada as an amateur
photographer,, she was also a
professionall journalist. See Dean
andd Fraser (1991: 57).

166 This relates to the concept of
thee picturesque discussed in ch.5.

Somee women amateurs were more advanced in their photographic knowledge and had
theirr own darkrooms. Millie Gamble is a typical example. Between 1905 and 1920 she was a
teacherr who lived on Prince Edward Island. Her photographs of students and family offer
insightt into the day-to-day life of the island community. Typical of the simple facilities
usedd by women amateur photographers, Gamble produced pictures in a darkroom that
shee set up in her pantry and, after processing, washed prints outside to be at the pump
(Joness 1983: 23).
Onee of the strengths of work by women photographers was that much of it combined
straightforwardd records of everyday life and often documented contemporary news or
sociall issues. As a result, the work of women photographers was a frequent feature of popularr illustrated periodicals such as the Canadian Pictorial or the Canadian Courier. Despite
this,, even today these women are seldom accorded the status of professionals. Photographerr Madge Macbeth is exemplary. A frequent contributor to the Canadian Courier, her
superbb 1913 series of images of the Connaught races in Ottawa is now in the photography
collectionn of the National Archives of Canada. In that institution's catalogue, however,
Madgee Macbeth is described as an amateur photographer.15
Whatt we would now consider tourist photography presented another popular arena of
production.. A journey into the countryside increasingly became a popular leisure activityy after the middle of the nineteenth century. Among these tourists were women artists
seekingg landscape as subject matter. Landscape painting, however, was seen as a luxury
commodityy in the capitalist economy of the nineteenth century. Photography appeared to
bee the logical alternative as it made the production of landscape imagery more accessible
(Cherryy 1993:165-6). Collecting of photographic views of landscape was a popular pastime
forr the ever "-acquiring" Victorian. Indeed, what became the conventions of pictorial photographyy derived largely from an attempt to create a kind of idealized view that could be
createdd by painters.'6
Touristt photography was, however, less accessible to women because of the attitude of
Victoriann society toward women travelling alone. In her book Spinsters Abroad: Victorian
LadyLady Explorers, Dea Birkett describes the challenges encountered by women who wished
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too travel, both in society and on actual journeys. Birkett cites a verse published in Punch
(1839)) that neatly encapsulates the societal restrictions on women travellers that were to
prevaill throughout the age:

Men,, "privileged by the social organization of bourgeois masculinity," found it easier to
travell freely (169).
Latee nineteenth-century technical improvements, such as the pocket camera and roll
film,, allowed tourists and travellers to more easily make visual records of their journeys.
Inn 1906 Henrietta Constantine, who often traveled with her spouse, a member of the North
Westt Mounted Police, admitted being a "Kodak-fiend — though I only began last June."'7
Constantinee produced postcard-size photographs probably using a convenient No. 3A
Foldingg Kodak camera (52).
Inn Chapter Five, I analyzed the photograph albums of Etta Sparks and Ruby Gordon
Peterkinn made during the First World War. These albums include both tourist shots and
documentss of the Canadian army hospitals where these women were stationed as nursingg sisters. Both used the camera as a tool to frame and thereby establish control over
aa place foreign to her.'s They also both made photographs while holidaying away from
theirr stations. Koltun confirms that "exotic locales and inhabitants" were a popular subject
forr amateur photographers (53). Koltun cites the example of Geraldine Moodie, who photographedd the Inuit in the Hudson Bay district of the Canadian North. Once again, Moodie
iss positioned as an amateur instead of the professional photographer that she was.1"
Womenn were successful as photographers who documented the private sphere. They
weree able to record everyday life and then edit it into photo albums thereby creating their
ownn visual narrative of their lives. They created family archives that maintained a record
off the family memory. Art historian and founding director of the Canadian Museum of
Contemporaryy Photography, Martha Langford, considers the photography album to functionn as a "pictorial aide memoire to recitation, to the telling of stories" (2001:5). The camera
thuss made available to women a socially accepted form of self-expression that permittedd them to tell their own family stories. As many of these personal albums have become
publicc through their inclusion in collections such as the National Archives of Canada, it is
noww possible to access significant numbers of these to read these images as cultural texts
thatt contain much information about the lives of the women who made them.
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177 Henrietta Constantine in a letter
too Edward Deville. dated March 27,
19077 (National Archives of Canada,
RGG 15, C2, file 1667) cited in Koltun
(1983:309). .

188 See Dern and Fraser (1991:70)
forr reference to the Irene Peterkin
collectionn in the Manuscript
Divisionn of the National Archives
off Canada (MG 30, E160). Letters
too Irene from her sister, Ruby G.
Peterkin,, detail the living and
workingg conditions in the Canadiann medical stations in France
andd Greece during World War I.
Referencess include the difficulty
off acquiring film and darkroom
suppliess while stationed overseas.
199 This issue is also addressed in
ch.2andch.. 4.

WOMENN AS PROFESSIONAL PHOTOGRAPHERS
T H I SS SECTION FOCUSES ON ISSUES OF CONTEXT and production as they pertain to

professionalprofessional women deemed to be photographers in Canada in the late nineteenth and
earlyy twentieth centuries. This discussion is informed by Cherry's study of professionalismm and women painters in Victorian Britain (1993). Cherry argues that professionalism
wass a new form of identity for women artists in nineteenth-century Britain that became
attainablee as new institutions were formed for middle-class occupations in addition to
thee older professions of law, medicine and the church. Nevertheless, according to Cherry,
itt was still a struggle for women to become professional:
rovided d

Althoughh only a marginal presence, women were active as professional practitioners of
photography.. As early as 1841, only a few months after the introduction of photography
inn North America, Canadian newspapers published advertisements for Mrs. Fletcher,
"Professorr and Teacher of the Photogenic Art" who claimed she was "prepared to execute
Daguerreotypee Miniatures in a style unsurpassed by an American or European artist."'"
200 The Montreal Transcript (n
Septemberr 1841) cited inGreenhill
Ralphh Greenhill states that Mrs. Fletcher, while not the only woman photographer during
(1965:23). .
thee daguerreotype era in Canada, was probably the first (1979: 24)." Unfortunately, only
211 The International Centre for
PhotographyPhotography Encyclopedia ofadvertisementss for her work have survived. As it was not common practice for daguerreoPhotographyPhotography defines thedaguerre
otypee as the first practical process
typistss to sign their work, no identified Fletcher daguerreotypes exist (Jones 1983:5).
off photography invented by L.J.M.
Womenn photographers were credited by society as better representing children and
Daguerree in 1839. The daguerreo
typee was a delicate direct positive
familyy groupings and were considered to have greater patience and more sensitivity with
imagee produced on a copper plate
withh a silver coating. Standard
children.. Many Victorian women photographers, like painters of this period, maintained
wholee plate size was 61/2x8 1/2"
elegantt in-home studios that were meant to put the sitter at ease (Gover 1990: 30). The
butt more popular was the quarter
platee (3 1/4 x 41/4") that reduced
homee studio was a place and context allowed women by Victorian patriarchy and reflects
thee cost. (1984:129-132).
thee stereotyping prevalent in this society; such home studios were practical particularly
forr women as heavy equipment did not have to be hauled about and the photographer
222 The cabinet photograph was
couldd be available to her children (Jones 1983: 6).
largerr than the cartes-de-visite
andd became the new standard for
Ass Jones points out, women preferred to use either the carte de visite or cabinet card
studioo photography after 1866.
Itt was available in three sizes: 5
formatt for their photographs/' These images were printed on albumen paper, which
1/44 x 4", 5 3/4 x 4" or 6 x 4 1/4". All
allowedd for subsequent retouching and handcolouring. The commercial portraits of Mrs.
weree mounted on an embossed or
decoratedd card. See International
Amyy
James of Belleville exemplify the typical studio work of the 1860s, using as they do
CentreCentre of Photography Encyclopedia
ofof Photography (1984: 89).
artificiall props and painted backgrounds (Jones 1933: 5). For examples of such portraits,
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Amyy James, Untitled studio
portrait,, Belleville, Ontario c.1860,
(mann seated woman standing) gel
atinn silver print, National Archives
off Canada, PA 187547

seee Figs. 6.5 and 6.6. The images were printed as small cabinet cards designed to fit into
speciallyy made photograph albums. The poses were stiff and formal, more accommodatingg to the necessarily long exposures than to the comfort of the sitters. Women often
stoodd to show off their dresses as we see, for example, in Fig. 6.5. Women photographers
likee Amy James continued the formal posing used by their male peers.'! Props such as
chairss and tables were commonplace in professional photographs; they were used in an
attemptt to make the photographer's studio appear more home-like. Amateur women photographerss such as Mrs. Wentworth Martin adopted the use of props and backdrops in an
attemptt to make their photographs appear more professional. Mattie Gunterman, who
wass also an "amateur" photographer, albeit a particularly insightful and talented one, also
reliedd on props to create images for her family album.24
Occasionally,, women photographers recorded subject matter beyond the domestic
portraitt setting. One such exception was Mary Spencer (d.1938), the owner of the only
photographicc studio in Kamloops, British Columbia, who documented "one of British
Columbia'ss sensational historic events, the capture and trial of train robber Bill Miner in
1906"" (Cobb and Morgan 1978: 16). Spencer's photographic coverage of the event allowed
herr access into courtroom, where women were ordinarily barred. Photography allowed
herr to bend the rules of Victorian society toward the proper place for a woman to work.
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233 It was common practice duringg this period for commercial
photographerss to represent
themselvess as artists. A speech on
women'ss rights by Lucy Stone outlinedd in the Semi- Weekly Leader in
March,, 1855 presents the example
off a successful woman photographerr who became a "daguerrean
artist"" and "ere long was earning
thousandss of dollars by her
profession"" Koltun (1978:262).
244 For discussion of Gunterman's
usee of props see ch. 1 and ch. 2.

MRS.. AMY JAMES,
BclKritie,, C. w

255 See Rooney (1981) for research
establishess that Watson was a
professionall photographer.

Thee earlier section on amateur photographic practice confirms that women were able
too subvert the prevailing negative attitudes of the age toward women travellers. Edith
Watsonn (1861-1943) was a freelance photographer who travelled throughout Canada from
thee mid 1890s until 1930. Her subjects reflected a broad range of Canadian society: rural
Quebecc in 1910, Doukhobours in 1911, Mennonites on the prairies and clam diggers in
F I G U R EE 6 . 6
Capee Breton. Her work appeared in a variety of Canadian publications, thus situating
Amyy James, Untitled studio
herr is as professional rather than an amateur. Edith Watson, like Geraldine Moodie, has
portrait,, Belleville, Ontario
c.1860,, (woman standing) gelatin
beenn marginalized as an amateur in major publications such as the National Archives of
silverr print. National Archives of
Canada,, PA 187552
Canada'ss major exhibition catalogue on the practice of amateur photography in Canada,
PrivatePrivate Realms of Light: Amateur Photography in Canada, 1839-1940." This marginalization
confirms,, once again, the need for the re-positioning of Canadian women photographers
activee at the turn of the nineteenth century.
Cherryy comments that women often became involved with painting in Victoriann times simply because it was the family business (1993: 19). As noted by William C.
Darrah,, American photo-historian, this was true too for photography as a family businesss was also an entrance to this medium for women (Cited in Pederson and Phemister
1990:: 97). Joining the family business was an acceptable entry into the public domain fora
Victoriann woman. In contrast, unless she was in a partnership established through
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familyy or marriage, a woman running her business
independentlyy was not perceived favourably by society.. Partnership with her spouse or a brother, however,
madee a woman's involvement in commercial photographyy acceptable:

(liter.. i;

Elsiee Holloway (1882-1971) became interested in photographyy through her father, an enthusiastic amateur.
Afterr his death in 1906, Elsie and her brother Bert publishedd a book of their father's photographs entitled
ThroughThrough Newfoundland with a Camera. In 1908, the siblingss opened the Holloway Studio, a business that soon
developedd a reputation for its portraits of children.
Elsiee continued the business after Bert's death in the
Firstt World War (Jones 1983:27).
Itt is notable that in addition to Mrs. Fletcher,
whosee advertisement in 1841 is mentioned earlier,
Greenhill,, in his examination of nineteenth-century
photography,, mentions only two other women photographerss and positions both in context with their
spouses.. The first reference is to a Mrs. Miller who operated a photographic studio with
herr partner in St. Catherines c. 1865, producing popular cartes de visite images in vogue
inn the mid-nineteenth century (Greenhill 1979: 32). The second is "Mr. and Mrs. Maynard,
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Hannahh Maynard, Sprays from the
thee
best known nineteenth-century photographers in British Columbia" (56). Hannah
GemsGems Fountain, composite photograph,, 1880, Provincial Archives of
Maynardd is the subject of her spouse's photograph discussed earlier (Fig. 6.3). The marital
Britishh Columbia, Victoria
SOURCEE Wilks,Clara Weissman,
partnershipp was for Victorian women an easier transition into the business world than
TheThe Magic Box: The Eccentric Genius
attemptingg to run an independent business. The price, however, was that the woman's
ofof Hannah Maynard. (Toronto
1980)) p. 24
contributionn was often marginalized by their spouses.
Hannahh Maynard, however, was the exception, becoming in her own right one of the
mostt prominent Canadian professional photographers of the period. She is a subject of
considerablee interest because of her eccentric photographic montages and her multiple
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266 For further details on Maynard
seee Watson (1992), Weissman
Wilkss (1980) and Wolheim
(1981:35-36). .

277 See Weissman Wilks (1980) for
ann excellent series of reproduction
off the little gem greeting cards by
Hannahh Maynard.

exposuree self-portraits." Maynard's unique professional
stylee can be better understood by considering the "little
gem"" greeting cards that she sent to mothers of all the childrenn whose portraits she had made over a previous year.'7 A
particularlyy striking example is the Gem Fountain (Fig 6.7)
datedd 1880, although it was likely made some ten years later
(Wiessmann Wilks 1980: 24). This photographic collage featuress some 60 babies floating on hand-pain ted clouds against
aa black background above a "fountain of youth" centerpiece.
Thee text at the bottom of the card reads "Sprays from the
Gemm Fountain" with lettering remarkably having been composedd from the faces of over 5,000 children. A detail of the
fountainn of youth centerpiece features a number of small
boyss who pour water and more floating babies into a reflectingg pool below (Fig.6.8). The little boys photo sculptures
thatt Maynard created by dusting children with rice flour and
thenn posing them like small classical sculptures. The fountainn itself is constructed from lilies that are visual references
too Maynard's own daughter Lilly, who had died in childhood
(24).. The entire effect of the cards is rather grim, particularly
iff one considers the rate of infant mortality at the time. Yet
whilee dark, they are also fascinating, as the viewer is pulled
inn to examine the thousands of tiny faces.
Maynard'ss self portraits are no less remarkable, often
emphasizingg a playful technique of multiple exposure. The
examplee presented in Figure 1.10 shows three "Hannahs," as
aa visual pun depicting "me, myself and I." The first "Hannah"
iss a conservative Victorian lady pouring tea in the approved
manner.. The second looks straight into the lens, her gaze directly meeting that of the
spectator.. And in third version, "Hannah" a trickster,, who pours tea down on the second
Hannah'ss head.
Occasionally,, women established themselves independently as professional photographers,, although this was rare because a fundamental requirement was having a sufficient,
independentt income. One example is Rossetta E. Carr (active 1883-1897), a professional
photographerr who by herself successfully operated The American An Gallery in Winnipeg
fromm 1883-1897. Set up with $4,000 capital, her studio, specializing in portraits of
children,, soon became the largest photographic business in the city. By 1886, her
estimatedd annual income was between $10,000 and $15,000 (Jones 1983: 12). The
significancee of her photographic practice was confirmed when Carr's work was cited as
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Hannahh Maynard, Sprays from the
GemsGems Fountain, detail, composite
photograph,1880.. Provincial
Archivess of British Columbia,
Victoria a
SOURCEE Wilks, Clara Weissman.
Thee Magic Box: The Eccentric Genius
ofof Hannah Maynard. (Toronto
1980)) p. 23

ann example of the progress of the city's "civilization" by the local newspaper, Town Talk,
inn 1890.'*
Evenn more rarely, a woman could work her way up from photographic assistant to
photographerr with a studio of her own. Gladys Reeves (1890-1974) was one of the few who
establishedd herself in this manner. Hired first as a receptionist with a salary of S15 a month
andd later as a photographic apprentice, Reeves worked for photographer Ernest Brown in
Edmontonn for 15 years before she opened her own studio, The Art League, in 1920 (Jones
1983:: 21). Reeves stated in an interview in 1966:

Moree usually women interested in photography were employed as support staff: receptionists;; secretaries; dressing room attendants; darkroom assistants helping to retouch,
handcolourr and frame photographs. William Notman and his sons operated their Montreall studio for almost 75 years and employed over 400 workers of which a substantial
numberr were women, as was revealed by research conducted on the studio wage books
byy photo-historian Stanley Triggs."' An example of one such employee is Miss Bell (Figuree 6.1). When these records began in 1864, only one woman employee, a Mrs. Burns, was
recorded.. As Triggs notes, however, this quickly increased:
thirdd of
11

Thee wage book did not identify individuals by occupation, but Triggs states that their
positionss were always secondary and that the actual photographers in the Notman Studioss were always male (115).
Likee Notman, women photographers running their own businesses also hired other
womenn as assistants. Rossetta Carr employed two women on the staff of her Winnipeg
studioo (1883-1897), Miss E. W Ingo and Miss R. S. Miller. Elsie Holloway also employed two
women,, Mabel Pittman and Mary England (Jones 1983: 13). Thus both male and women
photographerss recognized that there were definite advantages to be gained by hiring
womenn in certain roles.
AA favoured job for a woman was as a receptionist, as this position was considered
too require the recognized womanly virtues of charm, hospitality and cleanliness (Gover
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288 Town Talk, Vol. 1. N0.1 (Winnipegg 22 March 1890) cited in Jones
(1983:13). .

299 William Notman was consideredd one of Canada's most
significantt early photographers.
Forr details on the Notman Studios
inn Canada and the United States,
seee Ann Thomas (1979), Triggs,
(1985)) and Halletal (1993).

F I G U R EE 6.9

Hannahh Maynard, Self Portrait
pouringpouring tea, c.1894, multiple
exposure,, Provincial Archives of
Britishh Columbia, Victoria
SOURCEE Wilks, Clara Weissman.
TheThe Magic Box: The Eccentric Gen
ofHannah ofHannah
Maunard.Maunard. (Toronto 1980) p. 9

1988:: 28). Women receptionists were considered integral to a successful photographic
business.. It was their job to smooth the way for the photographer by creating a home-like
atmospheree for clients:
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Womenn were also often employed to handcolour photographs in watercolour, oil or Indian
ink.. An example is Mrs. W.K. Sargent's advertisement billing herself as an experienced and
accuratee colourist of photographs in an advertisement in The Globe in 1858 (Koltun cited in
Pedersenn and Phemister 1990:108).
Littlee is known about the conditions under which these women support staff worked,
althoughh generally they seem to have been assigned minor or hazardous jobs such as
workingg in the darkroom and exposure to photographic chemicals many of which we
noww know to pose serious health concerns. In extreme cases, such conditions proved to be
fatal.. In 1897, Elizabeth Archibald, a studio assistant for ten years in William Topley's studioo in Ottawa, died at age 31 with her family suspecting the cause of death to be prolonged
exposuree to photographic chemicals in poorly ventilated darkrooms (109).
Similarly,, in large factory businesses such as Kodak, much of the preparation of photographicc materials, retouching of negatives, finishing and mounting of photographs was
donee by women workers (Pedersen and Phemister 1990:108). Despite the fact that women
weree employed in the photographic industry, there was little "revision of the widely held
ideass about women's scientific ineptitude and inability to cope with complex technology"
(109).. This reinforced the societal expectation that woman be the helpmate rather than
thee instigator of activities like photography. And yet, despite this attitude, for women in
Canadaa at the end of the nineteenth century, photography was a socially sanctioned activity,, one they were free to indulge, provided that that in so doing they not contravene the
constraintss imposed on them by Victorian society. It should not be surprising then, that
photographss of the time made by women are primarily images of family and friends made
forr the family photo album. In keeping with this prevailing attitude too, for those women
seekingg to work professionally in the field, employment was generally to be found only in
supportingg roles, such as darkroom assistants or photo-retouchers.
Forr the few who were able to reach beyond the bounds of societal expectation, photographyy became a source of empowerment. By the beginnings of the twentieth century,
womenn were increasingly using the camera as a form of self-expression, developing an
identifiable,, feminine voice. Photography, in the words of Gover, "gave a woman room to
findfind her own identity while remaining close to the hearth" (1988: 32). Geraldine Moodie,
forr example, owned and operated several professional studios while raising six children.
Thee work of the women photographers selected has been specifically cited in the chapters
off this study as examples of these new readings of photography as a gendered social practice.
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Conclusion n

LETT ME NOW RETURN ONCE MORE to the words of Lady Elizabeth Eastlake and the

twenty-firsttwenty-first century, revisionist, feminist art historian Griselda Pollock. Pollock argues
thatt art is a form of social practice through which identity is constructed. Lady Eastlake
commentedd on the democracy of the photographic image at the turn of the nineteenth
centuryy and confirmed that photography was a commonplace activity, a social practice
accessiblee to most women.
Mattiee Gunterman, Geraldine Moodie, Ruby Gordon Peterkin and Etta Sparks exemplify
fourr women who used photography as a social practice at the turn of the nineteenth centuryy in Canada. Informed by theory drawn from cultural analysis, evidence from textual
readingss of photographs and biographical details, this study has positioned these women
ass photographic practioners and examined their use of the medium to establish and re-sign
identity,, despite the patriarchal discourse by which they were surrounded. As part of the
analysiss of change from amateur to professional photographic practice, the photograph
albumss of Mattie Gunterman were read as personal narrative, and the photographs of Geraldinee Moodie were analyzed with regard to the positioning of self in relation to the other.
Ann analysis of the albums of the Nursing Sisters Peterkin and Sparks as representational
discoursee showed how photography helped situate their professional identity as nurses
ass well as ground them while stationed overseas. This analysis concluded that the change
fromm amateur to professional allowed women to move from the passive role of consumer
andd product of photographic images in the domestic sphere to the more active role of
producerr in both the private and public domain. Women were able to overcome their marginalizationn and played a significant role in the development of photography in Canada.
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Despitee the fact that only Moodie had made the transition to professional photographer,, there are similarities between the four women and their photographic practices.
Nonee of the four used the then popular, romantic, pictorialist techniques when making
theirr photographs, preferring instead to make more straightforward images. In all cases,
thesee women used photography as an instrument to situate themselves. All four women
usedd the concept of framing identity to construct photo albums, but for different reasons.. These differences highlight the diversity of the representational discourse possible
throughh the creation of the photo album. For Gunterman, the family album was a means
byy which she could re-sign herself and retell her narrative. It also served as a document
off their pioneer lifestyle that she could pass on to her son. Moodie made photo albums
off her Aboriginal subjects in order to position herself as professional. She sent copies of
thesee albums to important cultural institutions such as the British Museum in London
wheree the Canadian copyright collection was housed. Peterkin appears to have made her
albumm for herself to chronicle her wartime memories and document her professional role.
Sparkss also collected images in her album as a wartime memoir but, sadly, her album took
onn a further role. It returned to Canada when she did not. Her album of photographs gave
Sparkss a voice, even after her own was silenced.
Womenn at the turn of the nineteenth century practiced photography with society's
approval,, provided they stayed within the domestic sphere. Gunterman, Moodie, Peterkin
andd Sparks all challenged these limitations by going outside to photograph in the publicc domain. Gunterman used the landscape as a metaphoric background in many of her
self-portraitss and family narratives. Moodie, although an established professional with a
commerciall studio, went into the North to document the Inuit. Peterkin and Sparks travelledd across an ocean and chronicled their wartime experiences. Photography also allowed
bothh Gunterman and Moodie to establish inroads into their respective communities and
providedd an outlet from their domestic responsibilities when they were also called upon
too record significant community social events.
Thee primary difference in their imagery is their subject matter and the way in
whichh they approached photography. Gunterman, influenced by theatre and the symbolicc props and backdrops of professional photographers, carefully staged all her
photographss to create a family narrative. These images were intended for a private
audiencee of family and friends. The elegant family portrait staged in a formal Japanese
gardenn in San Francisco (Fig. 1.5) shows the level of visual sophistication that Gunterman
achievedd with her imagery. Moodie took full advantage of her privileged access to the
Canadiann Arctic to create compelling portraits of the Inuit. Her images extended theboundariess of the photographic canon that deals with "Native-ness" beyond the pictorialist
approachh of Curtis or the overtly commercial renditions of Ross. My study focused on
thee analysis of her images of Aboriginal women, particularly her portraits documenting
thee mother and child relationship that previously had only received attention of a more
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biographicall nature. Previously restricted archival material was used to raise and inform
questionss about her photographic practice. Moodie strategically placed her images in
majorr collections and sold or gifted them to high-ranking officials in order to make connectionss that would further her professional career. One of the aims of this study has been
too re-position Moodie as a professional photographer rather than a marginalized amateur. .
Thiss is the first Canadian study to apply the techniques of cultural analysis to the work
off early Canadian women photographers. For this reason, it opens up a variety of possibilitiess for new inquiry that are beyond the scope of one study. Fresh lines of inquiry include
furtherr analysis of all four women's work. For example, Gunterman's strong relationship
withh nature, evident in her self-portraits, should be considered in relationship to the large
bodyy of landscape photographs she made. To date, little has been published about Victoriann women landscape photographers, and the practice of landscape photography has
untill recently been viewed as an almost exclusively male domain. The research for this
studyy produced the names of dozens of women photographers and prompted the examinationn of countless images before the final four women were selected. By focusing on the
turnn of the nineteenth-century photographic practices of women, this study provides a
substantiall foundation for further revisionist research into the activities and accomplishmentss of Canadian women photographers.
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Biographicall Sketches

Thesee biographical sketches are meant to give the reader a brief background of each of the
fourr women whose work I analyzed in my case studies. It was not my intention to provide
theirr complete biography but instead to outline some pertinent details from lives that are
relevantt to my study. This information was collected from a number of sources including
archivall records, interviews, books, letters, interviews and catalogues.

MATTIEE GUNTERMAN (1872-1945)
Mattiee Gunterman was born Ida Madeline Warner in the spring of 1872 in La Crosse, Wisconsin.. Little is known about her family or childhood except that she was considered to be
aa "delicate child" and was raised by her widowed grandmother, Mary Arnold. Maintaining
herr health was a constant struggle for Gunterman that affected her life and significantly
influencedd her photographs. She learned to photograph from an uncle while still a teenagerr living in Wisconsin. After finishing school in 1889, at the age of 17, she moved to
Seattle,, Washington, where she found work as a hotel maid and, within 12 months, had
marriedd Will Gunterman, a mild mannered candy maker. Their only child, Henry, was
bornn the following year. In 1886, Gunterman's health deteriorated, necessitating a move to
aa drier climate. Seeking a better place to live, in the spring of 1887 the family travelled on
foott to eastern Washington. They camped along the way, and by the end of the summer her
healthh had dramatically improved. Gunterman also took this opportunity to photograph,
recordingg her adventures in the wilderness; however, the return to Seattle in the autumn
broughtt back her old health problems. That winter Gunterman spent time improving her
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photographicc skills and looking for a new home for herself and her family. She eventually
settledd on Thomson's Landing (later known as Beaton) in British Columbia, where a cousin
alreadyy lived. The family relocated there in 1898, walking the entire way — a journey
off over 600 miles. They were able to find employment cooking in the logging camps,
yett somehow, Gunterman still found time to photograph. She created extensive family
albumss in duplicate, one for herself and one for her son, Henry, who was the centre of
Gunterman'ss universe and found his way into many of her photographs. Gunterman used
herr photographic skills to establish herself in her new community by photographing
aa variety of local events, ranging from masquerade parties to open air picnics. Unusuallyy at the time for a woman, Gunterman also made photographs of the landscape. By
19133 Gunterman's photographic productivity had cut back significantly, and she switched
herr camera equipment to smaller more portable roll film cameras. In the years that
followed,, the family's economic situation became increasingly difficult, and Guntermann was seldom able to make any photographs at all. She died at her home in Beaton on
Junee 18, 1945. Photographer Henri Robideau has chronicled Mattie Gunterman's life in
hiss book, Flapjacks and Photographs, The Life and Times of a Pioneer Camp Cook and Photographergrapher (1995).

GERALDINEE MOODIE (1854 1945)
Geraldinee Moodie (nee Geraldine Fitzgibbon) was born in Toronto on October 31,1854. Her
maternall grandmother was the celebrated Upper Canada writer Susanna Moodie, and her
greatt aunt was Catherine Parr Traill, another accomplished writer. It is not known how
orr where Geraldine Moodie came to photograph, although most women at that time in
Canadaa were either self-taught or instructed by family members. While visiting England
inn 1878, she met and married a distant cousin, John Douglas Moodie (J.D.). Two years later,
thee couple emigrated to the Canadian west, settling as farmers near Brandon, Manitoba.
Bothh Moodies were interested in and practiced photography.
Inn 1885, after the outbreak of the Second Riel Rebellion, the Moodie family, with their
threee children, returned to Ottawa where J.D. Moodie took up an appointment with the
Northh West Mounted Police (NWMP). Over the next six years, the Moodies were posted to
variouss locations through out the Canadian West — Calgary, Medicine Hat, Lethbridge
andd Maple Creek. Geraldine Moodie's extraordinary balancing of a professional career
withh her family of six children is striking. Her professional photographic career was a
significantt part of her life. Even after the lengthy illness and death of a son in 1895, she continuedd to operate her photography studio. Photography not only gave her the opportunity
too have an independent career while J.D. Moodie was away on his numerous excursions
andd exploratory missions, it also allowed her the flexibility to raise her large family at the
samee time.
i8g g

Ass with Mattie Gunterman, photography provided a significant outlet from domestic
responsibilitiess and gave Moodie an entry into the variety of new communities in which
shee found herself. Geraldine Moodie's social position in the community was also establishedd byJ.D.'s position as an officer in the NWMP. AS J.D. Moodie rose in the ranks of the
force,, Geraldine gained access to an ever-broader variety of events in both the Euro-Canadiann and Aboriginal communities of the early Canadian Northwest. Geraldine Moodie's
successs as a professional photographer increased as she took full advantage of the opportunityy given by her position to promote herself to government officials. It was through
thesee contacts that she was granted a number of significant commissions.
Byy 1891, the Moodie family had finally settled in the prairie town of Battleford, NWT,
wheree they remained for five years. During this period, Geraldine Moodie ran a successfull commercial studio and took many photographs of daily life on the frontier. Moodie's
imagess included portraits of the NWMP, townspeople and the Plains Cree of the area. She
wass interested in recording the life of Native people and made photographs of the sacred
Nativee ceremony known as the "Thirst dance." In 1896, J.D. was re-posted to Maple Creek,
andd Geraldine immediately re-established photography studio.
Byy 1904, J.D. Moodie was appointed Governor of the Hudsons Bay district that took in
muchh of the Canadian Arctic. He held this position for six years. Geraldine accompanied
himm into the North abroad the ship, Arctic, and remained with the mission for one year,
creatingg an impressive body of photographs. She set up a darkroom aboard ship and did all
herr own printing and processing while they were traveling. She made a second trip to the
Northh in 1916-17. Supt. Moodie retired in 1917, and the couple moved back to Maple Creek
wheree they operated a ranch for several years. In 1933, the Moodies moved to Duncan, BC.
Geraldinee Moodie died on October 4, 1945 at the home of her granddaughter, Geraldine
Perceval,, the Countess of Egmont, near Midnapore, Alberta. Geraldine Moodie's complete
biographyy is detailed in Donny White's In Search of Geraldine Moodie (1998).

NURSINGG SISTER RUBY GORDON PETERKIN (1887 1961)
Rubyy Gordon Peterkin was born in Toronto on September 1, 1887. In 1911, she graduated
fromm the Toronto General Hospital as a professional nurse. She enlisted in the army in 1915
andd served in Canada, Britain, France and Macedonia. She was discharged in 1918 as being
unfitt for service having developed pulmonary tuberculosis. She was invalided to England
andd then later back to Canada to a sanatorium for recovery. Peterkin was decorated with
thee 1914-15 Star, the British War Medal and the Victory Medal. Her photographs and letterss describe the living and working conditions she experienced in the medical hospitals
wheree she was stationed. In 1920, she married Dr. Hugh Alexander McKay, who served in
thee Canadian Medical Corps and later in various psychiatric hospitals in Ontario. McKay
diedd in 1935. Peterkin died in Georgetown in 1961 at the age of 73.
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Rubyy Gordon Peterkin's 304 photographs, together with some letters that she wrote
too her sister, Irene, are buried deep in the National Archives of Canada. 1 only learned of
Peterkinn through a casual conversation with Peter Robertson, the now retired, National
Archivess photo archivist who is a recognized authority on military photographs. To the
bestt of my knowledge, these images have never been published or written about before.

NURSINGG SISTER ETTA SPARKS (1879 1917)
Ettaa Sparks was born in Britannia Village, Ottawa, Ontario on May 25, 1879. She was the
daughterr of John Sparks and Jane Bradley. She had one sister, Annie, who died in 1906.
Herr great uncle was Nicholas Sparks, who played a key role in the development of Bytown,
whichh later became Ottawa, the capital of Canada.
Sparkss trained as a professional nurse in Boston and Canada prior to the outbreak of
Worldd War I. She enlisted in the Canadian Nursing Division on May 5, 1915, and served
withh distinction in the United Kingdom, France, the Dardanelles and Egypt. She served
withh the Canadian Overseas Expeditionary Force.
Herr album contains 145 photographs of personnel and activities at No. 5 Canadian
stationaryy hospital in Cairo, Egypt. Also included are views of Cairo, Memphis, the pyramidss and the Nile River. Many of the images are only partially identified. A note in the
filefile speculates that this might possibly have been because she died from cancer before
beingg able to complete the task. The final pages of the album document a trip to a cemeteryy and feature arrangements of photographs showing wooden crosses marking the
gravess of fallen Canadian military service personnel. These final pages are a sad narrative,
propheticc of Spark's own eminent death. The album concludes with seven blank pages.
Sparkss died from cancer in active service on August 20, 1917, in the Kitchener Military
Hospital,, Brighton, England. She was 38 years old. She was remembered with affection
ass a positive, cheerful personality by her own colleagues who created a memorial in her
memoryy in a cemetery in Brighton, where she is buried.
Whatt little is known about Etta Sparks comes from her file at the National Archives of
Canadaa and her military service records. There is no documentary evidence that Sparks
herselff was a photographer or even owned a camera yet, during her short military service,, she maintained an album of remarkable images, although from what source there is
noo record. As with Peterkin, I was introduced to her album by the photo archivist Peter
Robertson.. Included with her album of photographs at the Archives is a brief biographical
notee written by an E. Taylor, who is identified as a historian with the Britannia Women's
Institute.. To date, there have been no other publications about her.
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:ntt 2 Samenvatting
Inramenn van Identiteit: Sociale Toepassing van Fotografie in
Canadaa (1880-1920)

M I J NN S T U D I E O N D E R Z O E K T H O E C A N A D E S E vrouwen fotografie gebruikten als een

socialee toepassing om identiteit vast te stellen. Meer specifiek onderzoekt het de
fotografischee praktijk van vier vrouwelijke fotografen die leefden rond de eeuwwisseling,
Mattiee Gunterman (1872-1945), Geraldine Moodie 1854-1945), Ruby Gordon Peterkin
(1887-1961)) and Etta Sparks (1879-1917). Vanuit een revisionistisch oogpunt betoog ik dat
fotografiee een sociale toepassing is die door vrouwen, professioneel en amateur, werd
gebruiktt als een hulpmiddel om identiteit te onderzoeken en vast te stellen.
Dee Introductie: Fotografie. Vrouwen en Identiteit definieert fotografie als een sociale toepassingg en onderzoekt hoe vrouwen niet alleen fotografische beelden maakten maar ook
fotografiee gebruikten als een vorm van spraak om sociale onderwerpen weer te geven. Het
belangg van visueel lezen en schrijven en mijn methoden om foto's te lezen als verhalende
tekstenn worden geïntroduceerd. Daarnaast wordt een overzicht gegeven van theoretici op
cultureell en fotografisch gebied uit wiens werk wordt geput ten behoeve van de analyse
inn de volgende hoofdstukken. Het onderzoek voor deze studie is gevoed door een theoretischh kader dat wordt omvat door: Mieke Bal, Roland Barthes, Judith Butler, Deborah
Cherry,, Johannes Fabian, Griselda Pollock, Edward Said, Kaja Silverman, Gaytari Chakravortyy Spivak. John Tagg, Ginette Verstraete en Janet Wolff. De belangrijkste concepten
enn toepassingen, afgeleid van culturele analyses en onderwerpen gerelateerd aan identiteit,, geslacht, postkolonialisme, toerisme en reizen, worden in kaart gebracht. In de
volgendee hoofdstukken gebruik ik case studies van zowel amateur als professionele vrouwelijkee Canadese fotografen en geef interpretaties van hun foto's als bewijs van sociale
toepassing. .
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Inn Hoofdstuk 1, Uit de Albums van Mattie Gunterman situeer ik de foto's van Gunterman
alss een vorm van visuele verhalen binnen de context van het familiealbum en de praktijk
vann vrouwelijke amateur-fotografen. Ik interpreteer de relatie van Gunterman met Nature
enn laat zien hoe haar foto's functioneren als theater. In Hoofdstuk 2, De Noordpool Foto's
vanvan Geraldine Moodie worden Moodie portretten van Eskimo onderzocht in termen van
professionelee fotografische toepassing en verhandeling op de representatie van anderen.
Hoofdstukk 3, Inramen van de Verhalen van Mattie Gunterman onderzoekt zelfportretten en
hoee Gunterman haar fotoalbums gebruikte als een kader om een zelfbewustzijn bril te produceren.. Hoofdstuk 4, De Koloniserende Camera van Geraldine Moodie introduceert vragen
overr beelden van gemarginaliseerde mensen en de manier waarop de eerste bewoners van
Canadaa werden gerepresenteerd. Hoofdstuk 5, Ruby Gordon Peterkin en Etta Sparks: Foto's
vanvan Verre analyseert de fotoalbums van twee Canadese legerverpleegkundigen die waren
uitgezondenn tijdens de Eerste Wereldoorlog. Dit hoofdstuk beschouwt hoe identiteit
wordtt gecreëerd en behouden door fotografische documentatie van hun oorlogsdienstenn en het contrast met hun pittoreske toeristenkiekjes. Hoofdstuk 6, Van Amateur naar
ProfessionalProfessional presenteert een overzicht van de geschiedenis van vrouwen in de fotografie
inn Canada en onderzoekt verschillende aspecten van de interactie van vrouwen met het
medium:: als beoefenaars op een professionele en amateuristische basis, als "familie archivarissen",, als ondersteunend personeel in commerciële studio's en als fabrieksarbeiders
diee fotografische materialen produceren. Concepten van de mannelijke starende blik en
vrouwenn als teken worden gerelateerd aan de foto's die worden gelezen. Bovendien worden
dee gevolgen onderzocht van de overgang van de amateur naar professionele praktijk voor
vrouwelijkee fotografen.
Hoewell de fotografische praktijk van Canadese vrouwen enige aandacht heeft gehad,
wass die hoofdzakelijk biografisch van karakter en zelden kritisch. Deze studie verschilt in
diee zin dat het de foto's van deze vrouwen beschouwt als leesbare objecten die aspecten
onthullenn van de persoonlijke verhalen van hun makers. Hun fotoalbums worden geanalyseerdd als de syntactische context voor deze representatieve verhandeling.

193 3

Abstract t
Framingg Identity: Social Practices of Photography
inn Canada (1880-1920)

MYY STUDY EXAMINES HOW Canadian women used photography as a social practice
too establish identity. Specifically, it examines the photographic practice of four, turn-ofthe-nineteenth-centuryy women photographers, Mattie Gunterman (1872-1945), Geraldine
Moodiee (1854-1945), Ruby Gordon Peterkin (1887-1961) and Etta Sparks (1879-1917). From
aa revisionist point of view, I argue that photography is a social practice used by women
professionalss and amateurs as a vehicle to explore and establish identity
Thee introduction Photography, Women St Identity, defines photography as social
practicee and examines how women moved beyond making pictorial images to using photographyy as a form of speech to represent social issues. The significance of visual literacy
andd my methods of reading of photographs as narrative texts are introduced. In addition,
ann overview is provided of cultural and photographic theorists to be drawn upon for the
analysiss in the chapters to follow. Research for this study is informed by a theoretical
frameworkk that includes Mieke Bal, Roland Barthes, Judith Butler, Deborah Cherry, Johanness Fabian, Griselda Pollock, Edward Said, Kaja Silverman, Gaytari Chakravorty Spivak,
Johnn Tagg, Ginette Verstraete and Janet Wolff. Key concepts and practices drawn from cul turall analysis and issues related to identity, gender, post-colonialism, tourism and travel
aree mapped out. In the chapters to follow, I use case studies of both amateur and professionall Canadian photographers and provide readings of their photographs as evidence of
sociall practice.
Inn Chapter One, From the Albums of Mattie Gunterman, I situate Gunterman's photographss as a form of visual narrative within the context of the family album and the practice
off amateur women photographers. I interpret Gunterman's relationship to Nature and
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showw how her photographs function as theatre. In Chapter Two, Geraldine Moodie's Arctictic Photographs, Moodie's portraits of Inuit people are examined in terms of professional
photographicc practice and discourse on the representation of other. Chapter Three, Framinging the Narrative ojMattie Gunterman, examines self-portraiture and how Gunterman used
herr photography albums as a frame to produce a self-aware spectacle. Chapter Four, The
ColonizingColonizing Camera of Geraldine Moodie, introduces questions about images of marginalized
peoplespeoples and the way in which Canada's First Peoples were represented. Chapter Five, Ruby
GordonGordon Peterkin and Etta Sparks: Photographsfrom Away, analyzes the photographic albums
off two Canadian army nurses stationed overseas during the First World War. This chapter
considerss how identity is created and sustained by the photographic documentation of
theirr wartime service and its contrast to their picturesque tourist snapshots. Chapter Six,
FromFrom Amateur to Professional, presents an overview of the history of women in photographyy in Canada and investigates various aspects of womens' interaction with the medium:
ass practioners on a professional and amateur basis, as "family archivists," as support staff
inn commercial studios and as factory workers producing photographic materials. Conceptss of "the male gaze" and "women as sign" are related to the photographs that are read.
Itt also examines the implications of the change from amateur to professional practice for
womenn photographers.
Whilee the photographic practice of Canadian women has had some attention, this has
beenn primarily of a biographical and rarely critical nature. This study differs in that it
considerss the photographs of these women as readable objects that reveal aspects of the
personall narrative of their makers. Their photographic albums are analyzed as the syntacticall context for this representational discourse.
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