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i i i  

bstract 

This thesis examines the practice of Etvo tum of the century wornen 

photographers, Mattie Gunterman and Geraldine Moodie. From a revisionist 

point of view, it argues that photography is a social practice used by women 

professionals and amateurs as a vehicle to explore and establish iàentiv. 

The Introduction provides an overview of cultural and photographic 

theonsts. Chapter One examines the impLications of the change from amateur to 

professional practice for women photographers. Chapter Two situates 

Guntennan's photographs as a form of personai narrative within the context of 

the famiiy album and the practice of amateur wornen photographers. Chapter 

Three examines Moodie's portraits of Native people in terms of professional 

photographic practice and discourse on the representation of Self and Other. 
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Preface 

The conceptual base for this thesis is a n  investigation of how women use 

photography to explore identity. It was developed in part from research. As 1 

searched through Canadian women's photography, 1 became aware of common 

issues and themes in women's images. It is also informed by my own 

photographic practice. 1 had for some tirne observed that m y  own work and that 

of other tvomen dealt ivith issues revolving around identity; self-portraits were a 

cornmon practice. Two women photographers, Mattie Gunterman and Geraldine 

bloodie were chosen because they are representative of the relationship between 

wornen and photography at the tum of the century in Canada. Mattie Gunterman 

is an example of the amateur tvho evplored identity through the creation of a 

famiiy album/ visual narrative. Geralduie Moodie represents how tvomen were 

able to establish a professional identity through the practice of photography. Lucy 

Lippard (1976) points out that the women's movement has given us a new 

freedom to approach art and criticism in a more personal, autobiographical way. 

if that seems caiied for. The choice of photographers was also a personal one. 

Geraldine Moodie lived and ran a successful commercial photographic studio in 

Batdeford, Saskatchewan from 1905 to 190G. My hometown of North Battieford is 

only a few miles away, just across the North Saskatchewan River. 1 had grown up 

~ 5 t h  Fort Battleford as the focus of my early studies of Canadian History. Mattie 

Gunterman's work was f W a r  as tveii through the Photographers Gallery in 

Saskatoon where 1 was an active member when the Gallery held the fxst 

exhibition of her work in the 1970s. 



Introd uction 

Photography, Women & Identity 

Not only do we have to grasp that a r t  is a part of social production, but we also have 
to realize that it is itseIF productive, that it actively produces meanings. Art is 
constitutive of ideology; it is not merely an illastration of it. It is one of the social 
practices through which particular vie- of the mr ld ,  definitions and identities for 
us to live are constructed, reproduced, and  even redefrned.1 

Photography has become a household word and a household want: it is used alike by 
art and science, by tove, business, and  justice; is found in the most sumptuous 
saloon, and in the dingiest attic-in the solitude of the Highland cottage, and in the 
glare of the London gin-palace-in the pocket of the detective; in the ce11 of the 
convict, in the folio of the painter and architect, among the papers and  patterns of 
the mil1 owner and manufacturer, and  on  the brave breast of the battlefield.2 

Although some revisionist work has been done in Britain and the United 

States to explain the role of women in the history of photography, Little has been 

pubiished about the role of women in photography in Canada. To date, the 

photographic canon in Canada described by Greenhill and B i n e U  is a patriarchal 

presentation featuring the exploits of male explorer/ photographers active in the 

public domain and Stanley Triggs' examination of the studio practice of FVïam 

N o m .  This thesis wüi examine how women, as photographic practitioners, 

created a ferninine voice / narrative through their visuai images, despite the 

patriarchal discourses by which they were surrounded. 1 will develop the 

argument that photographs by women at the turn-of-the-century were more than 

1. Griselda Pollock, Vision & Difference: Femininitv, Feminism and  the Histories of Art 
(London 1988), 30. 

2. Lady Elizabeth k t iake , l857 ,  in Beaumont Newhall, Photogra~hv: Essavs & Images 
Illusuated Readines in the Historv of Photo~raphv (New York 1980), 81, cited in Carol 
Squiers, The Critical Image: Essavs on Contemporarv Photowaph~ ( Seattle 1990), 9. 



simply pictorial studies. Their images can be seen as a gendered social practicd 

that explores/estabiishes female identity. This thesis will provide a revisionist 

presentation of women's contribution to the history of photography in Canada. It 

wiii dernonstrate that despite their rnarginalization, women played a sign5canc 

role in the development of photography in Canada and that through feminist 

intervention in the histones of art, their work can be analyzed as social practice. 

After compiiing a list of professional and amateur women photographers 

working in Canada from 1880 to 1920,I have chosen to e~arnine the lives and 

work of ~CVO, Mattie Gunterman (1854-1935) and Geraldine Moodie (1872- 

1945). These tvomen seive as case studies to illustrate aspects of the role of 

women in the development of photography in Canada; Gunterman wiU be 

considered as an amateur practitioner whüe Moodie wiLi be re-positioned as a 

professional . AFter establishing a context for each of the case studies, my thesis 

analyzes how photography served women as a tool for the exploration and 

establishment of iden tity . This analysis is infonned by a theore tical framework 

ivhich includes recent feminist art theory, cultural theory on post-colonial 

representation and current photographie cnticism. 

Chapter One, From Amateur to Professional: Contexts. Contacts and Codes 

of Production, examines the positioning. representation and contextualization of 

women in photography in Canada at the turn-of-the-century. This discussion 

focuses on the change from amateur to professional photographer and outlines 

3. Social practice is defined as an activity/ritual of society reflective of social history and 
used in this thesis to describe the process of photography rather than elevating the end 
product, the photograph, to the status OF an art object. 



the factors of resistance or marginalization whïch women photographers faced. 

The chapter is divided into two basic elements: amateurs and their entrance to 

photography, support systems and areas of production; and professionais and 

their context and production. Art historian Deborah Cherry's book Painting 

Women 4 provides a significant mode1 for this chapter through its examination of 

the rdationship between social history and the role of Victorian women in the arts 

as it pertains to the establishment of a professional identity. The work of C u l m a l  

theorist Marianne Hirsch informs the discussion of the famiiy aibum. 

Chapter Two considers identity and personal narrative in the images of 

Mattie Gunterman. Mattie Gunterman & The Familv Photonra~h Album examines 

the existence of and the necessity for alternative productions of personai 

narrative such as the family photograph album. Marianne Hirsch's essay, 

"Masking the subject: practising theory9's, as related to self-pornaiture and the 

creation of family albums, informs the analysis of the photographs by Guntennan. 

Issues of identiw and the public and private nature of portraime discussed in 

chis chapter are informed by the writings of art historian Richard Brilliant. The 

concepts of "male gaze" and "wornan as sign" are significant in the reading of 

Gunterrnan's visual narratives and are examined through the writings of John 

Berger, Elizabeth Cowie and Laura Mulvey. In his book Wavs of Seeing, 

published in 1972, John Berger presented the gaze as masculine, arguing that 

4. Deborah Cherry, Paintinp Women: Victorian Women Artists (London 1993). 

5. Marianne Hirsch, "Masking the subject: practising theoryn, in Mieke Bal & Inge E. Boer 
(eds.) the point of theow: practices of cultural analysis (Amsterdam 1994), 109-122. 



there is a gender difference benveen the "surveyor and the surveyed ... one might 

simplly this by saying men act and women appear."6 Feminist f h  theory 

presents a theoretical analysis of gaze/ spectatorship beginning with Laura 

Muivey's semiDai article, "Visual Pleasure and Narrative Cinema " (1975), -ch 

depicts patriarchal socie ty as being: 

. . .spli t between ac t ivehale and passive/fernale. The controlling male gaze 
projects its fantasy on to the female figure which is styled. in their 
traditionai exhibitionist role tvomen are simultaneously looked at and 
displayed, with their appearance coded for strong erotic and visual impact 
so that they can be said to connote to-be-looked-at-ness. 7 

Eiizabeth Cowie's founding theorization of tvoman as sign, developed in 1978, 

illustrates how tvomen have been reduced to visual icons/ signifiers of masculine 

desire. Other key cultural theorists cited in this chapter include blieke Bai, 

Deborah Cherry, Rozsika Parker and Gnselda Pollock. Photo-theonsts infonning 

this chapter include Roland Barthes, Pierre Bourdieu, H u a  Beloff, Estelle Jussim, 

Abigail Solomon- Godeau, Rosalind Krauss, Susan Sontag and John Tagg. 

Chapter Three explores the relationship benveen Self and Other, using as its 

subject the photographs of a marginalized group, Native people 8, taken by a white 

6 .  John Berger, Wavs of Seeinq ( London 1972), 4647. 

7. Laura Mulvey, "Visual PIeasure and Narrative Cinem%" reprinted in Art After 
Modernism: Rethinking Re~resentation, Brian WalIis (ed.) (New York 1984), 366. 

8. The terminology used to address Indigenous peoples in this thesis will reflect 
con ternporary usage which interchanges the following terms: Aboriginal, Native people, 
Indigenous people/ First Nations people. The term Indian wiil be used in a historicd 
context to reflect the image of Native people by non-Natives. I here acknowledge the 
direction of Professor Ruth Phillips, School for Studies of Art and Culture, Carleton 
University. See also Daniel Francis, The Imaeinarv Indian, The Image of the Indian in 
Canadian Culture, (Vancouver 1992), 9. 



woman, the representative of an other. This chapter entitled Geraldine Moodie: 

Self and Other analyzes the photographs of the Plains Cree of what is now North 

Central Saskatchewan taken by Geraldine Moodie, a white professional 

photographer with a privileged point of enw to the Aboriginal comrnunity. 

Moodie employed strategies to further her own professional career induding 

taking advantage of opportunities presented by her husband's position as a North 

West Mounted Police officer. Her approach is considered in relation to issues of 

post- colonial representation as raised by Lucy Lippard in the Introduction to 

Partial Recail, an anthology of essays by Aboriginal artists about photographs 

taken of their people. The discussion of issues of post-colonialism and 

photography is also informed by the following cultural theorists: Meke Bal, Trinh 

T. Minh-ha and Edward Said. Reading National Geoqra~hic (1993) by the 

sociologist, Jane Collins, and the anthropologist, C a t h e ~ e  LUE, also informs the 

reading/analysis of Moodie's photographs of Native people. Concerned with 

examuiing how "lines of sight" are evident in photographs of non- Western/ non- 

dominant cultures, Lutz and C o h s  argue that these images are not merely 

representations of the exotic Other but are important sites at ivhich many gazes 

intersect.9 The chapter "The Photograph as an Intersection of Gazes" is relevant to 

this thesis as it explores the significance of "gaze" for intercultural relations.io 

Lutz and Collins argue: 

9. Catherine A. Lutz and Jane L Collins, Reading National Geo~raphic (Chicago, l W 3 ) ,  1 87. 

10. ibid., 187. 



This intersection creates a cornplex, multi-dimensional object; it aîiows 
viewers of the photo to negotiate a nurnber of different identities both for 
themsdves and for those pictured; and it is one route by which the 
photograph threatens to break the frame and reveal its social context.11 

Photo-theorists drawn upon in this chapter include Roland Barthes, Esteile 

Jussim, Abigail Solomon-Godeau and Susan Sontag. 

The conclusion focuses on how Mattie Gunterman and Geraldine Moodie 

used photography as social practice. It compares and contrasts the photographic 

practices of Gunterman and Moodie and positions them as amateur and 

professionai respectively in context tvith the exarnination of women and 

photography in Canada at the turnof-the-century set out in the Introduction and 

Chapter One. 

Art as Social Prac tice 

This thesis is inforrned by the writings of feministl cultural theonsts 

Griselda Poilock, Deborah Cherry, and Janet Wolff. Important ground work \vas 

undertaken by the "fi~st  generationplZ of ferninist art historians who recovered 

and documented the names and biographical facts of tvomen artists and 

photographers in an attempt to resituate them within the history of photography. 

Pollock and Cherry are among the "second generation" of feminist art historians 

who have moved beyond the collection of data to the appiication of new 

11. ibid., 187. 

12. Thalia Gouma-Peterson and Patricia Mathews, "The Feminist Critique of Art  History", 
The Art  Bulletin, LXIX 3 (September 1987), 326-357. 



methodologies in analyzing women's art and to a deconstruction of structures 

used in mainstxeam art history.13 Griselda Pollock States that historical recovery 

in itself is insufficient.i4 Both Pollock and her colleague, art historian Rozsika 

Parker, argue that historical recovery must be part of a complete process that is 

accompanied by the deconstruction of existing discourses and practises of art 

history.15 This thesis goes beyond the mere historical recovery of photographs 

made by wornen at the tum-of-the-century to anaiyze and examine their work as a 

form of gendered social practice and is therefore written by a "second generation" 

feminist art historian. 

Central to Pollock and Parker's argument and to those of other culnird 

theorists such as Janet Wolff is the view that art is a social practice.16 As one of 

the early arguments for the social nature of the arts which deconsmcted the myth 

of artistic genius, The Social Production of Art (1981) by sociologist Janet Wolff 

argues: 

Art is a social product. This book attempts to show systematicaUy the 
various ways in which the arts can be understood only in a sociological 
perspective. It argues against the romantic and rnystical notion of art as 
the creation of "genius", transcending existence, society and time, and 
argues that it is rather the complex construction of a number of real, 

13. For a discussion of feminist art history and its relationship to traditional art history see 
Gouma-Peterson and Mathews, 326-357. 

13. Pollock, Vision and Difference, 55. 

15. Gnselda Pollock and Rozsika Parker, Old Mistresses: Women .Art and ldeoloav 
(London 1989), 49. 

16. Janet Wolff, The Social Production of Ar t  (Hong Kong 198 l) ,  1. 



his torical factors. 17 

Wolffs argument also considers the marginalization of women in the arts as w d  

as in social iife. She argues: 

the work [that womm] produce differs in important ways from'the work of 
mm, and that there is a growing body of Literature on women's art to this 
effect, an important analyticai development in cultural studies, and one 
which m u t  be made increasingly centrai to the sociology of art 1s 

In Vision B Difference: Fernininity. Ferninism and the Histories of Art 

(1988), Pollock presents a series of influentid yet controversid essays in which 

she draws from Marxist, psychoanalytic and deconstructionist theories to present 

"feminist interventions'' in mainstream art history. Pollock traces the 

development of feminist art history and argues that simply adding women to art 

history is not the sarne as producing a ferninist art history.19 Pollock contends that 

se.nial difference results from social conditioning. She rejects the traditionai art 

histoncal methodology and instead suggests a feminist approach where pertinent 

issues are analyzed as reflective of their social historical context. This thesis 

employs Pollock's approach and examines photography as social practice and 

explores the framing of self with four central themes: identity, personal narrative, 

situating or locating self and selflother. The focus of this thesis is on the 

reading/analysis of a number of photographs made by women at the turn-of-the- 

18. ibid., 1. 

19. ibid., 43. 

19. For the complete development of these issues, see G. Po11ock,"Ferninist interventions in 
the histories of art ", Vision and Difference, 1-17. 



century in Canada, foiiowed by an examination of how these images refiect these 

issues of identity. 

Photography as Social Practice 

In addition to these cultural theorists, this thesis is also infonned by a 

group of photo-theorists, many of whom, like Abigail Solomon- Godeau, work 

from a revisionist position. Solomon-Godeau, one of the few "second generation" 

feminist critics writing directly about photography, echoes PoUock's assertion that 

traditional art history adheres to a patnarchal system. Solomon-Godeau States 

that the official history of pho tography "unsurprisingly, [is ] officially ( his) story. 

It must therefore be the task of the feminist photography critic to revise it."zo In 

Photoeraohv at the Dock: Essavs on Photogra~hic History. Institutions. and 

Practices , she critiques the representation of the photographie image as art object 

or document. Her argument utilizes postmodem and poststructuralist theory to 

challenge the traditional notions of the documentary nature of photography and 

its devation to High Art. A final section of this book titled Photoara~hv and 

Sexual Difference,brings together three key essays on women and photography.11 

This senes of essays has been citedby the noted art historian, Linda Nochlin, as 

20. Abigail Solomon-Godeau, Pho tonra~h~ at the Dock :Essavs on  Photoaraphic Historv, 
Institutions. and Practices (Minneapolis: 199 1 ), xxxiv, 

21. See Photoera~hv at the Dock.,"Reconsideting Erotic Photography: Notes for a Project of 
Historical Salvage,"220- 237, "Just Like a Wornan,"238-255, and " Sexual Difference: 
Both Sides of the Camera," pp. 256-280. 



seminal in its contribution to the ongoing cultural critique of photography.22 

Solomon-Godeau raises a basic question "that a gendering of photographic 

discourse suggests : what, if anything, changes whvhen it is a woman who wields the 

carnera ? ". 23 This question is considered in the textual readings of the 

photographs of Gunterman in Chapter Two and Moodie in Chapter Three. 

Photographer JO Spence and film-maker Patricia Hoiland bring together a 

number of essays dealing with the construction of a personal narrative in Fa.mil.; 

Sna~s: The hfeanine of Domestic Photo~ra~hv. This coiiection illustrates how the 

photographs in family albums are double-coded: to the outsider they function as 

soda1 document, wMe to the family member they are frozen mernories. 

Farnily photography can operate at this junction between persona1 memory 
and social history, between public myth and personal unconscious. Our 
memory is never fuüy 'ours', nor are the pictures ever unmeditated 
representations of our past. Looking at them we boch consûuct a fantastic 
past and set out on a detective trail to fmd other versions of a 'real' one.?' 

The idea of photography as social practice rather than art object challenges 

the -ditional photographic canon with its onus on standards of C O M O ~ S S ~ U ~ S ~ ~ ~ .  

As writer/curator Carol Squiers (1990) points out, until the l970s, the debate 

around photography centred around issues of raising its status to that of an art 

form. Squiers provides context : 

The photographers who were trying to express a private vision, either by 

Linda Nochlin in Solomon-Godeau, Photonra~hv at the Dock, xv. 

ibid., 257. 

Patricia Holland, "Introduction: History, Mernory and the Family Album", in Familv 
Sna~s: The Meanin~s of Domestic Photograohv (London, 199 1). 14. 



making visual metaphors for their emotions and psychology or by seeking 
to reveal in pictures truths about the stare of mankind, assiduously 
distanced themselves from the imagemakers who trafficked prirnarify in 
commercial rather than the purer realms of personai photograptiy. Critics 
and jounialists who championed the medium adopted a similar attitude 
and gave prominent place to the photographers' wurds or biographies25 

This debate kvas fueled by European thdiers such as Walter Benjamin and Roland 

Barthes whose ideas began to influence a varies. of theoretical writings on arts, 

culture and politics.z6 

The German cultural theorist, Walter Benjamin, has produced a number of 

seminal works on photographic theory. Benjamin's essay "Art in the Age of 

Mechanical Reproductionv7, published in 1936, set the stage for the medium to 

be seen as a democratized art form that moved away from the aura of the art 

object. Benjamin and the French philosopher/cricic Roland Barthes influenced 

the Arnerican writer Susan Sontag. Roland Barthes' reflections on the power of 

the famiiy photograph in Camera Lucida are based on the identifkation of two 

elements/themes, studium and punctum, which may be present in a 

photograph.28 (See Chapter Tcvo). Sontag brought the ideas of these European 

intellectuals back to North America and presented them in a series of essays 

25. Squiers, The Critical Image, 9. 

26. ibid., 9. 

27. Walter Benjamin, "Art in the Age of Mechanical Reproduction," reprinted in 
Photoara~hv in Print. Wntings from 1816 to the Present, Vicki Goldberg,(ed) 
(Albuquerque 198 l), pp. 3 19-334. 

28. Roland Barthes, Camera Lucida- Reflections on Photographv, translated by Richard 
Howard, (New York 198 L), 26. 



accessible to the general public. Her book On Photoerra~hv outlines Benjamin's 

questions about the relationship betcveen the mass reproduction of imagery and 

its spiritual effect. Benjamin States that the changes brought about to art through 

mass visual reproduction h k  it to revolutionary and social movements. It would 

be easier to convey messages about social concerns advocating change if a less 

&te art form such as photography was used. As established in the opening 

quotation by the British writer, Lady Elizabeth Eastlake, photography was an 

accessible and versatiie medium of communication that \vas more than just "a 

vehicle for artists but also a tool with endless potential uses-for cornmernoration, 

information-gathering, sweüiance, and profit." 29 

Squires points out that photographic history was slow to be influenced. but 

a smaii group of writers, induding Rosahd Krauss, Douglas Crimp, Martha 

Rosler, and Alian Sekula in the United States and Victor Burgin and John Tagg in 

Britain, began to deal tvith issues raised by semiotics, structuralism, Marxism, 

feminism psychoanalytic theory and post-structuralist thought.30 These writers 

began to anaiyze the medium in terms of its relationship to social history; as a 

result writers from a variew of disciplines considered the same position in their 

examaination of photography. 

Ln her book Camera Culture, psychologist HaUa Beloff examines the 

meaning of photography and how the medium has affected our social lives. Beloff 

discusses photography as a form of social euchange: 

29. Squiers, The Critical [mage, 9. 

30. ibid., 12. 



If we foiiow the mode1 of social interaction applied to photography, it 
becomes obvious that one way of considering the problem of morality, 
contract, ethics, relative status of photographer and subject relative power 
must be in terms of social exchange.31 

Muenced by the writings of Roland Barthes 32, Man Sekula pubLished his 

serninal essay "On the Invention of Photographic Meaning" in Artforum 1975. 

Sekula (after Barthes) thought that photographs should be read as cultural images, 

not rnerely aesthetic objects or documentary picrures. He argued for a 

"photographic discowse" tvhich tvould provide " a system tvithin which culture 

harnesses photographs to various representational tasks."33 Sekuia's article 

presented a significant chalienge to the photographic canon and therefore is a 

key reference in the reconsideration of the status of the photograph. Squires 

By making Stieglitz, the high pnest of artistic aspiration, a major target of 
his essay, Sekula issued a challenge to the entrenched ideas of generations 
of artist-photographers and their supporters, from Stieglitz and his 
Camera Work to John Szarkotvskï and the Museum of Modem Art.34 

In his essay "Cumency of the Photograph: New Deal Refonnism", John 

Tagg examines how photographic practice has become part of many of the social 

rimals, such as weddings, that it records. Tagg argues that the social function of 

3 1. Halla Beloff, Camera Culture (Oxford 1985), 223. 

32. Allan Sekula, "On the Invention of Photographic Meaning" 1975 reprinted in 
Photography in Print, Vicki Goldberg (ed.),452. 

33. ibid., 455. 

34. Squiers (ed), The Critical Imane, 10. 



the photograph is its value, or currency. He writes: 

What 1 am Vying to stress here is the absolute contïnuity of the 
photographs' ideological existence with their existence as material objects 
whose 'currency' and 'value' a i s e  in certain distinct and historicdly 
speciflc social practices and are ultimately a function of the state.35 

ùi her essay, "A Note on Photography and the Simulacral ", art his torian 

Rosalind Wauss cites sociologist Pierre Bourdieu who published his examination 

of photography as social practice , U n  art moyen, in 1965. Bourdieu begins his 

analysis by defining photography as art moyen, a practice carried out by the 

ordiaary person which must be defmed in terms of its social practice.36 These 

functions are defmed by Bourdieu as relating to the stmcture of the family in the 

modem world with the family photograph as an index or evidence of uniry that at 

the same üme is a tool in the production of that unity.37 

Krauss expands tbis argument: 

The photographie record is part of the point of these family gatherings; it is 
an agent in the collective fantasy of family cohesion, and in that sense the 
camera is a projective tool, part of the theatre that the family constructs to 
convince itself that it is together and whole.38 

This examination of f d y  photography as social practice informs Chapter Two 

which considers the personal narratives of Mattie Gunterman. 

35- John Tagg, The Burden of Representation: Essavs on Photoera~hies and Histories 
(Minneapolis 1988), 165. 

3G. Rosalind Krauss, "A Note o n  Photography and the Simulacral", The Critical Image: 
Essavs on Conternuorarv Photo~raphv, Carol Squiers (ed.) (Seattle 1990) 19. 

37. ibid., 19. 

38. ibid., 19. 



Literature Review 

As the literature review ~ v i U  confum, there is much to be done in the tvay 

of primary research on the subject of women and photography in Canada at the 

tum-of-the-century. There are few publications that discuss Canadian 

photography, and those that do originate in Canada. Fewer still are publications 

about wmen and photography in Canada; these are Limited to brief biographicai 

references in exhibition catalogues, short articles and minor references. The 

remainder of this introduction presents a fiterature review cvhich discusses these 

publications on cvomen and photography at the tuni-of-the-century in Canada. 

Oniy recently is attention being paid, on an international level, to 

tvomen's role in photography. 39 As noted earlier, littIe work has been done on 

Canadian women photographers active prior to 1970. Some material has been 

published about Gunterman and Moodie, but most of it is of a biographical and 

descriptive nature; little theoretical analysis has been done on their work. 

General texts: 

The inclusion of women photographers in general references about women 

artists is not a common practice and usuaiiy occurs oniy in more contemporq 

s tudies. 

Basic photographic histories, including Beaumont Newhall 's History of 

39. See C. Jane Gover, The Positive Image: Women Photo~raphers in Turn of the Centurv 
America (Albany 1988); Naomi Rosenblum, A Historv of Women Photographers (New 
York 1994) and Val Williams, The Other Obsenrers: Women Photoqraphers in Brimin, 
1900 to the Present (London 1991). 



Photo~ra~hv 40, considered by some to be the defi'itive history of the mediun 

and now in its fifth edition, have recently been revised to include women 

photographers.-il Such publications, however, seldom mention Canadian 

photographers; Newhaii is no exception. 

In 1965, Ralph Greenhill published E;trl~ Photo~raphv in Canada, a 

ground breaking book ~vhich has become a standard text on this subject. 

Greenhill discusses only three Canadian women photographers,-i? aii of whom are 

positioned in relation to their husbands: Pvlrs. Fletcher from Montreal is 

mentioned as being the frst  femaie daguerreotypist in Canada; Hannah . 

Maynard, a professional photographer, is referred to only as Richard Ma>nardls 

wife; and the back of a carte-de-visite mentions a ML and Mrs. iLLilter as 

photographers in St. Catherines c. 1865.43 In 1979, Greenhill revised his text, 

Canadian Photogra~hv: 183 9-19 20 , now CO-authored ~vith Andrew Birrell. They 

present an updated history \vh.ich includes new research, two additional chapters 

and rnany more iliusnations. This book provides general infonnation about what 

40. In 1940 Beaumont Newhall becarne the first Photography curator at  the Museum of 
Modern Art (MOMA) in New York. The Historv of Photography was first published as an 
exhibition catalogue for the MOlcL4. 

41. Beaumont NewhalI, The Historv of Photogra~hy, 4th edition ( New York 1978). 
The women photographers included are Bernice Abbon, PvIargaret Bourke-White, Julia 
Margaret Cameron, lmogen Cunningham, Lady Elizabeth Eastlake, Gertrude a e b i e r ,  
Tina Modotti, Barbara Morgan, Sonia Noskowiak and Marion Post Wolcott. 

42. The celebrated British portraitist, Julia Margaret Cameron is the only other woman 
photograp her mentioned. 

43. Ralph Greenhill, Earlv Photonra~hv in Canada ( Toronto 1965). 



occurred in Canada d u ~ g  the fxs t eighry years after the invention of 

photography in Europe. There are f o u  w m e n  photographers mentioned only 

briefly in this volume: Lady Aberdeen*, Mrs. Fletcher, Hannah Maynard and 

Geraldine Moodie. Once again, aii are marginalized and positioned in relation to 

their husbands. Geraldine Moodie is situated as an amateur and her extensive 

body of Arctic photographs trïvialized: 

Superintendent J.D. i'vloodie, tvho established the first NWMP posts in 
the Eastern Arctic, and his wife were both keen photographers. Mrs. 
Moodie took one unusually attractive portrait of an Eskimo woman and 
child during their residence in the North3 (emphasis mine) 

Photography struggled in Canada, as it did elsewhere, to gain recognition 

within the traditional arts. Despite its popularity, photography w s  seen as a 

second-rate image making process practised by amateurs or simply as a folk art of 

the masses. It is not surprising then, that the medium has only recentiy been 

included in general art history texts and is no longer confined to separate studies. 

LVhen Greenhill's book  vas published, debate still continued about the aesthetic 

nature of this mechanicai image making process. 

44. Lady Ishbel Marjoribanks Gordon, Countess of Aberdeen, was a turn of the century 
social activist, who founded Canada's National Council of Women (NCWC) in 1893. 
She first came to Canada in 1890 and was instrumental in the founding of the 
Aberdeen Association, an organization to provide reading material for -;solated settlers, 
and the Victorian Order of Nurses in 1897 to provide visiting medical help. Her 
husband was the Govemor- General of Canada from 1893 to 1898. See Alison Prentice, 
et al. Canadian Women: A Histoxy (Toronto 1988) 180-18 1. "Lady Aberdeen", as the 
Countess of Aberdeen wu genedly calIed, was an amateur photographer who 
documented a cross-Canada trip in 189 1. Her snapshots were published as Throuah 
Canada with a Kodak. See Greenhill and Birrell, Canadian Photonra~hv: 1839-1920 
(Toronto 1979), 126. 

45. Greenhitl and Bimell, Canadian Photonraphv, 1 2 6  



When one looks back with a revisionist's eye, one can recognize that many 

studies, including Greenhill and Birrell's volume, are now dated. Whiie Greenhiii 

and Birrell do outiine the evolution of photography in Canada, they do not 

venture far beyond discussing the images made by white males. It is interesting 

that while only four female photographers are mentioneQ studies of cify 

directories conducted at the Kadonal Archives of Canada show that there were 

over two hundred women commercial photographers working in Canada before 

the tum-of-the-cen tury.46 

The E.wandin~! Eve: Photoara~hv and the Nineteenth-Centurv Mind 

( 198 1 ) , r~ritten by Alan Thomas, discusses the role of photography in Victorian 

sociew . The importance of the family chronicle- the family photograph album, 

as a "living social document"47 is confirmed, and a reading is done of the family 

albums kept by three upper and middle class British women.-is Several references 

are made to Canadian photographers such as CVilliam Notman or to locations 

photographed in Canada, but Canadian wornen photographers are omitted. This 

is a useful reference for the contextualization of the famiiy albums of Mattie 

Gunterman examined in Chap ter Two. 

Ln 1981, Sometimes a Great Nation: A Photo Album of Canada . 1850- 

1925 by Edward Caveii was published Cavell States clearly in his introduction 

46. 1 here acknowledge Andrew Rodger, photo archivist at the National Archives o f  
Canada, for drawing this survey to my attention. 

47. Alan Thomas, The Expanding Eve: Photoaraph y and the Nineteenth-Centurv M ind 
(Toronto 1981), 43. 

48. ibid., 43-64. 



that he has not set out to write a history but let the images themselves 

document the M e s .  This book then is meant to be perceived as a kind of family 

photo album for the nation. Throughoui his text, Caveil makes allusions to the 

way that photography fwictions as a document and reveals Canada's social 

his tory. 

Canada and photography entered ttie new world of the industrial age ann 
in arm, new entities in a society being propelied into the future by the 
poiver of stearn ..... Science and technology expanded the boundaries of 
the Victorian world beyond any previous concept. An integral part and 
logical extension of the technological society, photography recorded both 
the birth and maniring of the new nation and !vas a profound influence on 
the lives of its inhabitants. The legacy of the photographic image aliows us 
to view ourselves in context ~vith what has gone before, The hue and patina 
of the vintage prints c o n f i  an alrnost physical bond wlth our past. Lke a 
cabinet of curiosities, photographs yield a plethora of details and subtie 
realizations. The rninutiae aliow us to conceive a more cornplete vision of 
the whole.49 

Despite occasionally using some of the same images chosen by Greenhiil 

and Birrell for th& survey, Cavell presents a much more dynamic and varied 

practice of photography in Canada. He indudes only four women photographers 

in his visual tribute to Canada, nvo of whom are Canadian: Geraldine Moodie 

and Hannah Maynard. 

Cavell argues that photography was immunentai in the development of 

national identity: 

A national identity is as visual as it is ideological. How we perceive 
ourselves is horv we are perceived by others and --in a self perpetuaring 
loophow we perceive ourselves. It's aii too easy to be totaily preoccupied 
with non-Hollywood imperfections, rather than concentrate on our natural 

49. Edward Cavell, Sometimes a Great Nation : A Photo Album of Canada, 1 850-1 925 
( B a n f f :  1984), 7. 



strengths. Our image of the present becomes an essential iink in the visual 
code. Unspoken, quietly pervasive, our visual identity, U e  red hair, is 
passed through the generations. Certain images have ingrained 
themselves in our Canadian collective consciousness; the Last Spike, 
a Mountie embracing some sweet young thing, a kieghoff snow shoer , 
or perhaps a Tom Thomson sky."jo 

Cavell's discussion on national identity describes the type of imagery made by 

male photographers representing the dominant patriarchal discourse in 

photography commented upon in the openhg of this Introduction. 

C o n s i d e ~ g  the marginalization of photography in general reference texts 

on art history, it is not surprising that standard references such as the Dictionarv 

of Women Artists: An international Dictionaw of Women Artists Born before 

1990 (1985) by Chris Penys, or Bv a Ladv Celebrame Three Centuries of Art 

b~ Canadian Women ( l gg î ) ,  Maria Tippett's overview of Canadian women 

artis ts, excludes any tum-of- the-cen tury women pho tographers. 

Revisionis t texts: 

Several important revisionist studies on wornen in photography have been 

pubiished during the last ten years in Britain and the United States. Since Litde 

has been published on Canadian women photographers at the tum-of-the- 

century, it is necessq to consider studies on women and photography from t h i s  

period on an international basis. 

Ln 1984, art historian Naomi Rosenblurn published A World Historv of 

Photo~raphv, a comprehensive photographie history which has quickly b m m ~  a 

- 

50. ibid., 15. 



standard revisionist text. It was revised in 1987 and contains references to 82 

women photographers , including three Canadians, two of whom are 

conternporary and the third, Margaret WaWs,  was active in the 1920s. 

C. Jane Gover's The Positive Image: Women Photoera~hers in Turn-of-the- 

centurv Arnerica (1988) examines the Lives and work of women photographers in 

turn-of-the-cenhuy America. Gover examines the effect that technology had upon 

the lives of women in this period. Photography, she States, offered "a voice to 

every person using a camera, crealing a text that could be read."jl 

In 1990, Women Photogra~hers edited by Constance Sullivan was 

published. The book contains a selection photographs by women and an essay, 

"Her Geometry" by Eugenis Parry Janis. The strength of the volume is in the 

presentation of images by a number newly discovered women photographers and 

publishes some less well hotvn images by the more celebrated. Sixteen wornen 

photographing in the nineteenwearly twentieth century are included. The sole 

Canadian mentioned is Margaret Watkins who w s  active in the 1920s. 

Societal attitudes totvards women and photography in Canada at the turn- 

of-the-century were similar to those in Victonan Britain. This is not surprising 

considering that Canada was one of the British colonies. In her book The Other 

Observers ( 199 l), Val Williams examines women photographers in Bntain since 

1900. Her opening chapter, "Photography in Transition: An Overview 1840- 

1939", describes the relationship of women and photography in hm-of-the- 

century Britain. Williams seeks to resituate weii known women photographers 

5 1. C. Jane Gover, The Positive Image, xiii. 



within a women's tradition, and she also rediscovers the work of others whose 

images are less known. 

A few revisionist surveys of photographie history do spemcaiiy mention 

Canadian women photographers. Photoprraohers: A Sourcebook for Historical 

Research ( 1991), edited by photo historian Pet- Palmquist, is an excellent tool 

for archival research and includes a number of essays on how to conduct research 

on early photographers. This volume includes an extensive annoted bibiiography 

compiled by Richard Rudisill, curator of Photographic History, Museum of New 

ir.Ie.xico. This is an excellent source of international material relating to early 

photography and indudes nurnerous references to women and photography in 

the nineteenth-century. There are thirteen items cited reiating to early Canadian 

photography and those pertaining to women and photography are discussed in 

this Literature revietv. 

As Palmquist comments, however, this book is more than " a mere primer 

on hotv to conduct research about photographers" because the writers shaxe their 

e.xperiences in the field, often using case studies as exarnples.52 Palmquist has 

done extensive research on early American women photographers and published 

a number of books and articles on this subject.53 

52. Peter Palmquist, Photomaohers: A Sourcebook for Historical Research (Bromsville, 
California 199 1 ), 1. 

See Peter Palmquist ,"California Nineteenth Century Women Photographers," 
Photogra~hic Collectai; Volume 1, No. 3 (Fall 1980), 18-2 1; "13th Century 
Photographers," Yesterday and Tomorrow : California Women Artists, Sylvia 
Moore(ed.)(New York: 1989), 282-131; Shadowcatchers: A Directow of Women in 
California Photogra~hv before 1 90 1, (Arcata, Californix 1 %IO);( ed.) Camera Fiends and 
Kodak Girls: Fifty Selections bv and about Women in Photo~raphv. 1840-1 930 (New 



Naomi Rosenblum's A History of Women Photogra~hers (1993) is the most 

comprehensive publication to address the lack of representation of women 

photographers in general photographic histories. The fxst four chapters relate tu 

the activities of women photographers chronologicdly from 1839 to 1920. In the 

introduction, Rosenblum argues for the necessity of a separate study on the 

his tory of women pho tographers and s tates that pho tography presented women 

with the opportunity to "earn a Living and express ideas and feelingsn.j4 Oniy five 

Canadians are included in this book: Mattie Gunterrnari, Geraldine Moodie, 

Minna Reene (186 1- 1913), Margaret Watkins (18841969) and Edith Watson 

( 1SG1- 1943). Useful research tools contained in this book include a biography 

section by Jain Keliy and a selected bibliography by Peter Palmquist. 

Rosenblum asserts that there is a blur in the distinction between amateur 

and professional practice in the U. S. A. which was conf i ied  by the fact that the 

early photographic salons did not differentiate between the t ~ 0 . 5 5  It is evident by 

the positioning of the professional photographer, Gerddine Moodie, in the section 

on amateurs that Rosenblum also applies this observation to Canadian women 

photographers. It is disappointing that a book destined to be part of the canon in 

the history of women in photography does not pay more attention to the 

importance of positioning women as professionals. (See Chapter Three) 

Women in the arts in Canada generaiiy have been unrepresented as topics 

York: 1989). 

54. Rosenblum, A Historv of Women Photoaraphers, 7. 

55. ibid., 95. 



for scholarly research. This has begun to be redressed in the last decade with a 

number of theses looking at women artists and wornen's art organizations in 

Canada.j6 Since 1970, attention has been paid to photography in Canadas7 but 

most of this work investigates contemporary photography.58 To date, this thesis is 

the only one exarnining the reiationship between women and photography in 

Canada at the tuni-of-the-centuy.m 

Monographs and Exhibition Catalogues: 

Portrait of a Period: A Collection of Notman Photogra~hs 1856- 1915 

(1967) by J. Russell Harper and Stanley Triggs makes no reference to women in 

photography except as portrait subjects . 
In 1977, Sylvia Jonescu Lisitza and Henri Robideau couaborated to present 

the fust exhibition of the photographs of Mattie Guiterman at the Photographers 

56. b1astec-s Theses have been written on Canadian Women Artists and Art Organizations 
and  include: Susan B. Butlin, Makinq a Living: Florence Carlyle and the Neaotiation of a 
Professional Artistic Identitv, (Unpublished Masters thesis) School for Studies in Art 
and Culture, Carleton University, 1995; Ellen MacLeod, Enterprisinn Wornen and the 
k l v  Historv of the Canadian Handicrafts Guild. 1905-1936 (Unpublished Masters 
thesis), School for Studies in Art and Culture, Carleton University, 1994. 

57. See Joan M. Schwartz, images OF Earlv British Columbia: Landscape Photogra~hy 1858- 
1888. (Unpublished MasterJs thesis, University of British Columbia), 1977 which 
includes reference to Hannah Maynard. 

58. See Carol Ann Phillips, Speaking throuah the Still Photoaraph: Three Canadian Women 
Photographers, unpublished research essay, Institute of Canadian Studies, Carle ton 
University, 1987. This research essay examines the work of three conternporary 
Canadian women photographers: Lynne Cohen, Clara Gutsche and Nina Raginsky. 

59. This is confirrned by a search at the Nationai Librwy of Canada, Ottawa 



Gallery in Saskatoon, Saskatchewan. The exhibition catalogue Mattie Gunterman, 

contains some biographical detaiis about Gunterman's M e  and reproductions of 

some of ber photographs. Henri Robideau continued his research on Gunterman 

and has produced Ra~kCks and Photogra~hs (1995), a monograph which details 

Gunterrnan's iife as documented in her family albums 60. This book is discussed 

later. 

In 1978, Myma Cobb and Sheila Morgan coiiaborated to produce the 

exhibition and catalogue Eight Women Photogra~hers of British Columbia. 1860- 

1978.61 Although it includes ody  M t e d  biographical information about the 

photographers, it shows examples of the photographs of three wornen active at 

the turn-of-the-centiuy in British Columbia: Mattie Gunterman, Hannah Mapard 

and Mary Spencer. 

Fact and Fiction: Canadian Painting and Photogra~hy 1860-1900 by AM 

Thomas is a catalogue published in 1979 to accompany an exhibition by the same 

name at the McCord Museum in Montreal. This catalogue concentrates on the 

relationship between photography and painting and discusses some of the more 

celebrated Canadian photographers such as ~Villiarn Notman and the male 

60. 1 wish to acknowledge Henri Robideau for generously sharing his research with me by 
allowing me access to his unpublished manuscript, Mattie: The Life Storv of the Famous 
Camp Cook and Photogra~her, Mrs. Mattie Gunterman. This tvork is in press with Pole 
Star Books in British Columbia and wiii be published later this year as Flapiacks and 
Photographs ( 1995). 

61. This smdl publication is based on a slide/tape presentation on women photographers in 
British Columbia completed as a media studies project by two students at Camosan 
ColIege in Victoria. The three turn of the century women photographers include 
Hannah Maynard, Mary  Spencer, and Mattie Gunterman. 



photographers employed at his renowned N0trna.n Studios in Montreal and 

Toronto. It represents some of the fxst signifcant scholarship done on Canadian 

photography, yet the ody  fernale photographer mentioned, Julia Margaret 

Cameron, is British . This choice is valid, however, as Cameron is probably the 

best known nineteenth-century woman photographer and one of that century's 

greatest portraitists.67 Thomas' catalogue presents an overview of similarities 

and ciifferences between painting and photography of the period. Follotving a 

mode1 established by Aaron Scharf in Art and Photoeraohv , this catalogue 

provides detailed references to the influences the two media had upon each other. 

Monographs on individual women photographers active at the tum-of-the- 

century have o d y  been pubLished within the last nvenv years and account for the 

celebrity of such figures as JuLia Mgare t  Cameron. To date, there are only two 

monographs on Canadian women photographers active at the turn-of-the-century. 

The eariiest is The Magie Box: The Eccentric Genius of Hannah Mavnard 

Photoera~her 1834-1918 Canada by Claire Weissman W i s  ( 1980). It is a good 

source for studqing the photographs of Hannah Maynard. The texr provides some 

biographical detaii and an overview of some of the technology used at the time. 

The second monograph is HeKi Robideau's forthcoming book, Fla~iacks and 

Photogra~hs ( 1995) discussed later in this section. 

Laura Jones, one of the first researchers of early Canadian women 

photographers and a "first generation" photo- historian, produced the exhibition 

and catalogue Rediscovq: Canadian Women Photoara~hers 184 1-194 1 while 

62. Helmut Gernsheim, Julia Marnaret Cameron: Her Life and Photonra~hic Work (New 
York 1975), 15. 



guest curator for the London Regional Art Galiery in 1983. This mavehg 

exhibition featured the work of 13 women photographers, induding Hannah 

Maynard, Geraldine Moodie, and Mattie Gunterman.63 This ground breakuig 

catalogue !vas the fxst on women photographers at the him-of-the-century. It 

provides brief biographical details about each photographer and includes an 

example of each of th& images. The catalogue aIso includes references to women 

and their reiationship with photography in tum-of-the-century Canada. 

Private Realms of Li~ht :  Amateur Photogra~h~ in Canada from 1839- 

1940, published by the National Archives of Canada in 1983, is an important 

publication on this penod in Canadian photography. This major exhibition 

cataiogue, edited by Lilly Koltun, includes five sequential chapters by members of 

the Archives staff: Andrew Birreii, Tilly Koltun, Peter Robertson, Andrew Roger 

and Joan M. Schwartz. It  is the defuiitive history of this penod of amateur 

photography in Canada. Private Realms of Light clearly goes far beyond any of 

its predecessors. It provides detaiis on a number of amateur women 

photographers, but only indudes three in the main references that are 

highlighted by the inclusion of biographical sketches, reproductions and textual 

references ; these are Isa May Ballantyne, Edith Bethune and Geraldine Moodie. 

Despite the fact that Moodie was a professional photographer who operated three 

successful commercial photographic studios in Western Canada, she is positioned 

here as an amateur. 

-- - - 

63. Other women photographers included are M. J. Dukelow, Edith S. Watson, Rosema E. 
Cam, Annie G. Mc  DougaI1, Gladys Reeves, Millie Gamble, Minna Keene, Eisie Hollway, 
Madge Smith and Clara Dennis. 



The exhibition cataiogue Wiam Notrnan: The Starno of a Studio ( 1985) 

by Stanley Triggs, produced for the Art Gallery of Ontario in 1985, does make 

several references to female studio support staff. Records left behind in the 

NOW studio wage book confinn that women were involved in a number of 

behind -the- scenes ac tivi ties at the studio, including working as recep tionis ts, 

secretaries and colourists/ retouches They also tvorked in the printing, 

fuiishing and mailing departments. Their number grew from one, a Mrs. Burns 

in 1864, to eighteen in 1874; this w a s  one-third of the staff. By 19 17, when the 

wages book closes, alrnost half of the staff were w0rnen.o-l 

The handbook Wornen in Photogra~hy is a record of the presentations 

given at a symposium on February 21, 1985 at the Montreal Museum of Fine 

Arts.65 A highlight of the symposium was the screening of a video on Mattie 

Gunterman. This publication includes the brief narrative essay " ~ i s  tonc CVomen 

Photographers in Canada " by Laura Jones. Jones draws on her research for the 

earlier Rediscoverv exhibition previously cited. This essay makes reference to six 

women who photographed in Canada for aii or part of their lives. Geraldine 

Moodie 66 is descnbed and one of her photographs from Battleford, N.W.T. 

64. Stanley Triggs, William Notman: The Stamp of a Studio (Toronto 1985), 1 15. 

GG. The symposium "Women and Photography" wu held in 1985 to mark the centennial 
anniversary of wornen's admittance to McGill University and kvas organized by 13~3  

Montreal photographers, Louise Abbott and Doreen Lindsay. This symposium was the 
first of its Knd in Canada and the handbook VAS published to document the event. A 
copy of this handbook is in the National Library of Canada 

66. The other five women photographers include Gladys Reeves, Edith Watson, Lucy Maude 
Montgomery and Gertrude Kaesebier. A seIf portrait by Mattie Gunterman is also 
included in the introduction to the handbook as a reference to the video that kvas 



is inchded. 

The exhibition and catalogue Posinp for Power/Posin~ for Pleasure: 

Photosraohies and the Social Consmction of Femininiw (1988)  vas completed 

by Wendy Botting as part of a graduate course in "Curatonal Practice" at State 

University of New York at Binghamton. Botmg's research  vas carried out under 

the direction of John Tagg in cuiturai theory and the history of photography. 

This research concentrates on issues of identity raised by suweillance 

photographs such as police "mug shocs". Tt considers how "photographs and the 

social discourses to which they belong, actively construct both the social category 

f a r y  and its implication in the category deviancy." 67 This examination of 

the social construction of femininiv and photography informs the reading of 

images in Chapter Two. 

More recently, Petra Watson's exhibition and catalogue The Photogra~hs of 

Hannah Mavnard: 19th Century Portraits 6s (1992) challenge the notion that 

blaynard was simply an eccentric who experimented rvith trick photography. 

Watson follows a rnethodology more closely linked to the second generation of 

ferninist art historians than to the mainstream. Her interest in Maynard's work is 

shown at the symposium. 

67. Wendy Botting, Posina for Power/Posin~ for Pleasure: Photonra~hies and the Social 
Construction of Femininitv (Bingharnton,N.Y. 1988), 6. 

68. Petra Watson was guest curator for the exhibition The Photoaraphs of Hannah 
Mavnard at  the Charles H. Scott Gallery at the Emily Carr Coliege of Art and Design in 
Vancouver in 1992. 



based on its contextuaiization within cultural history. This essay is one of the only 

examples of this kind of scholarship being appiied to an exhibition catalogue on 

women in photography at the tum-of-the-century in Canada.69 This essay 

discusses issues of representation and codes of production in Maynard's imagery, 

and is an important step towards a revisionist history of Canadian photography 

that redresses the omission of so many women photographers. 

The tfiifd and most recent volume on the Nounan studios, The World of 

iVilliam Notman: The Nineteenth-century Throuph a Master Lens (1993) by 

Roger HA, Gordon Dodds and Stanley Triggs, includes the Notman expansion 

into the United States. Unfortunateiy, this sequei is aiso a step backtvards in that 

once again, there is no mention of women as practitioners or support staff. 

Further discussion of the women that tvorked behind the scenes in large studios, 

including the Kotman studios, tvïii be undertaken in Chapter One. 

Henri  Robideau's forthcoming monograph, Fla~iacks and Photoera~hs 

about the life and work of the amateur pioneer photographer, Mattie Gunterrnan 

is currently in press and will be published later in 1995. As has been previously 

noted, this thesis is informed by Robideau's manuscript for this book, originally 

titled blattie: The Life Story of the Famous C a m ~  Cook and Photogra~her, Mrs. 

Mattie Gunterman. The book is lavisMy iiiustrated with Gunterman's 

photographs and meticulously researched. Robideau provides descriptions of 

Gunterman's work and inciudes much previously U o w n  biographicai 

information. As weU, he provides historical background to the Lardeau region 

69. Petra Watson is currentiy working on a book about the Maynards and a more extensive 
exhibition of their work. Letter from P. Watson, March 2 1, 1994. 



where Gunterman Lived and worked. 

Periodicais, Reviews and Articles: 

In 1974, a special edition of artscanada , entitled An inauirv into the 

aesthetics of ~hotoeraohv , highlighted the coUections of the National Gallery of 

Canada and included other feature articles celebrating the 135th birthday of 

photography.70 In the entire publication, only three Canadian women 

photographers are mentioned; al three are contemporary. 

in 1978, Lüiy Koltun's article "PreConfederation Pho tography in Toronto" 

appeared in the History of Photoeraohv and is a comprehensive study of Toronto 

photographers active prior to 1867. It includes the narnes of several 

nnineteenth-century Canadian women pho tographers. 7 1 Koltun draw attention 

to the poor wages paid to women studio assistants. This matter will be discussed 

further in Chapter One. 

In 1980, Canadian Women's Studies published a special edition on 

photography. This marks the first presentation of an overvierv of women in 

photography in Canada with brief biographical accounts and examples of work. 

In a "Rediscovery" section edited by L a m  Jones, images by and biographical 

70. Anne Trueblood Brodzky, ed., artscanada: An inquirv into the aesthetics of 
photoeraphv, Vol. XYX 1, Nos. 3 & 4, Issue No. 192/193/194/195 (December 1974). 

71. Koltun mentions a Mrs. Meyer, winner at the 1859 Provincial Exhibition, Miss Elizabeth 
C r e w  (active 1 866),  a galiery assistant and Miss Fanny Sutherland (active 1 866), who 
used watercolour hand colouring technique to liven her images. Lilly Koltun, "Pre- 
Confederation Photography in Toronto", Histow of P h o t o ~ r a ~ h y ,  Vol. 2, No. 3 (Juty 
1978). 249-263- 



details about the foiiowing early women photographers are included: Hannah 

Maynard, S d y  Wood, Annie McDougall, Geraldine Moodie, M.J. Dukeiow, Mattie 

Gunterman, Rosetta E. Cam and Mary Schaffer Warren. 

David Mattison, an archivist for the British Columbia Archives, has written 

several articles on the Maynards including one specificaily on Hannah Maynard 

published in 1980. "Multiple Self of Hannah Maynard" provides biographical 

details and a discussion of her imagery.72 Ironically and perhaps predictably, 

Hannah, who taught her husband Richard to photograph73, is only marginally 

mentioned in the other two of these articles. 

In "Hannah Maynard: Participant and Portent" ( 198 1 ) , published in 

Canadian Fomm, Peter WoUbeim challenges the depiction of the professional turn- 

of-the-century Canadian photographer, Haruiah Elaynard, as an eccentric. This 

particular view of Maynard is shared by Weissman, CViul;s and Mattison.7-l 

Woiiheim examines Maynard's rvork, in particular her Little Gerns, a series of 

photographic collages depicting chüdren, and argues that the photographing of 

chiidren takes on a ritualistic importance in a society where infant mortaliw tvas 

- - 

72. See David Mattison, "Multiple SeIf of Hannah Maynard ", Vanguard, Vol. 9, No. 8 
(Octo ber 198O), 14-1 9; "Richard Maynard, Photographer of Victoria, B.C." Historv of 
Photoara~hv, Vol. 9, No. 2 (April-lune 1985), 109- 129 and "A Fair Wind Blowing, 
Richard Maynard's Tours on HMS Boxer, 1873-1874 ", Photogra~hic Canadiana, Vol. 12, 
No. 4 (January-Feb. 1987), 2-5. 

73. Petra Watson, The Photogra~hs of Hannah Mamard. 19th Centurv Portraits, 
(Vancouver l992), np. 

74. Peter Wollheim, "Hannah Maynard: Participant and Portent," Canadian Forum, VoI. LX, 
No. 707 (March 1981),pp. 35-36. 



conunon.TS 

"The FexIinine Muence: Aspects of the R d e  of Women in the Evolution of 

Photography in the British Isles" (1988) by Bernard and Pauiine HeathcoteTG 

e.uaniines the role of women in pho tography, including "lady amateurs" and 

professionals, in mid nineteenth-centwy Britain . 
CVriting about cvornen and photography evists outside of art/photography 

history. In Desoite the Odds: Essavs on Canadian Women and Sciencea an 

anthology of essays on Canadian women and science published in 1990, Diana 

Pederson's and Martha Phemister's " Women and Photography in Ontario, 1839- 

1329: A Case Study of the Interaction of Gender and Technology" examines issues 

related to technology and gender. Pederson and Phemister argue, that for the 

most part, women were expected to be passive consumers of photography rather 

than practitioners because contemporary sex-role stereotypes promoted the idea 

that photographie technology was too cornplex for women.77 This article presents 

a carefully researched overview of women and photography in Ontario and 

emphasizes the effect brought about by changes in technology. This artide will 

be discussed further in Chapter One. 

- - 

75. ibid., 36. 

76. Bernard V. and Pauline F. Heathcote, "The Ferninine Influence: Aspects of the Role of 
Women in the Evolution of Photography in the British Isles", Historv of Phototzra~hv, 
Vol. 12, No. 3 (July-September 2988), 250- 273. 

77. Diane Pedersen and Manha Phemister, "Women and Photography in Ontario, 1839-1 929 
A Case Study of the Interaction of Gender and Technology",in Marianne Gosztonyi 
Ainley (ed.) Des~i te  the Odds: Essavs on Canadian Women and Science (Montreai 1990). 
88. 



Photo archivist Brock Silversides examines the life and work of Gerddine 

Moodie in a brief but informative article, " Geraldine Moodie: Through a 

Woman's Eye ", published in the premier edition of the periodical Eoic in 1991. 

This is one of the rare articles wrîtten on Moodie. It provides an ovwiew of her 

iife and professional career and includes several examples of her photographs, 

including images of the Plains Cree made during her residence in Battleford. 

in a revietv for Canadian Art (1992), Robin Lawence examines curator 

Petra Watson's revisionist exhibition, The Photo~ra~hs  of Hannah Ma-mard, held 

at the Charles H. Scott Gallery in Vancouver from July 17 to August 23, 1992. 

Laurence comments that this exhibition positions Maynard as a professional 

tvhose "ph0 tographs are compelling nei ther as aes the tic nor technical 

achievements, but as social markers of the Victorian age."78 

Ln " Geraldine Moodie : A Biographical Sketch ", Cultural history curator 

Domy White outlines Moodie's life as the tvife of an h!VbIP officer and highlights 

the building of her studio in Battleford as the beginning of her professional 

practice as a photographer. White States: 

... it appears that the ngors of raising a family in the Canadian 
Territories and the constant uprooting, made her career choice rather 
impossible until her arrivai in North Battleford. There, Geraldine 
photographed in earnest, even building a studio in 18% .79 

In 1994, Dorothy Harley Eber's article "A Ferninine Focus on the Last 

78. Robin iaurence, *The Photographs of Hannah Maynard," Canadian Art (Vancouver 
1992), 70. 

79. Donny White, "Geraldine Moodie: A Biographical Sketch," Women Tonether Magazine, 
Vol.1, N0.4 ( February 2993),14. 



Frontier", published in the periodical Arctic, is ano ther of the few publications to 

date that positions Geraldine Moodie as a professional photographer. Eber 

argues: 

Geraldine was far more than an amateur- she had run her own 
photography studios in southern Canada, photographing activities of the 
NWMP, raoching life and Indians- including Poundmaker, Thunderchild, 
and native rituals Like the thirst dance and the suridance.80 

This article discusses Moodie's Arctic photographs made between 1903 and 

1906. Eber, a collecter of oral history speaalizing in eastem Arctic whaling , took 

copies of a selection of Geraldine Moodie's Inuit portraits into the North in an 

attempt to idenm their subjects by showhg the photographs to hui t  elders. This 

article describes her fmdings and includes many previously unpublished 

biographical details supplied by Joan Elderidge, Moodie's great-granddaughter. 

This literature review c o n f i s  the need to redress the marginalization in 

photographic history of Canadian women photographers active at the --of- 

the-century. 

The opening quotations from the contemporay ferninist theonst, Griselda 

Poiiock, and the nineteenth-century writer, Lady Elizabeth Eastlake, si contribute to 

the argument for photography as social practice. Lady Eastlake, ~vriting only 

hventy years after the invention of photography,82 confirms that nineteenth- 

80. Dorothy Harley Eber, "A Feminine Focus on the Last Frontier," Arctic (Spring 1994)' 17. 

8 1. Lady Eastlake's husband was Sir Charles Eastlake, a neoclassical pain ter and the 
president of the Royal Academy of the Arts in London. 



century women recognized its importance "as a tool with endless potential 

uses." 83 Griselda Pollock establishes the revisionist position that art is 

a soual practice that allows us to construct, reproduce and define identity8-r 

These two quotations are key in the development of the primary argument 

presented in this thesis: that as photographic practitioners, rvomen created a 

feminine voice or narrative through their visual images and estabiished a 

gendered form of social practice. 

The Introduction presents the culnual and photo-theorists who inform rhis 

revisionist examination of tvomen photographers in turn-of-the-century Canada. 

The literature review considers publications related to women and photography at 

the tum-of-the-century and establishes the necessis. for further research and 

publications in this area. This thesis seeks to redress this marginalization 

by focusing its argument on women at the turn-of-the-cenhq. C. Jane Gover 

refers to this as "the golden area of photography" because it was a period of 

technological and aesthetic development. 85 This was also a time of opportunity 

for women to extend tbeir boundaries beyond the traditional consmaints of 

Victorian society. Gover writes: 

Middle class women freed by technology from the worst aspects of 
household drudgery now found their lives shaped, in part, by a search for 
activity to fa leisured hours. By the late 1880s thousands of women, 
uncornfortable with this leisure, found an active, creative, and sometimes 

83. ibid, 9. 

83. Pollock, Vision and Difference, 30. 

85. Gover, The Positive Image, Wii. 



lucrative outlet in photography.8G 

The following chapter considers the positioning, representation and 

contextualization of women in photography. It considers the key points of 

enmance, access and personal and fmanciial support in both amateur and 

professionai practice which sets a foudation for the case studies on Mattie 

Gunterman in Chapter Two and Geraldine Moodie in Chapter Three. The textual 

readùig of photographs by Gunterrnan and Moodie is informed by current 

cultural and photographie theory as weii as exiscing biographical evidence in 

order to examine how photography functioned as a social practice rhat aliowed 

women to extend their boudaries and move outside the domestic sphere to 

pursue issues of identity. 

86. ibid., 16. 



Chapter One 

From Amateur to Professional: Contexts, Contacts 
and Codes of Production 

There is no more suitabIe work for a woman than photography, whether she takes it up 
with a view of making it a profession, o r  simply as a delightful pastirne to give pleasure 
to herself and others. She is by nature peculiarly fitted for the work, and photography 
is becoming more and more recognized as a field of endeavour peculiarly suited to 
women...... The light, delicate touch of a wornan, the eye for light and shade, together 
with her artistic perception, render her unusually Fitted to succeed in this work.1 

For a wornan to use a camera is a kind of theft of power, a n  assertion of the right to 
value her OCWI capacities of observation and  judgment, rather than simply to sustain 
someone else's exercise of these functions. For perhaps the frrst time in her existence she 
is able to effect a crucial shift in her thinking, to conceive of how she looks more nearly 
in the sense of how she sees, rather than how she appears.2 

Richard Hines Jr. argues that photography is an appropnate activily for 

women, either as a genteel accompiishment or a commercial venture, provided 

these women do not leave the boundaries of the domestic sphere. He reflects the 

prevailing attitude of the nineteenth-century Victorian who saw photography as a 

sociaiiy acceptable activity for tvomen as long as they functioned tvithin the 

constraints of Victorian society. Susan Butler's statement that a woman's use of 

the camera is an assertion of power is an example of the application of revisionist 

methodology and current feminist theory to the analysis of nineteenth-century 

photographie practice. Together, Hines and Butler present a study in contrasts 

1. Richard Hines Jr., Speech delivered before the Art League of Mobile, Alabama, 19 
january, 1899, cited in Shelagh Wilkson et al (eds.), Canadian Women's Studies, 
Photography edition, Vol. 2, No. 3 (Toronto 1980), 29. 

2. Susan Butler," So How Do 1 Look ? Wornen Behind the Cameram,Photo Communique, 
Vol. 9, No. 3(Toronto 1987), 24-35. 



wbich focuses attention on the changing role of women in photography from the 

more passive role of amateur in the domestic sphere to the more active role of 

professional in the public domain. This chapter exanines the positioning, 

representation and contextualization of women in photography in Canada at the 

turn-of-the-century. This discussion focuses on the change from amateur to 

professional and the factors of resistaace and/or marginalkation which women 

photographers faced. The chapter is divided into hvo basic elements: amateurs 

and their entrance to photography, support systems, and, areas of production; 

and, professionals and th& context and production. The content of this chapter 

serves to lay the foundation for the individual case studies to follow in Chapter 

Two on the amateur, Mattie Gunterrnan, and Chapter Three on the professional, 

Geraldine Moodie. 

Despi te limitations imposed by Vic torian patriarchy and socie t a l  expec tations, 

photography becarne a tool that aliowed women to present a f e u e  narrative 

through theh visual images. Furthmore, the diverse interactions benveen 

women and the practice of photography facilitated their move into the public 

domain. Citing Myra Jehlen, Carolyn G. Heilbrun, in her Writinn a ÇVoman's 

Life ( 1988), States that a woman's selfhood, which she demes as the right to tell - 

ber own story, depends upon "her ability to act in the public domain." 3 Heilbrun 

continues her discussion of women's biography by describing the importance of 

what Gilbert and Gubar have described as "the quest for her own story." 4 

3. Myra Jehlen, cited in Carolyn G. Heilbmn, Wridne a Woman's Life, (New York: 1988), 17. 

4. Sandra Gilbert and Susan Gubar as cited in Heilbnin, Writing a Woman's Life, 18. 



For ail iiterary artists, of course. se l f  definition necessariiy precedes self- 
assertion: the creative " 1 am " cannot be uttered if the "1" h o w s  not what it 
is. But for the female artist the essential process of self definition is 
complicated by aJl those patriarchal definitions that intervene between herself 
and herseif3 

As Diana Pedersen and Martha Phemister argue in their article Wornen and 

Photography in Ontario, 1839-1929: A Case Study of the Interaction of Gender 

and Technology" (1990), societai attitudes totmds gender and technology kept 

women from playing more active roles in photography until the 1880s when netv 

simplifïed technologies, such as roll füm and basic Kodak carneras, were readily 

amilable. Women's place in the p ho tographer's studio during the early years 

~m,  for the most part, in front of the camera rather than behind it." 6 

Women were commoniy depicted in a number of sterotypical roles and poses 

that included woman as object or woman as mother. The portmit of Miss Annie 

Beiî, 1873 (Fig. 1.1), a Notrnan employee, is typical of the images made of women 

at this tirne. Despite the fact that Miss Bei l  is a working woman, she is shotvn 

costumed in Party dress, presenting herself as a decorative object. The portrait 

of Mrs. William Mackenzie, 187 1 (Fig. 1. 2) is another example of the 

objectification of the female subject and by what Berger refers to as the male gaze 

which is outlined in my Introduction. bks. Sam Kee and Children. Montreal, 

1897 (Fig 1.3) is a more complex image depicting both motherhood and the exotic 

Other. Amateur and professional photographers alike often included th& wives 

6, Diane Pedersen and Martha Phemister, "Women and Photography in Ontario, 1829: A 
Case Study of the Interaction of Gender and Technology" in Marianne Gosztonyi Ainley 
(ed.) ,Desuite the Odds: Essaus on Canadian Women and Science (Montreal 1990) ,go. 



as secondary subject figures in their landscape photographs. As weii as 

establishing scde, these female figures were considered decorative additions to 

the compositions. Richard Maynard's landscape photograph made in 1899 uses 

his professional photographer wife, Hannah Maynard (Fig.lA), to establish scale 

in the foreground. Ironically, it was Hannah Maynard who taught her husband 

how to photograph.' 

Photographie histories represent photography as primariiy a male occupation. 

CVomen were most cornrnonly presented as having passive roles in photography, 

either as product or consumer. Victorian women first became activeiy involved 

with photography in North America and Europe as early as the 1850s and 1860s 

with the coiiecting of photographie images. Victorians were great coiiectors. 

Stereographs 8 were particularly popular in the l86Os, closely foilowed by 

"cartomania" where, after the example of Queen Victoria, women collected carte- 

de-visite portraits of farnily, friends and celebrities. 9 Queen Victoria showed 

considerable interest in photography and had Roger Fenton, the royal 

This \vas established in the Introduction. See Petra Watson, the p h o t o ~ r a ~ h s  of Hannah 
Mavnard, np. 

Stereographs are two photographs of the same subject taken with a camera that has 
lateral min lenses. The images are mounted side by side on  a small rectangular card and 
viewed through a device called a steroscope, the resulting image has the illusion of three 
dimensionality. Naomi Rosenblum, A Historv of Women Photoara~hers (New York 1994), 
45. 

Pedersen and Phemister ,95. 



photographer, set up a darkroom in Windsor Castie.10 This royal approval of the 

medium helped to spark the interest of many Victorian women. 

In the nineteenth-century, woman's active involvement with photography kvas 

in the secondary position of either amateur photographer or employee in 

commercial photographic studios. Women were, however, a significant presence 

in the development of this medium and were active in a variety of significant 

roles in Canada. 

The principal focus of amateur photography tvas the documentation of the 

family, and this was usuaiiy undertaken by women. As chief farnily archivists, 

women carefuliy maintained the family photographic albums, recording everyday 

domestic events and significant rituais/ rites of passage (tveddings,births, etc.). 

Such in timate family documents provide a personal and private view into 

Canadian Me at the turn-of-the-century. 

.As amateur pho tographers, women es tablished a ferninine voice/narrative 

through their visual images that recorded both social history and the "woman's 

culture" 11 of their period. C. Jane Gover writes: " The camera presents a new 

10. Roger Hall, Gordon Dodds and Stanley Triggs, The World of William Notrnan:The 
Nineteenth Centurr Through a Master Lens ( Toronto 1993),L3. 

1 1. Woman's culture existed within the private domestic sphere due to societal restrictions 
imposed on women during the mid to late nineteenth century. A separate artistic 
culture developed here of "lesser" arts including needlework, embroidery and china and 
miniature painting. These were considered women's arts and crafts and marginalized from 
the male dominated world of the fine arts. Photography, considered as ''painstaking" as 
the decorative arts and a subordinate to painting, was quickiy positioned as an 
appropriate pastime for wornen. See C. Jane Gover, The Positive Image: Women 
Photographers in Tum of the Centurv America ( Albany 1988) 1-16 and 104-134. 
Deborah Cheriy argues that an understanding of women's culture in the nineteenth 
century cornes from "an analysis of the heterogenity of feminity in a social formation 



way for women to represent and record their lives. The photo album replaced the 

sampler, the quilt and the miniahire pomait." 12 Photo-historian Beaumont 

Newhaii praises Lady Elizabeth Eastiake for her essay, Photograohv 1857 as 

arrivïng " at the surprisingly modern condusion "13 rhat photography is " a new 

medium of communication. "14 Her statement c o n f m  that photography was 

viewed as a tool of communication or voice as early as the mid-nineteenth-centur)r 

(See Introduction). 

The majority of women ernployed in the commercial studios were support 

staff; however, as this chapter tviii establish, an increasing number of women did 

become professional photographers. 

Framing Change: From Amateur to Professional 

The turn-of-the-century in Canada marked a time of significant social change 

for Canadian wornenJs The Victorian age had seen women primarily as domestic 

shaped by contending social, economic and politicai forces." See Cherry, Painting 
tvomen: Victorian Women Artists,(London 1993), 16. 

13. Beaumont Newhdl (ed.), Photoara~hv: Essavs & Images:: Illustrated Readinas into the 
Historv of Photography ( New York l98O), 94. 

14. Lady Elizabeth Eastlake, "Photography 1857" in Newhall (ed.), Photoaraphv: Essavs & 
Ima~es ,  94. 

15. See Alison Prentice et al (eds.), "The New Pioneers: The Mid-Nineteenth Century to the 
End of the Great War", Canadian Women : A Historv, 207-2 17 and Jane Ethrington, 

"Pioneers and Suffragistsn, Chanaing Patterns : Women in Canada, Sandra Burt, Lorraine 
Code and Lindsay Domey (eds.), 52-79, for detailed accounts of the social history of 



figures defïned by family responsibilities within the private sphere. Victorian 

women were schooled by the ideology of feminine accomplishment and passivity. 

Domestic ffemininiv as "the preferred mode of womanhood " was exemplified by 

the roles of dependent daughter, wife or mother in the nineteench-century.16 

Deborah Ch- comments that by the middie of the century, domestic femlliiniw 

had positioned itself in a variety of sites from the new category 'wife' on the 

census records to the large quantiv of fiterature that dealt with issues of 

behaviour, language and appearance for a 'lady'.l7 Cherry argues: 

Profound shifts in the definitions of gentilicy were registered in the 
dedassing of the term 'rvoman' and the currency of the word 'lady', shorn from 
its eighteenth-cenniry aristocratie associations and increasingly used from 
the 1840s to identifjf a middie-class fanininif/ ordered around conduct and 
appearance radier than given by birth or rank. 18 

Cherry establishes that after 1830, it was apparent that the public and private 

spheres were differentiated by gender: 

\ . m e  femininity was assigned to home and family, masculinity by contrast 
tvas apportioned the public world of city streets and urban institutions, 
administration, fmance and paid productive labour.19 

The mentieth centuy, however, brought opportunities for the "New Wornan" in 

Canadian women at the turn of the century. 

16. Cherry, 120. 

17. ibid.. 

18. ibid. 

19. ibid, 121. 



the public sphere.20 For many wornen, photography provided a bridge between 

the private domestic world and the wider public sphere. 

[The] choice of photography made the professional Me somewhat easier 
.... The dilemma over career and marriage, for example kvas often 
avoided; women photographers were able to pursue a career without 
necessarily leaving the domestic environment. Even for amateurs the 
camera gave wornen the chance to experiment ivïth an example of the new 
technology whde S i g  domestic values in the pictures they took3 

Photo-historian William C. Darrah observes certain patterns in the careers of 

early American ivomen pho tographers. He sugges ts that women gained entrance 

to the photographic profession in a variety of ways: through inheritance, family 

business, as support staff tvho worked their cvay up in a commercial studio or 

through paid instruction from an estabfished professional. Darrah's observations 

are, in Pederson's and Phemister's view, equaUy inherent in the careers of women 

photographers in Ontario,zz and by eutension.to women photographers in al1 parts 

of Canada. 

Pedersen and Phemister argue that despite the positive response of women 

to~vard photography, this technology " bas initiaiiy used in accordance ivith 

20. For further details about the perception and expectations of women in the 
Victonan age see Deborah Cherry, Paintine Women, C. Jane Gover, The Positive Image: 
Women ~hotonra~hers in Turn of the Centurv America and Julia Gualtieri, The Woman 
as Artist and Subiect in Canadian Paintinq (1890-1930) MA Thesis, Queen's 
University, 1989. 

22. Pederson and Phemister, 97. 



preexisting gender roles, and consequently, came to reinforce those gender 

roles. "23 Pho to-historian C. Jane Gover concurs: 

if indeed every age needs an image, then the late Victorians found their 
reflection in the photography produced by the women of that period. And, for 
the most part, the women photographers confùmed the prev;iiiing 
societal view of their work. 24 

As has been discussed earlier in th is  chapter, this prevailing view of women's 

work was one that resaicted tvomen to the private sphere of the home. After 

1860, the boundaries gradually expanded to include charitable work or paid 

employrnenc were deerned appropriate. 

Once established as practitioners, women were free to choose their o m  codes 

of production. Codes of productionzG reflected styiistic conventions and varied 

from romantic Pictorial imagery to more smaightfonvard docurnentay. Lilly 

Koltun comments on the nature of Pictonalism: 

Pictonaiisrn sought to emulate traditionai art media by using broad 
compositional design, suppression of detail, atmospheric effect, selective 
highlighting, and diffused or "soft" focus to create photographs that could be 
judged as works of art. .... These images often looked little like photographs, 
and much more like charcoal sketches, or distant cousins of paintings and 
prints. Deliberately anonymous subjects predorninated: unidentified 

23. ibid., 88. 

25. Cherry, 121. 

26. Codes OF production refer to the methods of production and reflect the coded 
nature of photography. See John Tagg, The Burden of Re~resenmtion : Essavs on 
Photographies and Histories (MinneapoIis 1993) for detailed examination of the 
coded nature of the photograph. 



portraits, landscapes, SN-lifes, even mythological scenes, aii paraileled the 
concerns of artists in other media. and echoed their stylistic influences.zi 

Pictorialism was the mos t significant movement in Canadian pho tography after 

1900, slowly replacing the " familiar standard of realism estabfished in the 

nineteenth century ...[ with] ... a new esthe tic ideal ".28 However prominent, the 

pictorialists did not dominate the practice of amateur photography in Canada; 

this PVZS reserved for the so-cailed "straight" photographers that preferred a more 

documentary style image.?', Koltun argues: 

Snength of numbers lay with the advanced amateurs or the informal 
snapshooters. These picture-takers perpetuated an older idea of what 
constituted a good photograph. They strove for images that were well- 
composed and exposed, well-developed and p ~ t e d ,  dear and exact. They 
were not so much in self-expression as in recording people, places and events 
factually, preferably as a kind of narrative.30 

It is to th is  category of documentary photography that the images of Mattie 

Gunterrnan and Geraldine bloodie belong. Commercial photography also 

produced variations that included a pictorial studio approach and a more 

anthropological approach to irnagery. 

Marketing techniques of the photo industry tended to reinforce the notion that 

27. Koltun, "Art Ascendant", 32. See Lilly Kolnin "Art Ascendant, l 9 O O - l 9  l4", Private 
Reaims of Linht, Lilly Koltun (ed.) (Ottawa 1983) 32-64., for an overview of 
Pictorialism in Canada. 

28. ibid., 32. 

29. ibid., 50. 

30. ibid. 



women were merely the "rank amateur and passive consumer. "31 Pedersen and 

Phemis ter argue: 

[Wxamination of women and photography in Ontario suggests that in the early 
years, women's responses to photographic technology dearly differed from 
those of men, and that they did so in a marner which reflected social 
convictions about women's scienWic and artistic abilities, women's role in the 
famiiy, women's relationship to other women, and women's econornic 
importance as consumers. Later, promoters of photography simply elaborated 
on these themes in their marketing of new forms of photographic technology. 
Not only did they use different promotional strategies to reach female camera 
buyers, but they also employed women in advertisernents as an effective 
strategy for conveying the impression that cameras were easy to use. 32 

in 1901, George Eastman launched an advertising carnpaign in an attempt to 

target the female market by presenting the Kodak Girl, a "New CVoman" symbol 

representing "the idealized essence of conternporary young womanhood- 

modem, active, elegant, sophisticated, independent, but not so bold as to be 

thought unrespectable". 33 The Kodak Girl 34 was trernendously popular and it 

was this image, not that of more serious amateurs like Mattie Gunterman who 

used more professional equipment (See Chapter Two), that was used by the photo 

industry as representative of women amateurs.35 Gover comrnents on the 

popularity and acceptance of this symbol in sociev: 

3 1. Pedersen and Phemister, 89. 

32. ibid., 90. 

33. ibid., 105. 

34. For details on the Ko&k Girl Campaign, see Pedersen and Phemister, 104-105 and 
Gover, p. 15. 

35. ibid., 109. 



With camera in hand, this woman pho tographer is active and curious yet 
accepted and welcomed everywhere. What began as an advertising symbol 
emerged as a symbol of a new middle dass woman who, though not yet fdly 
emanüpated, could s a  enjoy an expanded notion of acceptable behaviour.36 

Pedersen and Phemister also observe that during the Second World Wu, Kodak 

attempted to market a camera with a masculine image by advertising its Vest 

Pocket Kodak as the "The Soldier's Kodak", however, they never went as far 

creating as a "Kodak Boy" to address gender balance. 37 

AMATEURS: 

Improvements that sirnplified the technical aspects of photography lead to an 

"explosion of amateur photographic activity" in Canada after 1885.38 Pedersen 

and Phemister argue that only &ter photographic technology became more 

simplified and accessible in the 1880s did women become more active 

participants3 Research for the exhibition and catalogue Private Realms of 

Light, 40 indicates that of the 825 amateur photographers discovered at the tum- 

of-the-century, only around seven percent were women. Lilly Kololnin is suspicious 

37. ibid., 105. 

3 8. See Peter Robertson, "The New Amateur/ 1885-1 900n, in Lilly Koltun (ed.), Private 
Realms of L i~h t  (Ottawa 1983) 16-3 1, for details on technological advancement and the 
activities of Canadian amateur photographers. 

39. Pedersen and Phemister, 89. 

40. The catalogue Private Realms of Liaht for the National Archives of Canada 
exhibition in 1983 is the definitive study to date of amateur photography in Canada. 



of this figure and States the low percentage, which reflects sources such as 

periodicals, carnera club documents and other public records, indicates that 

women rnay have approached the medium pnvately.41 

As outüned in the previous section, women often made their entrance to the 

medium of photography through the instruction of a mentor who was generally a 

male family member. One weil known mentor !vas the Arnerican photographer, 

Aifred Stieglitz, who  vas considered to be the "father" of modern photography; In 

addition to his role as curator of the 291 Gallery that exhibited modem art and 

photography in New York, Stieglin was an influentid photographer and leader of 

-the Photo-Secession.-Q Stieglitz acted out a patriarchal role, and was mentor to 

dozens of female photographers. 43 In Canada, no mentor achieved the cult figure 

status of Stieglitz . 

Canadian women photographers found their mentors closer to home. blillie 

Garnble ( 1887- ?) began photographing in the summer of 1901, at the age of 

I I .  Koltun (ed,), Private Realms of Light , 55. 

42. Photo-Secession was an organization of primarily American pictorial photographers 
that existed frorn 1902 to 1910. I t  was a "distinctive offshoot" of the Pictorialist 
movement that promoted art photography and allowed for darkroom manipulation 
of negatives and prints using a variety of graphic arts techniques. It represented the 
elite among photographie societies and was the North American equivalent of the 
Linked Ring in Great Britain.. Women accounted for 2 1 of the 105 members in the 
Photo-Secession. The eventual rejection of commercial photography by the society 
caused its most celebrated woman member, the professional portrait photographer, 
Gertude Kasebier, to leave the group. Naomi Rosenblum, A Historv of Women 
Photogra~hers, 9 5-97. 

43. See C. Jane Gover, "Alfred Stieglitz and the Women of the Photo Session." The Positive 
Image 86- 103, for a discussion of Stieglitz's roIe as mentor in the development of 
women photographers in Arnerica 



seventeen years 

Grey McDougaU 

She had been given a Ray No. 1 

(1866- 1952) first encountered 

camera by an unde.# Amie 

photography at the farrn of her 

brother-in-law Charles Millar, an amateur photographer. She bought her first 

carnera from W'iam Notman in 1888. Mc Dougall also received camera and 

darkoom instruction from the Noman Montreal S tudio.Gs 

The carnera club was the center of much of the flurry of photographie activity 

at the turn-of-the-century and was the primas. support system for the amateur 

photographer. It ,vas not uncommon for ivell-established male professionals. 

including William Noûnan, to join carnera clubs. The fear of lost business caused 

by amateur photographers encouraged many professional photographers to join 

carnera clubs in order to exert their influence and make further business 

contacts.46 MOS t of the activities of the camera club were male dominated. 

Many serious amateur fernale photographers wished to gain access to the 

benefits derived from carnera dub  membership, including the use of darkroom 

and library faciiities, lectures by prominent photographers, and the opporhmity 

to exhibit their photographs and receive criticism about them.47 Their interesc in 

43. Laura Jones, Rediscovery: Canadian Women Photo~raphers. 1811-1 942 (London 1983 ) , 
22. 

45. ibid., 14. 

46. Robertson, 18. 



attendhg lectures and learning more technique conveys what Peter Robertson 

refers to as " a certain Victorian desire of perpetual self- irnprovement."* 

By 1890 women were admitted to the camera clubs as a way to expand 

membership and "create a more soaable atmosphere at meetings." 49 Some 

restrictions, however, were imposed on female members; darkroom use was 

iimited, for example, to daytime hours. The treatment of women in photographic 

associations such as camera clubs %vas indicative of the gender-oriented world of 

late Victorian Arnerica and Canada. 

Camera clubs were, in fact, male dominated and tvhile active as exhibitors, 
women's position in the dubs  were often at the forebearance of the male 
members. " Proper ladies , " unlike the marginal artistic, literary, or career 
women, were generally accepted as members, if not for high executive 
positions. Their treatment in the clubs was consistent with prevailing social 
practises observable in male/female relationships generally.50 

The only camera club on record in Canada to rnake an issue about female 

membership tvas the Toronto Camera Club which debated the admission of 

women as members on November 18, 18% -51 A motion to accept fernale members 

was approved at a special general meeting held one week later. At the Annual 

general meeting of 1895-6, only three women, Miss Helen Beardmore, Miss E. Lee 

48. Robertson, 23. 

49. Jones, "Rediscovery", 6. 

51. Robertson, 22. 



and Miss McGaw, were added to the mernbership-52 Mrs. Mary  Eüzabeth (J.H.) 

McKeggie was added to this smali group of women members in 1902. 

The Montreal Camera Club was formed in 1893 with a MSS Evelyn Johnston, a 

niece of the EngLish pictorialist photographer J. Duiey Johnston, as one of the 

early members. The club States in its charter: "The club shows a courteous spirit 

towards the fair sex, ladies being elïgible to membership and also to hold 

office."33 E h .  C. Lambert of Montreal kvas the only Canadian wornan 

photographer included in Sidney Carter's " Photo- Club of Canada" exhibition in 

1907.54 Sidney Carter, a leading Canadian pictorialist and an associate rnember 

of the Photo-Secession in New York, had independently organized and curated an 

exhibition of pictorial photography for the Art Association of Montreal from 23 

November to 7 December, 1907. The catalogue stated the exhibition cvas 

arranged by the "Photo-Club of Canada" which was a myth suggested by the 

secretary of the Art Association in case the exhibition was unsuccessful. The 

e.xhibition wu, however, received favourably and considered a novelty.sj The 

carnera clubs in Canada at the tuni-of-the-century did therefore provide a 

limited form of support system for the s d  number of women who had the 

opporninity and sesources to become members. There is Little documentation 

52. ibid., 23. 

53. Jones, Rediscoverv, 7. 

54. Koltun, "Art Ascendant", 44. 

55. ibid., 55. 



about support networks in Canada for women photographers at the tturn-of-the- 

centuy as compared to those functioning during the same tirne perîod in the 

United States . 

The principal area of production for the amateur woman photographer was the 

creation of the famiiy album. The task of famiiy archivist or keeper of the family 

album traditionaliy feli to the female family rnembers. These albums contained 

the farnily chronicle and collection of carte-de-visite that induded weii known 

figures of the tirne. In The Exoandin~ Eve. Photogra~hv and the Nineteenth- 

century blind, photo-historian Alan Thomas, describes the family album "as a 

living social document ... unique in its concrete, visual record of worlds of past 

experience . "56 

Looking at photographs and albums, and perhaps sharing and exchanging 
images with friends came to be seen as activities that were particularly 
appropriate for leisured tvomen, ranking with novel-reading, letter writing and 
fancy needlework. Ln fact, it tvas common for photographers, in selecting 
props appropriate to their subject, ro pose fernale subjects rnuch more 
frequently than males with a photograph album, a stereoscope, or holding 
pho tographs in their hands.57 

Marianne Hirsch, writer /professor of Women's Studies, bases her analysis of the 

family album on their self-reflexiviw "as a practice that produces and reproduces 

56. Alan Thomas, The Expanding; Eye: P h o t o ~ r a ~ h v  and the Nineteenth-Century Mind 
(Toronto198 l), 43. 

57. Pedersen and Phemister, 95. 



ideologies 3 8  The ideology of the family album wiii be discussed in detail in 

Chapter Two tvith regard to the amateur photographer, Mattie Gunterman, and 

her portrayal of Me in interior British Columbia at the hun-of-the-centq. 

The photographs of amateur women photographers are often straightforward 

documents of farnfiy and friends. Most of the subject matter offers a view into the 

private/domestic sphere and often displays intimate images that reveal much 

about the social history of the time. Family images, particularly those 

photographs docurnenting the lives of children, were prominent. The images 

depicting children's activities are typicai of this genre. In an untitled family 

photograph of a baby in a bathtub c.1912, (Fig.l.5), an infant is posed for the 

canera in a tin bath tub perched on a kitchen chair. The image has been made in 

the domestic sphere with the photographerhother improvising a studio setting 

by eievating the chiid and tub on a chair and using a neutral wall as a backdrop in 

order to create a satisfactory documentation for the family album of the activity of 

bathing the baby. This image, from a series in the collection of the National 

Archives of Canada, is by an amateur woman photographer identified ody as 

bks. Wentworth Martin. Other images  LI this series include baby in pram, baby 

in chair and baby Ivith rocking horse. AU are structured into a similar 

composition and depict the same infant alone with one object serving as a prop. 

blillie Gamble's photographs of famiiy and schoolchildren she taught offer an 

58. Mieke Bal and Inge E Boer (eds.),the   oint of theorv: ~ractices of cultural analysis, 
(Amsterdam 1993), 1 1. 



insight into iife in Prince Edward Island from 1905 to 1920.59 Typical of the 

simple fadides used by female amateur photographers, Gamble's darkroom was 

set up in her pantry and prints were taken outside to be washed by hand at the 

pump 30 

Women often contributed images related to general news and social issues to 

pictorial magazines. One of the smengths of the femaie amateur photographer 

\vas her s~aightfonvard documents of everyday life that were often sought after 

for pubiication by periodicals such as the Canadian Pictorial or the Canadian 

Courier.61 Although Madge Macbeth was frequentiy published by the Canadian 

Courier, and her series taken at the C o ~ a u g h t  Races in Ottawa c .  19 13 is now in 

the National Archives of Canada photography collection, she is considered an 

amateur photographer.62 

Tourist photography presented another popular arena of production for 

amateur women photographers. A joumey into the counayside became a popular 

5 9. 

GO. 

61. 

62. 

Jones, Rediscoverv, 23. 

ibid., 23. 

Koltun, Private Realms of Light, 56. 

ibid., 56. Although Madge Macbeth is positioned by the National Archives of Canada 
as an amateur photographer, she was a professional joumalist See Joanna Dean and 
David Fraser, Women's Archives Guide : Manuscript Sources for the Historv of 
Women, Madge Macbeth collection, MG 30, D 52, Ottawa: National Archives of Canada, 
5 7. 



leisure activity after the middle of the nineteenth-century.63 Among these 

tourists were women artists seeking landscape as subject matter. Landscape 

painting, however, was seen as a luxury commodity in the capitalist economy of 

the nineteenth-century.w Photography was the logical next step from painting; it 

made the production of landscape irnagery more accessible. The coilecting of 

photographic vieivs of landscape was a popular pastirne for the ever uacquing" 

Vic torian. 

Tourist photography was, however, less accessible to women because of the 

prevailing attitudes of Victorian society towards women travelling alone. Dea 

Birkett, in her book S~insters Abroad: Victorian Ladv Explorers, describes the 

challenges encountered by women who wished to travel. both in society and on 

actual journeys. Birkett cites Punch ( 183 9) to c o n f m  the societal restrictions: 

A lady an explorer ? a traveLier in s W s  ? 
The notion's just a trifie to seraphic. 
Let them stay and mind the babies, or hem Our ragged shirts: 
But they mustn't, can't and shan't be geographic.65 

Male traveliers, "privileged by the social organization of bourgeois masculinity,"~~ 

found it easier to travel freely. Thus, Victorian women photographers had less 

access to travel than their male counterparts. 

64. ibid., 166. 

65. Punch, 1839 cited in Dea Birkett, S~insters  Abroad: Victorian Lady Eudorers (London 
1989), 279. 

66.  ibid., 169. 



Technical improvements such as the pocket camera and roll frlm, avaitable at 

the tum-of-the-century, altowed tourist traveiiers to use portable cameras to make 

their own visual records of their journeys. In 1906 Henrietta Constantine, who 

often traveiied with her husband, a member of the North West Mounted Police, 

admitted being a "Kodak-fiend-tho 1 only began last June. "67. Constantine 

produced postcard size photographs probably made with a convenient No. SA 

Folduig Kodak camera.68 

Ruby Gordon PeterMs album of photographs made during the First World 

FVar include, with tourist shots, her documents of the army hospital in Greece 

where she kvas stationed. Peterkin used the camera as a tool to frame and thereby 

understand a place foreign to her. 69 She also made travel photographs while on 

hoiiday away from the station (Fig. 1 .G) . M y  Kolm c o n f i  that "euotic locales 

and inhabitants" were a popdar subject for amateur photographer.70 Follotving 

this statement, Koltun cites the example of Geraidine Moodie who photographed 

the hu i t  in the Hudson Bay district cvhere her husband ,vas stationed. Once 

67. Henristta Constantine in a Ietter to Edward Deville, dated March 27, 1907 (NAC, 
RG1 S,C2 file 1667)cited in Koltun, Private Realms of Liaht, 309. 

68. ibid., 52. 

69. See Joanna Dean and David Fraser, Women's Archives Guide, 70, for reference to the 
Irene Peterkin collection in the Manuscript Division at the National Archives of Canada. 
(MG 30, El 60) Letters to Irene Peterkin from her sister, Ruby G. Peterkin, detail the 
living and working conditions in the medical stations in France and Greece during 
World War 1. References include the difficulty of acquiring film and darkroom supplies 
while sbtioned overseas. 

70. Koltun, Pnvate Realms of Light, 53. 



again, Moodie is positioned as an amateur. Moodie's professional use of 

photographic practice and imaging of the Other wiil be discussed in Chapter 

Three. 

PROFESSIONALS: 

This section focuses on the issues of context and production as they pertain to 

professional tvomen photographers in Canada at the turn-of-the-century. This 

discussion is infomed by art historian Deborah Cherry's study of professionalism 

and women paincers in Victorian Britain. Cherry argues that professionalism 

wis a new form of identity for women artists in nineteenth-century Britain that 

became attainable as new institutions were formed for middle-class occupations 

in addition to the older professions of law, medicine and the church.71 

Nevertheless, Cherry argues that it v a s  st iU  a struggle for wornen to become 

professional. 

Formai organizations set up outside the home connolied access and entq, 
provided specialist training and regulated professional practice. 
Professionalism was most vociferously clairned as mascuLine ... femininity 
was positioned as the very antithesis of the professional artist, as amateur, 
a defition secured by the inclusion in a middle dass woman's education of 
the domestic practice of drawing and witercolours as an accomplishment, a 
component of feminini1y.7z 

Although only a marginal presence, women were active as professional 

practitioners of photography. As early as 1841, The Montreal Transcriat 

published advertisements for Mrs. Fletcher, '' Professor and Teacher of the 

71. Cherry, 9. 

72. ibid.,9. 



Photogenic Art " who clairned she was " prepared to execute Daguerreocype 

Miniatures in a style unsurpassed by an Arnerican or European artist. "73 Ralph 

Greenh.  States that Mrs. Fletcher was not the oniy f a a l e  photographer during 

the daguerreotype 74 era in Canada, but she was probably the fxst.75 

Unfortunately, oniy advertisements for her work have survived. As it was not 

cornrnon practice for daguerreotypists to sign th& work, no identified Fletcher 

daguerreotypes exist.76 

Women photographers were credited by society as better representing of 

children and farnily groupings and were considered as having more patience and 

more sensitiviw with children.77 Many Victorian women photographers, U e  

painters of this period, maintained elegant in-home studios that tvere meant to 
- 

put the sitter at ease. 18 The home studio was a place/conteut diotved women by 

Victorian patriarchy and reflects the stereosping prevalent in this society. These 

73. The Montreal Transcx-ipt LI 1 September 1841) cited in Ralph Greenhill, Earl-Y 
P hotonrap hy in Canada (Toronto l965), 23. 

73. The International Centre for Photocraphv Encvclopedia of Photo~ra~ hv defines the 
daguerreotype as the first practical process of photography invented by Lj.M. Daguerre 
in 1839. The daguerreotype was a delicate direct positive image produced on a copper 
plate with a silver coating. Standard "whote plate" size \vas 6 1/2" x 8 1/2" but more 
popular was the quarter plate ( 3 113" x 4 1/4") which reduced the cost. See pp. 129- 
132 for further technical details. 

76. Jones, "Rediscovery," 5. 

77. ibid., 6. 



home studios were practicai for women as heavy equipment did not have to be 

hauled about and the photographer could be available to her children.79 

As Laura Jones points out in her article, "Rediscovery", published in 1980 in 

special photography edition of Canadian CVomen's Studies, women photographers 

preferred to use either the carte-de-visite or cabinet card 80 format for theh 

images. These images were printed on albumen paper which aiiowed for 

retouching and handcolouring. The commercial portraits of bks. Amy James of 

Believiiie, euemplify the typicai studio portraits of the 1860s used artificial props 

and painted backgrounds 81 (See Figs. 1.7 Rr 1.8). The images were printed as 

smail cabinet cards that were designed to fit into specially made photograph 

albums. The poses were formal, stiff and more accommodating to the necessarily 

long exposures than to the comfort of the sitters. ?Vomen often stood to show off 

their dresses (Fig. 1.8), thus women photographers like Amy James continued the 

formai posing used by their male peers.82 Props such as chairs and tables were 

7 9. Jones, " Rediscovery," 6. 

80. The cabinet photograp h was larger than the carte-de-visite and became the new 
standard for studio photography after 1866. I t  was available in three sizes: 5 1/4" x 4", 
5 314" x 4"or 6" x 4 1/4. Al1 were mounted on an embossed o r  decorated card 6" x 4 
114"- See International Centre of Photogra~hv Encyclo~edia of Photonra~hv, 89. 

8 1. Jones, "Rediscovery", 5. 

83. I t  was comrnon practice during this period for commercial photographers to 
represent themselves as artists. A speech o n  women's rights by Lucy Stone outlined in 
the Semi-Weeklv Leader in Mach ,185 5 presents the example of a successful woman 
photographer who became a "daguerrean artist" and "ere long was eaming thousands 
of dollars by her profession". Lilly Koltun, "Pre-Confederation Photography in 
Toronto," Historvof Photop;rawhy,Vol. 2, No. 3 (JuIy 1978), 262 . 



comrnonplace in professional photographs; they were used in an attempt to make 

the photographer's studio appear more home-me. The use of props and 

backdrops \vas adop ted by amateur women photographers such as Mrs. Wentworth 

Martin (See Fig. 1.5) in an attempt to make their photographs appear more 

professional. Mattie Gunterrnan, a serious amateur, also relied on props to create 

images for her f a d y  album which WU be discussed further in Chapter Two. 

Occasionaiiy women photographers recorded subject matter beyond the 

domestic portrait setting. One such exception was Mary Spencer (?- 19381, the 

owner of the sole photographic studio in ~ o o p s ,  British Coiumbia, who 

docurnented "one of British Columbia's sensational historic events, the capture 

and triai of uain robber Biii biner in 190G."S3 Spencer's coverage of the event 

allowed her to be the only woman in the courû-oorn. Her work exemplifies the 

abiiity of women to resist and overcome the societal nom chrough photography. 

Thus photography offered her a venue by which to unbind certain constraints 

imposed by Victorian society. 

The earlier section on amateur photographic practice confums that travel 

photography was pursued by women who were able to subvert the prevailing 

Victorian attitudes against women traveiiers. Edith Watson ( 186 1-1943) was a 

freelance photographer who travelied throughout Canada from the mid 1890's 

until 1930. Her subjects retlected a broad range of Canadian society: m a l  

Quebec in 19 10, Doukhobours in 19 11, Mennonites on the prairies and clam 

83. Myrna Cobb and Sheila Morgan, Eiaht Wamen Photoqra~hers of British Cobnbia ,  
1860-1978 (Victoria 19781, 16. 



diggers in Cape Breton. Her work appeared in a varies. of Canadian publications. 

84 thus situaring her is as professional rather than an amateur. Edith Watson, U e  

Geraldine Moodie discussed in Chapter Three, has been marginaiized as an 

amateur in major pubiications such as the National Archives of Canada's major 

exhibition catalogue on the practice of amateur photography in Canada, Private 

Realms of Lipht: Amateur Photograohv in Canada. 1839-1940.85 This 

marginalization c o n f i s ,  once again, the need for the re-positioning of Canadian 

women photographers active ar the m-of-the-century. 

Deborah Cherry comrnents that women often became involved Mth painting in 

Victorian cimes simply because it was the family business.86 Darrah asserts that 

a family business was also an entrance to photography for women.87 Elsie 

HoUoway (1882- 1971) became ioterested in photography through her father, an 

enthusiastic amateur. After his death in 1906, Elsie and her brother Bert 

published a book of th& father's photographs entitled, Throueh NeMoundland 

with a Camera. In 1908, the siblings opened the Kolloway Studio, a business that 

84. Jones, Rediscoverv, 1 O. 

85. Frances Rooney has a manuscript presently titled Edith S. Watson: Photonra~her  ( 186 1 - 
2 943 1 forthcorning. Rooney's research establis hes that Watson \vas a professional 
photographer. 

86. Cherry, 19. 

87. Darrah cited in Pederson and Phemister, 97. 



soon developed' a reputation for its portraits of children. Elsie continued the 

business after Bert's death in the First World War.88 

Joining the famüy business was an acceptable entry into the public domain for 

a Victorian woman; and unless she was in a partnership estabiished through 

f d y  or rnarriage, a woman running her business independentiy was not 

perceived favourably by society. Pamiership with her husband, however, was 

acceptable for a woman involved in commercial photography. 

[bqarital relationships took many forms in the Victorian period, and in 
companionate marriages particularly those in which wife and husband worked 
together in the family business of cultural production (literature or art), a 
married woman was constituted an active agent in a partnership that for 
men and women united kinship and capital, paid productive labour and home 
life.89 

It is notable that in addition to Ws. Fletcher, whose advertisement in 1841 is 

mentioned earlier, Greenhiii, in his examination of nineteenth-century 

photography, mentions only MO other women photographers. He positions both 

in context with their husbands. The first reference is to a Mrs. bliiier who 

operated a photographie studio tvith her husband in St. Catherines c. 1865, 

producing popular carre-de-visite images in vogue in the mid -nine teenth- 

century.90 The second is blr. and Mrs. Maynard, "the best b o w n  nineteenth- 

88. Jones, Rediscovery, 27. 

89. Cherry, 33. 

90. Greenhill, 32. 



century photographers in British Colurnbia."91 Hannah Maynard is the subject of 

her husband's photograph discussed ear1ie.r (See Fig 1.3). The husbandhvife 

partnership was an easier transition for Victorian women into the public dornain 

than attempting to nin an independent business. The price exacted, however, was 

that women were often marginalized by th& husbands. 

Occasionaily, women established themselves independently as professional 

photographers, but this was rare because suffiCient income ivas  a fundamental 

requirement. One such example is Rossetta E. Carr (active 1883-1897), a 

professional photographer who successf~y operated The American Art Gallery 

in Winnipeg from 1883-1897 by herself . With four thousand douars of capital, 

her studio, specializing in portraits of children, soon became the largest 

photographic business in the ciry. By 1886, her estimated annual income was 

between $10,000 and S15,000 .oz The significance of her photographic practice 

was confirmed when C m ' s  work k v a s  cited as a record of the progress of the city's 

"civilization" by the local Winnipeg newspaper, Town Ta%, in 1890. 93 

Even more rare1y.a woman could work her way up from photographic assistant 

to photographer with a studio of her own. Gladys Reeves ( 1890-1974) was one 

of the few who established herself in this manner. Hired first as a receptionist 

with a salary of fifteen dollars a month, and later as a photographic apprentice, 

91. ibid., 56. 

92. Jones, Rediscoverv, 12. 

92. Town Talk, Vol.1, No. I (Winnipeg 22 March 1890 ), cited in Jones, Rediscovew, 13. 



Reeves worked under photographer Ernest Brown in Edmonton for fifteen years 

before she opened her otvn photographic studio, The Art League, in 1920.94 

1 started my own studio in 1920.1 had the unfortunate position of being a 
woman. And in those days a woman in business was not recognized. 1 think 1 
was the first tvoman West of Portage La Prairie to start a photographic studio of 
my own. And there were many, many m e s  when I'd think I'd corne to the end 
of my tether and just couldn't go on and chen I'd be afraid they'd say 'I told you 
so .' And I'd start in again.95 

A more comrnon position for women interested in photography was as support 

staff: recep tionists, secretaries, dressing room attendants , darkroom assistants 

helping to retouch, handcolour and frame photographs. William Nounan and his 

sons operated their Monmeal studio96 for ahost  seventy-five years and employed 

over four hundred cvorkers . Research conducted on the wage book of the Notrnan 

Studio by photo -historian Stanley Triggs indicates that a substantial nurnber of 

women were employed.97 When these records begin in 1864, only one fernale 

ernployee, a Mrs. Burns %vas recorded. 

[Hotvever],[i]n ten years tirne the number had increased to eighteen, fully one- 
third of the staff; and ivhile the number of women ernployed was affected as 

Jones, Rediscovew, 2 1. 

Gladys Reeves, Interview with Provincial Archives of Alberta, 1966 citecl in Jones, 
Rediscovew, 20. 

William Notman was considered one of the most important Canadian photographers. 
For details of the Notman Studios in Canada and the United States, see Ann Thomas, 
Fact and Fiction: Canadian Painting and Photo~ra~hv  1 860-1 900, ( 1979), Stanley G. 
Triggs, William Notman: The Starnp of A Studio, ( 1985), and Roger Hall, Gordon Dodds 
and Stanley Triggs, The WorId of William Notman: The Nineteenth Century Throuqh a 
Master Lens, ( 1993). 
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the men were by the general rise and fall of the economy, after 1873 the 
percentage seldom went below one-third. The percentage continued at that 
level and higher, often approaching one-half from 1894 and up to 1917 when 
the wages book doses. 98 

The wage book did not identïfy individuals by occupation, but Triggs States that 

their positions were always secondary and the photographers in the Notman 

Studios were always maie.99 

Like Notman, wornen photographers running their own businesses also hired 

other women as assistants. Rossetta Carr employed nvo women on the staff of her 

Winnipeg studio (1883- 1897), Miss E. W. Lngo and Nfiss R. S. bLiller -100 Usie 

Holioway also employed bvo women, Mabel Pittman and Mary England. 101 

Thus both male and female photographers recognized the advantages of hiring 

tvornen as support staff. 

A favoured position for a woman in the photographic studio was as a 

receptionist , a role that required wornanly virtues such as c h m ,  hospitality and 

cleanliness.10~ Female receptioonists were considered integral to a successful 

photographic business ; it was their job to smooth the way for the photographer 

by creacuig a home-like atmosphere for dients: 

98. ibid., 147. 

99. ibid., 115. 

100. Jones, Rediscoverv, 13. 

101. ibid., 13. 

103. C. Jane Gover, 28. 



She could with a few subtle touches so metamorphose the gallery that it 
wouldn't be recognized . . . She WU coo to the baby whiie enlarging tnithfully 
to the proud mocher on its perfections.103 

Women were aiso often employed to handcolour photographs in watercolour, oïl 

or Lndian ink. One such exarnple is Mn. W.K. Sargent's advertisernent billing 

herself as an evperienced and accurate colourîst of photographs in an 

advertisement in The Globe in 1858. 104 

Little is known about the conditions under whkh female support staff wored. 

They generaiiy were given minor or hazardous jobs such as working in the 

darkroom for prolonged periods with e.xposure to many dangerous photographic 

chemicals.lo~ In extreme cases, such conditions proved to be fatal. In 1897 

Elizabeth Archibald, a studio assistant for ten years in William Topley's studio in 

Ottawa, died at age thirty-one. Her family suspected the cause of her death was 

related to pho tographic chernicals and poorly ventüated darkooms. 106 As weli as 

poor working conditions, women assistants received low wages. Koltoltun's research 

103. A. Lee Snelling cited in Gover, 28. 

103. Koltun cited in Pedersen and Phernister, 108. 

105. Pedersen and Phemister, 109. 

106, ibid., 109. 



confums that advertisements for women assistants in the 1860s offered wages 

between $400 and $500 per annum.107 

Similarly, in large factory businesses such as Kodak, much of the preparation of 

photographic materials, retouching of negatives, finishing and rnounting of 

photographs was done by women workers.108 Womm assembled and boxed 

cameras for Kodak in Toronto and prepared daguerreotype plates in the first New 

England factories in the early 1920s.109 Despite the fact that women were 

employed in the photographic industry, there was little " revision of the widely 

held ideas about women's scientSc ineptitude and inability to cope with complex 

techrr_ology."lio This reinforced the societal demand that woman be the helpmate 

not the instigator of activities U e  photography. 

Photography iyvas, therefore, a socialiy sanctioned activity for women in Canada 

at the turn-of-the-century provided these wornen still functioned within the 

consaaints of Victorian society. Women used the camera at the turn-of-the- 

century as a form of self-expression, a ferninine voice which htll be further 

evamined in the next chapter. By using revisionist methodology and current 

feminist theoiy, it is now possible to read the photographs of these women in a 

. new iight as documents of social history. The work of Gunterman and EvIoodie vil1 

107. Lilly Koltun, "Pre-Confederation Photography in Toronton, Historv of Photoara~hv, 
Vol. 2, No.3 (July 1978), 262. 

108. Pedersen and Phemister, 208. 

109. ibid., 108. 

110. ibid., 109. 



be specifically cited in the chapters that follow to exempw these new readings of 

photography as a gendered social practice that, in the words of photo-historian C. 

Jane Gover, "gave a woman room to find her own idendty while remaining close to 

the hearth." 1 1 1 

111. C. Jane Gover, 32. 



Chapter Two 
Mattie Gunterman & The Family Photograph Album 

Identity and Personal Narrative 

Women have pioneered fonns of writing about the past which explore areas 
tangential to the mainsueam of political and econornic change. As with other 
marginalized groups, forrns which are themselves marginal, impure, apparently trivial 
have offered ways of seeing the past which insist on linking the personal with the 
political, the mundane with the great event, the trivial with the important. Elurring 
the boundaries between personal reminiscence, cultural comment and social histop-, 
paying attention to the overlap between history and fantasy, using popular 
entertainment, reading official histories behveen the lines and against the grain, these 
exploratory styles fit easily wi th the bricolage and the lwse ends of the famiIy 
alburn.1 

Questions we have al1 asked ourselves such as \%y a m  1 doing this ? or even more 
basic What am I doing? suggest the way in which living forces us to look for and 
forces us to design within the prima1 stew of data which is our daily experience. 
There is a kind of arranging and choosing of detail - of narration, in short- which 
we must do so that one day vil1 prepare for the next day, one week will prepare for 
the next week .... To the extent that we impose some narrative forrn unto Our lives, 
each of us in the ordinary process of living is a fitful novelist ... 2 

Patricia Holland argues that the creation of the farnily photograph album 

is social practice, a practice allowing women the opportunity to construct a 

personai history/ narrative which aanscends the boundaries that traditionally 

separate the personai from the political . Phyliis Rose points out that the 

narration of our daily iives is part of an ordering and understanding that assists 

1. Patricia Hotland, "Introduction: History, Memory and the Farnily Album," Familv Snam. 
The me an in^ of Domestic Photogra~hv, Edited by JO Spence and Patricia Holland 
(London 1991), 9. 

2. Phyllis Rose, ParaIlel Lives, Five Victorian Marriages (New York 1984), 5. 



in establishing identity. These two comments/arguments by women rvriters have 

been brought together in order to focus the discussion to follow in this chapter on 

the existence of and necessity for alternative productions of personal narrative 

such as the farnily photograph album. As established in Chapter One, the 

creation of the family album, a popular tum-of-the-century activity, was primariiy 

undertaken by women and recognized as part of their domestic duties to the 

family. As more women becarne interested in t&g as t v d  as collecting 

photographs, they began to use the camera to produce their own images for the - 

family album. These photographs were often a blend of the dominant familial 

ideology and the photographer's orvn viervs/visions to create her own personai 

narrative. In this manner, women were able to reposition themselves from 

consumer /product of photographic irnagery that has been discussed in Chapter 

One to a more active role as producer. This chapter examines images from the 

family albums of the amateur woman photographer, Mattie Gunterman, during 

the years 1899 to 1910 and relates the reading of her images to a broad 

discussion of how photography served as social practice which aiiowed for the 

construction of identity and personal narrative. 

There are three existing Mattie Gunterrnan family photographic albums.3 

The fxst, a commercial album, was elaborately bound and constructed of thick 

cardboard pages with pre-cut frames for the insertion of the popular standard size 

photographs, the cabinet card (1.5 x 6.5 inches) and the carte-de-visite (2.5 x 

3. Persona1 Communication with Henri Robideau, Vancouver, June 1, 1995. 



3.25 inches). (See Chapter One) 4 It consists of Elattie Guntermaa's collection of 

studio portraits of her family and friends and covers the time period 1875 to 

1893. It documents her childhood in La Crosse, Wisconsin; the early years of her 

marriage to WiLl Gunterman in Seattle, Washington and continues to include 

baby pictures of her ody  child, Henry. 5 Her second photographic album is a smaii 

5 inch square album consisting of twenty pages and includes for the fust time 

Gunterman's own photographs. These images were made wi th  George Eastman's 

popuiar invention designed for amateur use, the Kodak "Bull's Eye" canera. This 

album continues the narrative of Gunterman's Me and includes snapshots made 

in 1897 of f d y ,  friends in Seattle and travel to eastem kVashington. The third 

photographic album is described by photo-historian Henri Robideau as a 

"scrapbook" because it consists of appro.ximately 147 photographs pasted by 

Gunterman into a book assembled from Chinese folded paper witb a sewn 

binding.6 This scrapbook contains photographs primarily made between 1899 

and 1901 with her 5"x 7" glass plate camera, however it does also include several 

older images made rvith her earlier 4" x 5" glas plate camera.' 

Henri Robideau, Mattie, The tife Storv of the Famous Camp Cool; and Photogra~her. 
Mrs. Mattie Gun terman, 20. 

Gunterman has added only a few names under the photographs so most of the subjecu 
remain unidentified. However, the album does contains four recognizable portraits 
of Gunterman that present a chronological sequence ffom the age three in 1875 
to age seventeen in 1889. Robideau, Mattie, pp. 10-1 1. 

Persona1 Communication with Henri Robideau, Vancouver, June 1, 1995. 

ibid. 
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AU three of the existing albums are held by the Gunterrnan family and 

were not accessible for research for this thesis.8 In 1927 Guntennan's home in 

Beaton, British Columbia was destroyed and ali her work was lost except 

approximateiy three hundred 5" x 7" glass plate negatives that had been stored 

in an outdoor shed/darkroom and the three family albums mentioned above. 

The thineen Gunterman photographs examined in chapter were selected from 

fifty-nine modem prints in the permanent collection of the Photographers Gailery 

(PG) in Saskatoon, Saskatchewan. They were printed by H ~ M  Robideau from the 

sunriving 5 " x 7" Gunterman negatives now in the Vancouver Public Library (VPL) 

collection. 9 Two of the thirteen photographs seiected (Figs. 2.1 and 2.2) are 

confirmed by Henri Robideau to appear in the third existing alburn.10 The other 

eleven photographs selected have nor been identified with a specific album but 

An attempt was made to contact Avery Gunterman, Mattie Gunterrnan's grandson who 
had inherited her photographic albums. A letter from Henri Robideau, JuIy 31 1994, 
confirmed that Avew Gunteman had died from heart faiIure in 1992 and had been 
predeased by his wife, Addie in 1991. These were the last family members to knotv 
Mattie Gunterman. As it was not known whar had happened to the original 
albums, the decesion \vas made to conduct the research necessary for this thesis frorn a 
selection made from modern prints of Gunterman's orginal negatives which were 
accessible in the permanent col~ection of the Photographers Gallery in Saskatoon, 
Saskatchewan. 

These prints w r e  made by Henri Robideau from the original Gunterman g l a s  plate 
negatives in the VPL collection for the exhibition, The P h o t o ~ r a ~ h s  of Mattie Gunterman, 
curated by Sylvia Jonescu Lisitza for the Photographers Gallery, Saskatoon, Saskatchewn 
in 1977. See Appendix One for detaiIs on the discovery and donation to the VPL of these 
negatives. 

Personal communication with Henri Robideau, Vancouver June 1, 1995 conf ims  that 
the third d b u m  covers the time period from 1899 to 1902. Figures 2.1 and 2.2 here 
made in mid 1899. See Robideau, Mattie, pp, 38-39. The other eleven Gunterman 
photographs examined in this chapter were made between 1902 and 19 10 after the time 
period covered by the third album. 



are part the modern G u n t m a n  prints in the PG collection ivhich include thirreen 

farnily portraits, three self-portraits, thirty-one cornmunity portraits and twelve 

landscape pho tographs made benveen 1898 and 19 10. The thirteen images 

selected for exadnation in this chapter w r e  chosen to represent Gunterman's 

photographs of self, family and cornmunity. 

A pioneer camp cook in interior British Columbia, Gunterman's diaristic 

photographs narrate/ construct the story of a pioneer woman's H e  in Canada. 

Gunterman is an exemp!ary representative of the many amateur women 

photographers in Canada at the tuni-of-the-century. Her photographic work 

remains a personal visual journal /archive that documents ~ i g ~ c a n t  moments in 

the life of her f d y ,  friends and cornmunity. As the persona1 narrative of a 

single family, her work represents the way nineteenth- century women used the 

camera to teLi their story, to fmd their voice. 

Gunterman's practice of creating and keeping a family photograph album 

is part of an established nineteenth-century tradition shared by many women. 11 

Traditionaiiy, women have been the family archivists, preserving the f d y  

history in photograph albums and scrapbooks. 12 Photograph albums were 

commonly used to record, sequence and even invent nanatives of family life ( See 

11. Val CVilliams. "Carefully Creating an tdyll, Vanessa Bell and Snapshot Photography 1907- 
46,"Familv Snaps. The Meanings of Domestic Photoeraphy, Edited by JO Spence and 
Patricia Holland (London lWl) ,  187. 

12. Holland, "History, Memory and the Family Albumw, 7. 



Chapter One). The making of the family photograph album was a fonn of social 

practice; however, the owner/maker of the family album shouid not be seen as a 

social historian searching for a kind of 'lruth' but rather as a constmctor of 

personal truth. As Hoiiand notes, " [olften guarded by a self-appointed archivist, 

albums construct their own versions of famiiy history, in negotiation with the 

ideal." 13 Marianne Hirsch concurs, 

Even more dearly than cinema, which has formed a central focus for 
theoretical critique and reappropriation durhg the past two decades, s t i i l  
photography reveals how cultural practices produce and reproduce 
dominant ideologies, ivhether of gender, of class, of sexualicy, or... of 
famüiality. U n U e  fh, the stiU picture is focused by only the camera eye, 
whose point of view coincides with the perspective of the vieiver, aiming to 
shape and determine the viewer's position ... ive perceive what we are 
prepared to perceive.14 

Citing Abigail Solomon-Godeau's position that "the specular rnechanics of 

photography bear more than a coincidental resemblance to those of ideology ," l j  

Marianne Hirsch concludes that family photographs, in particular, "consolidate 

and perpetuate dominant famüial myths and ideologies."l~ The tum-of-the- 

cennisy photograph albums of ivlactie Gunterman develop a narration around the 

idea of her nuclear family's heroic quest to conquer the Canadian ivilderness and 

establish themselves as part of a frontier cornmunity in interior British Columbia. 

13. ibid., 7. 

14. Marianne Hirsch, "Masking the subject: practicing theory" the point of the or^, practices 
of cultural anahsis, Edited by Mieke Bal & Inge E Boer (Amsterdam 19941, 109. 

15. Abigail Solomon-Godeau cited in Marianne Hirsch. "Masking the subject," 109. 

16. Hirsch, "Masking the subjectn, 109. 



Hirsch uses the visual images themselves as the "point of entry" 

into theore tical analysis of the " power and cons naints of familial mythologies". 17 

Such a process of practicing theory or "stepping into the visual " is based on the 

writings of bfieke Bal. B a i  argues that "if we understand theory in its 

e ~ o l o g i c a l  background (ivhich is, after ail visual) .At ceases to be a dominating 

discourse and becomes rather a iMUingness to step into the visual, and to make 

discourse a pzutner, rather than a dominant opponent, of visuaüty. " 18 Chapters 

Two and Three d e  use of this mode1 to readknalyze directly from the 

photographs of Mattie Gunterman and Geraldine Moodie.19 

Roland Barthes' discussion of the power of the family photograph in 

Camera Lucida povides another theoretical perspective which is applied to the 

analysis of Guntennan's work. He fxst reflects on the nature of photography. 

concluding that it contains two themes, studium and punctum.zo Barthes labels 

photographs which are merely studies of the o r d i n q  and designed solely to 

inform studium. 21 His particular interest, however, lies in the few images that 

17. This methodology follows that of Mieke Bat outlined in Readino "Rembrandt", 199 1. 

18. Mieke Bal, Readinn Rembrandt, 1991, p. 228 cited in Marianne Hirsch, "Masking the 
subject", 110. 

19. For biographical details about the lives of Mattie Gunterman and Geraldine Moodie, see 
chronologies in the appendices. 

20. Roland Barthes, Camera Lucida: Reflections on Photonra~hv, translated by Richard 
Hocvard (New York 1981), 26. 

21. ibid., 27. 



"break or punctuate" this studium and, in doing so, disturb the ordinary and 

surprise the spectator. These he refers to as punctum, poiuerful images that 

"prick" , "bruise" and "create a sense of the poignant. " 22 Barthes argues that 

these potverful emotive images are often found in f d y  photograph albums. His 

reading of a photograph of his mother standing tvith her brother in the Winter 

Garden of their family home leads to his condusion that the photograph contains 

punctum, for in it he fmds the essence of his mother.23 

Citing Barthes' reading of the FVinrer Garden Photo~ra~h.  Marianne 

Hirsch argues that identity for Barthes is familial not only in a sense of " iineage ", 

but in the exchange of familial gaze; the gaze not only between brother and sister. 

but also benveen the mother represented as a M d  in the photograph and her 

son who now reads that image.2' Creating and reading the family album. 

therefore, becomes the act of establishing identity, both for the vieiver and the 

photographer. It is this particular linkage between the creation of the album and 

the creation of identity, in light of the points raised by Hoiiand and Hirsch, which 

grounds the examination to foilorv of Mattie Gunteman's family album. 

Other key points of theory considered in the analysis of Gunterman's 

pho tographs, particularly her self-pornaits, are the concepts of the "male gaze" 

and "tvoman as signn(See Introduction). Arguhg that some nineteenth-century 

22. ibid., 27. 

23. ibid., log. 

21. Hirsch , "Masking the subject," 11 1. 



women artists and photographers were active in the re-signing of woman, 

Deborah Cherry cites the collaboration of the celebrated nineteenth-century 

British pictorial photographer, Julia Margaret Cameron, with the artist, Marie 

Spartali, during the 1860s and 1870s. Cameron and Spartali shared in the 

production of art works that successfully re-signed woman from visual icon to 

woman of culture. 25 C h e n y  writes: "No longer lirnited to a signifier of masculine 

desire, woman as sign tms re-signed around the pleasures invoked and invested 

in cultural exchanges beween wornen."26 Many of Mattie Gunterman's seif - 

portraits also re-signed women around the concepts of independence and 

s trength of the "heroic" pioneer woman; therefore, by re-signing woman in such a 

manner, Guntman was able to present a new identiw for herself as a wornan at 

the turn-of-the-century in Canada. 

Mattie Gunterman: Family Archivist 

... it is largely (women) who have become the historians, the guardians of 
memory, selectuig and preserving the famiiy archive. The cont inui~ of 
women's stories has always been harder to reconswct, but here, the 
affirmation of the everyday can itself assert the coherence of women's 
memories.27 

Mattie Gunterrnan (nee Ida Madelaine Warner) tvas boni in La Crosse, 

Wisconsin in 1872. Little is bown about her family or her childhood except that 

25. Deborah Cherry, Painti'g (Victorianndon 1993),197. 

26. ibid., 199. 

27. Holland, "History, Memory and the Family Album,"9. 



she was considered to be a "delicate" child and rvas raised by her widowed 

grandmother, Mary Arnold.28 Maintainhg her health was a constant struggle for 

Guntennan that uprofoundly affected her attitude to\vard life" 19 and as wül be 

examined later in this chapter, also significantly influenced her photographs. 

Photography always held a fascinaCion for Guntennan. As was the case for 

many women in the nineteenth-century, she w â s  introduced to photography by a 

male relative. She learned the basics of photography, including camera 

operation, portrait techniques and darkroom procedures, from her uncle Charles 

P'arner, a commercial photographer in her hometown of La Crosse.30 From an 

early age, Gunterman saw the potential in the photograph album to create a 

personal narrative and so began to coiiect commercial studio portraits of her 

family, her fnends and herself. She assembled these into a small photograph 

album rvhich is documenteed as being among her few possessions when she left La 

Crosse, Wisconsin for Seattle, Washington in 1889.31 It is not known rvhy the 

seventeen- year- old left her hometown, but pho to-his torian Henri Ro bideau 

speculates that it might be attributed to better economic conditions on the West 

28. Robideau, Mattie, 9. 

29. ibid., 9. 

3 0. Robideau, Mattie, 1 O. See Ap pendi~  for details of Mattie Gunterrnan's biography. 

31. ibid.,lO. 



Coast and the imminent remmage of her grandmother. 32 

A member of the working class, Mattie Gunterman found employment in 

Seattle as a hotel maid. Her social position did not change with her marriage to 

William Guntermaa, a candy-maker, in 1891. As the personal nanative of her 

photographs confms Mattie Gunterman was employed through out her life in 

addition to her domestic responsibilites as a wife and mother. In 1892, the 

Gunterman's fxst and ody child, H m ,  was born. After the birth of her son, 

Wttie Gunterrnan's interest in photography was revived. Holland points out that 

"the most ardent makers of family pictures are parents with young children, " and 

Gunterman was no exception. 33 In 1896, Gunteman developed what !vas 

thought to be tuberculosis and her doctors advised her to se& a drier ciimate ; so 

the family took an eastern holiday in the spring of 1897. She used this 

opportunicy to take her fust photographs ~vith a "Buii's Eye Sharpshooter" camera. 

This simple box camera had a fmed aperture of appro.ximately f/ 18 and a single 

shutter speed of about 1/25 of a second and, therefore, could only be used 

outdoors in bright Sun. Ir made 12 exposures on a 3.5 inch wide roll film and 

had the special feature of a built -in mask that provided either a square or a 

round irnage.3-l The famüy toured Washington, camping and staying with 

friends. Gunterxnan used her new camera to document the jomey. The change 

in climate was  beneficial to her heaith . The beginning of the Klondike goldmsh 

32. ibid., 11. 

33. Holland, "History, Memory and the FamiIy Album,"9. 

3 4. Robideau, MattieJ 3. 



in July of 1897 brought the family back to Seattle tû assist FViU Gunterman's 

mother in the operation of her hotel as this city was an important supply point for 

the prospectors outfitting to go north to the Yukon.35 

Mattie Gunterman continued to photograph, documenting her family and 

their e v q d a y  activities at home and while at work in the hotel. Like other 

amateur women photographers of this period, Gunterman arranged these family 

snapshots dong with travel photographs made earlier that year in smaii 

photograph albums. Significantly, these were the fxst albums to contain only her 

own photographs.36 

The return to the urban environment of Seattle proved difficult for 

Gunterman whose health began to detenorate. Prompted by her correspondence 

cvith Hattie Needham, a cousin who lived in Thomson's Landing, British Columbia, 

the family considered a permanent move to Canada. Gunterman's interest in 

photography continued to grow and she soon became frustrated by the technical 

limitations of her Bull's Eye camera. In early 1898, she purchased a 4" x 5" glass 

plate carnera "that offered such fearures as ground glass focusing, a bright 

anastigmatic lens ~vith an iris diaphragm, and a multispeed shutter." 37 This 

larger 4" x 5 " camera required the use of a tripod and more technical s W  to 

operate than her previous Bull's Eye camera. Assisted by another male, her 

brother-in -1aiv Frank Smith, Gunterman quickly learned how to use the medium 

35. ibid., 13. 

36. ibid., 13. 

37. ibid., 16. 



format camera and the darkroom techniques necessary for processing and 

printing. Smith also introduced her to the use of magnesium ribbon as an 

artificial light source in order to photograph interiors or at night, a technique 

which proved useful in later interior photographs 38 (See Figs. 2.12, 2.13 & 2.14). 

This new plate camera enabled Gunterman to continue the visual journal that was 

to document the lives of her family and herseif. She began to make self-portraits 

and induded herseif in group portraits wïth the assistance of an air bulb release 

attached M thirty feet of tubing that controlled the camera shutter button. This 

acted as an extension cord which aiiotved her to stay in the image while making 

the exposure.39 

In the spring of 1898, the Gunterman family began an ardous journey 

from Seattle in which they walked over GO0 miles. Working their way up the 

eastem Coast, they arrived in Thomson's Landing in June. They purchased a hill- 

side properry overlooking the to~vn and carnped while clearing t h e  land and 

starting to build a log house. As the house w s  not completed by winter, the 

Gunterrnans returned to Seattle for the winter to settle their affairs and arrange 

shipment of their household belongings to their neiv home in Canada. 

After retuming to Seattle, Guntexman spent the ivinter of 1898 processing, 

printing , and arranging her pho tographs into home-made albums. These albums 

were modest, comprised of 4 " x 5 " contact prints glued into newsprint 

38. ibid., 16. 

39. ibid.,l6. 



scrapbooks.a Gunterman's production of farnily albums was considered an 

appropriate recreational ac tivity for women at the turn-of-the-century. Photo - 

historian Alan Thomas argues that the pressures inflicted by Victorian 

souesr to conform to a ngorous set of behavioural standards, particularly for 

young women, confined their activities to the private domestic sphere.41 This 

sense of confinement popularized forms of sociaiiy acceptable romantic escapism, 

including the creation of photograph albums: 

The photograph album widens the range of indoor occupations ivhich 
developed in the Victorian period (novel -reading was the most important, 
and was regarded by its enemies as the death of good conversation). These 
pasdmes gave pnvacy and nourishment of the inner spirit to individuals 
hard pressed by f d y  care. Q 

In 1899, just before their permanent move to Canada, Gunterman made 

another serious commitment to photography by investing in a No. 5 Cartridge 

Kodak for S3 5, a sum equivalent to her month's mges.43 This 5" x 7" glass plate 

camera was, as Henri Robideau describes, a manel of the most current advances 

in photographïc technology: 

The No. 5 came with a rapid rec tilinear 
shutter, iris diaphragrn f-stops, rack and 

Lens, Eastman pneumatic 
pinion focusing, focusing scale, 

40. ibid., 17. 

41. Alan Thomas, The Ex~andinfz Eve: Photo~raohv and the Nineteenth Centurv - 
Mind,(Toronto 1981) 89. 

43. Robideau, Mattie, 28. 



rising/faUhg/sliding front, two viewfinders-one for horizontal and one 
vertical- thtee tripod legs, four plate holders and a handy leather case to 
pack it aii around in. Her new camera was one of the best looking models 
released by Kodak in 1898, fuished in rnahogany and fine leather with 
buffed brass and nickel fittings. It loaded in daylight and had the novel 
feature of taking either glass plates in plate holders or spools of 5 inch wide 
roll film. It was a gem. 

After testing her neiv equipment by photographing Sunday family gatherings, 

Mattie Gunterman was ready to begin the documentation of her quest into what 

her mo ther-in- law referred to as the "god forsaken cviidemess" of Canada9 

From this point on, Gunterman's camera increasingly became a tool for recording 

the pioneer existence of her family and friends. No doubt the creation of her own 

photograph albums helped Gunterman corne to tems with this neiv environment 

in British Columbia. As Holland argues: 

Snapshots are part of the material with which we make sense of our wider 
world. They are objects which take their place amongst the other objects 
which are part of our personal and collective past, part of the detailed and 
concrete existence with ivhich cve gain some control over our surroundings 
and negotiate the particularity of our circumstances. Snapshots contribute 
to the present -day histoncal consciousness in which our awareness of 
ourselves is embedded ...46 

Gunterman's photographs dironicle not only her daily activities as a 

w o r b g  wife and mother, but also serve to position her and her farnily within the 

broader social communi~. Most of her adult Me ~va.s spent working as a camp 

cook, often dong-side her husband in a variety of logging and rnining camps in 
---- - 

G. ibid,28. 

45. ibid.28. 

46. Holland, "History, memory and the Family Album," 10. 



British Columbia; and this, too, is reflected in her photographs. In addition to the 

famîly, Gunterman's photographic subjects include the community in and around 

the Beaton, the Arrow Lakes District of British Columbia from 1898 to 1920 , and 

her travels to the Pacific Northwest and California in 1905. 

As th& understanding of photographic technology grew and as a 

consequence of the resùictions of the fernale world, some women iike Mattie 

Gunterman increasingly began to tum the camera on their persona1 world to 

position thernselves within the context of farnily archive. Marianne Hirsch views 

self -portraits and family photographs as existuig on a continuum, a continuum 

that traces the subject's constitution in the famihl and the family's visual 

reflection of the individual subject. "47 This is particularly relevant to the study of 

Mattie Gunterman's photographs since Gunterman appears as subject in over haif 

of her photographs. Most photograph albums of the penod include images of the 

album owners, but seldom are so many self -portraits represented. Sylvia Jonescu 

Lisitza, curator of the 1977 exhibition The Photoera~hs of Wttie Gunterman, 

notes this characteristic : "She seems to have regarded herself more as a vital 

component of the life she photographed than as a photographic observer detached 

from real participation in the activities of the comrnunity." 48 Robideau concurs: 

The importance of Mattie's photographs lies in their portrayal of pioneer 
life by a participant rather than a detached observer of that lifess.le. 
They are Gtensely personal statements about the presence and the role 

47. Hirsch, "Masking the subject", 109. 

48. Sylvia Jonescu Lisitza, The Photoara~hs of Mattie Gunterman Saskatoon 1977), 
introduction, n.p. 



of a woman as a farnily person in a frontier environment at the nini of 
the century. The personal nature of Mattie's photographs is emphasized 
by the fact that she frequently photographed herself, or induded herself 
with other people she was photographing.49 

Such habitua1 positionhg of 'self ' in photographs functions in much the same 

mamer as a narrator commenting " 1 was there" or "1 remember ... ." Gunterman's 

presence within the frame as a narrator not only underiines the role played by 

these photographs in the creation of her "story", but acts as "pwctwn". 

Although only an amateur photographer, Gunterrnan's work often 

surpasses the photographs of many professionals working at the turn-of-the- 

century in the quality and intergriv of her imagery. She avoided the soft 

Pictorialist focus favoured by photographers in Britain and the United States in 

the later part of the nine teenth-century. Pictorialisrn, as s tated earlier, was a 

movement of art photography that began in Europe after 1860 involving st iU life 

and genre images or staged scenes often created by joùiing photographs together 

to form composites. Pictorialists used techniques such as soft focus to simulate 

qualities of painting. This movement did not take hold in the United States until 

1880 because American photographers tended to prefer a more documentary 

approach to photography 50 (See Chapter One). As the production of artistic 

photographs was expensive, Pictorialists generaliy came from a privileged class.sl 

49. Henri Ro bideau, "Mattie Gunterman. "Canadian Women's Studies, Photograp hy Issue, 
(Toronto l'%O), 16. 

50. Naomi Rosenblum, A Historv of Women Photoaraphers (New York 1994), 94. 

5 1. ibid., 95. 



Photo-historian Val ÇV'fiams suggests that many working dass wornen 

photographers simply could not afford the equipment or materials to produce 

anything more than snapshot imagery.51 Gunterman's documentary imagery 

.was more Uely a conscious scylistic choice as she had the necessaxy photographic 

equipment and technical skiil to create more pictorial images had she wished to 

do so. Jonescu Lisitza States that it was this direct approâch that gave her 

photographs their visual impact: 

Her straighdorward presentation of subject and her lively sense of the 
moment suggest that she was motivated primarily by a desire to record her 
love for pioneer Life and the characters who lived it. The convincing sense 
of life in Mattie's work contrasts sharply with the styiized and sentimental 
artificialities which characterize much of the better known photography 
from her era.53 

Major improvements in photographic tedinology, such as the invention of 

the gelatin dry plate in 1880, had made photography more affordable and within 

reach of most amateurs. 54 Gunterman built her own darkroom in 1900 and did 

all of her own processuig and printing u n d  19 10. An inventive and strong 

amateur photographer, she resisted the confines of studio practice to work tvith 

ber cumbersome carneras outdoors in order to document more completdy her 

52. Vai Williams, The Other Observers, Women Photoeraphei-s in Britain, 1900 to the 
Presen t London 199 1 ), 20. 

53. Sylvia Jonescu Lisitza, The Photographs of Mattie Gunterrnan, np. 
The more well known Pictorialists of this period include Sidney Carter in Canada, 
Julia Margaret Carneron in Britain,as well as, Edward Curtis and Gertrude Kasebier in the 
United States. See Appendix 3 for a chronology of the period 1850 -1910 related to 
Gunterrnan/Moodie and their contemporaries. 

53. Diane Pedersen and Martha Phemister, "Women and Photography in Ontario, 1839- 
1929: A Case S ~ d y  of the Interaction of Gender and Technology" Desoite the 
Odds,Essavs on Canadian Wornen and Science (Montreal 1990), 102. 



contes foi 

Reading 

daüy Me. This section has positioned Gunterman as a family archivist with the 

specific agenda of creating a family/ comrnunity narrative and established a 

C the reading of a number of her photographs to foliow. 

the Photograph Albums 

A Victorian family's photography album can be personally and socidy 
revealing to a degree at fust littie appreciated when the leather covers 
faii back to expose those distant reticent faces .... repeated reading and 
the discovery of the facts of ownership (frequently a simple matter) 
transform the situation: the album becomes a Living social document, 
... unique in its concrete, visual record of worlds of past experience.55 

The years from 1898 to 1910 proved to be Mattie Gunterman's most 

productive period as a photographer. It  vas during this time that she and her 

f a d y  established themselves as part of the pioneer comrnunity around Beaton. 

In this section, 1 Mi readkmalyze a group of photographs selected from this 

period. Two categories of images serve as the focus for my readings : famiiy 

portraits/sei€-portraits and cornmuniry images. As weii as recording physical 

appearances, Gunterman's portraits of herself, her farnily and friends illustrate 

their interactions and relationships and are therefore useful as tools in the 

establishment of personal identity. This is particularly true for her numerous 

self-portraits and the portraits of her son, Henry. As Barthes argues when 

discussing the Winter Garden Photoeraoh (See Chapter One), the creating and 

reading of the photograph album becomes significant in the establishment of the 

identity of the viewer and the photographer. 

5 S. Thomas, The Expanding Eve, 43. 



Technically, the images made with Gunterman's nev large format camera 

represent a major breaklhrough for Gunterman as a photographer. AU of her 

photographs discussed in this section were made with a 5" x 7" glass plate 

camera. The images reflect the fme qualiw of detail that was possible with such 

an increased negative size. As has been noted, Gunterman worked in a straight 

forward documentas. style, avoiding soft focus and rornantic devices of the 

Pictorialists. The fine technical quality of her photographs, fa ,  beyond the reach 

of most amateurs at the time, is a testament to her choice of equipment and her 

skill in operating it. 

1 Family Portraits/ Self-Portraits ( 1889- 19 10) : 

Through photographs, each family conspucts a portrait chronicle of itself 
-a portable kit of images that bear wimess to its connectedness. It hardly 
matters what activities are photographed as long as the photographs 
get taken and are cherished.56 
Susan Sontag argues that photography has become a social ricual that is 

part of family life .57 Guntman's portraits of her nuclear family from 1889 to 

56- Sontag, On Photogra~hv, 8. 

57. ibid, 9. 



1910 trace a personal developrnent of family ties and expose the dose imer 

relationships between her family members as they work, travel and share their 

lives together. Notably, this was also the period when Manie and W U  Gunterrnan 

were raising their son, Henry. Gunterman was a devoted mother. She not only 

took photographs of Henry, but duplicated ail her images and made separate 

photograph albums for her only child.58 The photographing of children and the 

maintenance of the farnily records, such as photograph albums and baby books, 

were considered some of the duties of a good mother. Indeed, Sontag comments 

that not photographing one's children when they were small  vas viewed by 

sociew as a form of parental indifference. 59 Gunterman, however, goes a step 

beyond merely photographing her son; she uses his photograph as part of an epic 

adventure story that is played out on the pages of her albums. This is be evplored 

further in the second section of this chapter. 

The Gunterman family albums ais0 contain a number of Gunterman's self- 

portraits which explore identity, often in theaaically staged heroic poses 

indicative of the pioneer image that she sought to pornay. Her family portraits 

also share certain dramatic characteristics which establish her personal narrative 

about the famiiy's quest for a new life in Canada. 

In 1899, the Gunterman family retumed to settle at Thomson's Landing 

(later known as Beaton) in the Lardeau area of British Columbia. A signXcant 

pair of images made on this joumey (Figs. 2.1 and 2.2) not only positions the 

58. Robideau, Mattie, 16 

59. Sontag, On Photogra~hv,8. 



family symbolicaily within the landscape, but also serves to record a time of 

transition benveen life in urban Seattle, Washington and th& new home in the 

\vildemess of Canada. The reading of this pair of images establishes her use of 

image as theatre and props consistent in all of Gunterman's photographs. The 

use of props, badrdrop, pose and costume are aIl carefully staged. The use of 

props and backdrop is also reminiscent of professional photographers such as 

Amy James discussed in Chapter One (See Figs. 1.7 and 1.8). As the foiiowing 

analysis c o n f i s ,  however, Gunterman's images are more cornplex and multi- 

layered than the standard studio fare produced by James. 

As has been established earlier, health problems forced Gunterman into 

exile in nature from previous urban life and family in Seattle. Ln Mattie b~ tree. 

1899 (Fig. 2.1), Gunterman poses by a nee 

butt, the case of her brand new 5" x 7" plate camera leaning against the tree's cut 

edge. Both the camera case and the "spectacle" of the feUed tree are examples of 

her use of props in staging her images that will be discussed later in this analysis. 

Dressed as the urban d~veiier, Gunterman looks iike a tourist stopping to record 

her presence in a picturesque wildemess setting somewhere between Spokane, 

Washington and the Lardeau, B.C. The use of photography, Sontag argues, is an 

integral part of tourism because it helps people "to ttalre possession of a space in 

which they are insecure."60 The process of photographing this journey, then, 

assisted Gunterman in assimüating the wildemess landscape that was to play 

such a large part in her life. By placing a frame around the landscape, 



Gunterman could immediately have a measure of conmol over it. 

Gunterman positions herself in the centre foreground of the image, seated 

confidentiy and gazing directly into the camera, appearing in control despite the 

confusion of the tangled branches that surround her. Her choice of a naturai 

setting is significant as nature represents good health to Gunterman. She strongly 

associated the natural environment with the recovery and maintenance of her 

health, and her favorite saying becarne: "Go out and get the good air, and you'll be 

a i l  right, regardless of what's wong with you."Gi Gunterman thus establishes self 

in nature as representative of self in good healWcontro1 as one of the primary 

srylistic characteristics present in her personai narratives (See Figs. 2.1, 2.3. 2.4, 

2.5, 2.6 and 2.8). 

The ju~taposition of the formaiily of Gunterman's Victonan-sryle dress and 

pose with the organic confusion of the branches of the logged tree creates a forrn 

of visual tension. Her left hand reaches up to touch the cut tree, symbolizing 

perhaps her own feelings of exile and a desire to connect uith the natural world. 

This gesture establishes literal contact between her camera, a tool of the 

technological ivorld, and the tree, a syrnbol of the natural world. Her right hand is 

in her lap; her fmgers are curled around an air bulb release which aüowed her to 

trip the camera shutter from her position withh the frame. Cheny points out 

that such self-portraits by women during the nineteenth-cenhq " were engaged 

in articulating women's visible presence as professional practitioners and 

61. Robideau, Mattie, 13. 



respectable women." 62  In this tradition, Gunterman has positioned herself in 

conservative dress consisting of a Long sleeved white blouse, long dark skirt and a 

s m d  straw hat. This was appropriately respectable travel attire for someone from 

the middle or working class: 

Ferninine respectabiiity was signified through dress, hairsîyling and 
deportment: while black was often favoured beyond the rituais of 
mourning, dark dothing rvas frequently preferred by working women.63 

The formality of the Gunterinan's dress indicates a desire to keep up appearances 

and present what Richard Brilliant refers to as the presentation of a "public self." 

Brilliant states that even private portraits meant for the family album exist in a 

code of right behaviour and involve a conscious or unconscious desire to " put 

one's best foot forward" and present oniy what wili make a good impression.w 

Good reputation is more a given than a gain. Its suggestion in a 
favourable portrait is achieved by the use of representational conventions- 
e.g. the standing sombrely dressed figure-developed by artists and 
consistent with the expectations of the viewing audience. 65 

In this photograph, Gunterman appears healthy, thus reinforcing the 

narrative of the necessity to Leave the urban world of Seattle and seek a location 

closer to nature due to her fragile health. Robideau notes that the constant 

smggle to overcome health problems profoundly affected her attitude toward life; 

62. Cherry, 83. 

63. ibid,84. 

61. Richard Briiliant, Portraiture (Cambridge 199 1 ) , 1 1. 

65. ibid., 11. 



she becarne "a survivor, who's (sic) s m g t h  came from within ". 66 Photography 

undertaken outside in the landscape at the nini-of-the-century demanded a 

certain amount of physical strength to cany the necessary equipment and 

supplies, a reality which restricted m y  women photographers to the domestic 

sphere. Gunterman, however, was able to carry her large carnera and its heavy 

case into the landscape .67 By photographing in the landscape outside the 

domestic sphere, Gunterman extends beyond the boundaries of most amateur 

women photographers at the tum-of-the-century ( See Chapter One). 

Her inclusion of the camera case placed in the lower left rnargin of the 

frarne assists in the establishment of her identity as a photographer. John Tagg 

argues that "the portrait is ... a sign whose purpose is both the description of an 

individual and the inscription of a social identity."c8 By choosing to photograph 

herself alone and apart from her famiiy, this image proves the importance 

Gunterman attributed to a separate identity. 0 

Positioning of self- in the wildemess is clearly being managed differendy 

66. Robideau, Mattie, 9. 

67. Mattie Gunterman is one of the few Canadian women photographers who 
photogaphed the landscape. Her landscape photographs have been ignored but 
research conducted for this thesis indicaces they make up a substantial part of her body 
of work. Although outside the focus of this thesis, they warrant a separate 
investigation. 

68. John Tagg, The Burden of Re~resen tation:Essavs on Photo~raphies and Histones, 
(Minneapolis 1988) 35. 

69. This sense of individuality was evident from Gunterman's childhood. As a young 
girl, she refused to use her given name Ida, iwisting on Mattie instead, a diminutive of 
her middle name, Madeline. Robideau, Mattie, 9. 



by men and women in Gunterman's photographs. This is evident in the contrast 

between male use of technology to control nature as loggers and female use of 

technology to situate self in nature as photographer. Gunterman uses the same 

wildemess area that has been cut by loggers as metaphoric backdrop in her self- 

portrait. Thus men contolled nature through the use of the axe whiie women 

assimilated into it with the camera. Gunterman's self poraaits use nature as a 

metaphor for good health, the more cime she spent in it, the snonger and more 

confident she became. Thus her personal identicy was dosely W e d  to the 

natural environment. 

Follo~ving the French iiterary project of Montaigne, Barthes saw the "self as 

vocation, Me as a reading of the self."70 Sontag states that Barthes' work 

inevitably carne to end in autobiography; his voice became more personal and his 

subjects more introspective.71 His last book, Camera Lucida about the nature of 

photography, reflects his adoption of "the w m e s t  kind of realism: photographs 

fascinate because of what they are about." This form of reaiïsm and fascination is 

also m e  of the photographs of Gunterman which articulate her autobiography 

visually. 

In Somewhere on the mil from Seattle to Beaton, mid 1899 (Fig. 2.2), CViU 

and Henry Gunteman, dong with Nero the dog. stand in front of a small log shed 

which must have served as a temporary shelter on the aail. At fxst glance, this 

image appean more spontaneously made than the deliberate posing evident in 

70. Susan Sontag (ed.), A Banhes Reader (New Ydrk 1982),xxxiii. 

71. ibid., xxiv. 



Mattie Gunterman's self-portrait (Fig. 2.1). Both male figures lean to the right as 

if they have j us t s tepped out of the building. Closer reading of the image, 

however, indicates they are likely responding passively to instructions frorn 

Mattie Gunterman, the authoriry behind the camera.72 in contrast to the "male 

gaze" (See Introduction) which dominated photographic practice at this time, 

Gunterman's photographs present the female gaze. WiU and Henry Gunterman 

appear "capnired" Like specirnens of butterflies pinned d o m  on a card in a 

Victorian collection. Gunterman positions her husband and son in the landscape 

in a less authontative manner than she presents herself (See Fig. 2.1). The two 

smaii and racher vulnerable-looking =ale figures are positioned in the middle 

ground of the frame and are dominated by tvilderness. In cornparison ~4th Fig. 

2.1 these figures appear less certain and perhaps even less confident of the orvn 

abiiities to cope within nature. The framing of the two males in the man-made 

shelter overgrown by nature suggests a sense of "engulfment" by the naturai 

world. 

As ~ v e U  as orchestrating the image in a manner reflective of the fernale 

gaze, Gunteman has chosen to do some deliberate darkroom manipulation that 

further adds to the ~ b j e c ~ c a t i o n  of her subjects. She has placed an omate paper 

mask on the photographic paper which produced a decorative edging/frame 

around the margin of the image. The poraait takes on some of the characteristics 

of preciousness amibuted to miniature painting, thereby reducing the figures to 

smaii aesthetic objects. This type of darkroom manipulation is unusual for 

72. There is no evidence that either Will or Henry Gunterman ever made photographs 
themselves. 



Gunterman who generally preferred a more straight fonvard presentation; this 

suggests that the process might have been a one cime expriment. 

W U  Gunterman moved his head during the exposure. creating a blur 

and adding to the slightly off balance effect of the photograph. A canary cage 

hangs from the end of a horizontal post jutting out from the roof, placed just ahead 

of the standing figures. This unusual addition suggests that despite the seeming 

spontaneity, some aspects of the photograph rvere set-up. The farnily canary had 

to fmd its way to the new home in Canada somehow, yet it is ironic to see a caged 

domestic bird in such vdderness surroundings. This small domestic touch gives 

the image its "punctum" or edge: the cage is anocher of Guntennan's props and 

functions as a synbol of her ili health. This particular reading of this prop is 

based on the fact that Gunterman either included herself physically or referenced 

herself with props in the majority of her images. As the bird is confuied by its 

cage, so is Gunterman confïned by her iliness. Only nature can free her from her 

prison, and yet she is stiii not at home in the wiiderness. As a "tounst" in this 

savage land and as a domestic bird in the rvilds, both Gunterrnan and the bird 

appear out of place in nature. Henry and Wi,  too, look out of place. The 

formality of CViii and Henry Gunterman's attire appears more suitable for an 

urban settiag and emphasizes the fact that they are merely tourists, somewhat 

ovenvhelrned by their rugged surroundings. The intersection of domestication 

and wiidemess is an important theme in Gunterman's personal narrative. 

In Figs. 2.1 and 2.2, Mattie Gunterman represents henelf and her family 

as tourists, using her camera to record and re-create their experiences of the 



wilderness landscape. As Aaiia Beloff States, photography and photographs are a 

significant part of tourism tvhich she defines as "the use of leisure time to seek 

out oew evperiences in s w g e  places for their own sake."73 Beloff discusses how 

photographs were used to document and validate the act of tourism. One of the 

most popular nineteenth-centuy photographic endeavours ivas the production of 

"concrete memories" recording the travels of early to~~ists.74 In this way, 

Gunterman used her camera to document "concrete memories" of tvork and travel 

and thus situate herself and her family into the frame of their new e'iistence as 

pioneers in Canada. Beloff argues that the motivation which lies behind each 

tourist photograph is proof; proof that w e  were actualiy there. A photograph is 

sornerhing we can share as a form of visual and tangible evidence that a certain 

effect or experience has included us: 

Ln alliance with that worthy sight, ive become worthy. The picture of 
ourselves there proves that we made the joumey. Ics interest value 
enhances Our interest value.75 

Both Figs. 2.1 and 2.2 appear in the third of Gunterman's evisting albums. 

The narrative established in these famiiy photographic albums tvas purely 

visua1.76 Titles or other forms of text were not used evcept for the addition of a 

fetv names to identify relatives in the f ~ s t  album of commerciaiiy made studio 

- - 

73. HalIa Beloff, Camera Culture, (Oxford 1985) 201. 

74. ibid., 201. 

75. Beloff, Camera Culture 203. 

76. Persona1 communication with Henri Robideau, Vancouver, June 1, 1995. 



pomaits.77 Guntennan appears to have manged aU three photographic albums 

albums in chronological order, pasting in new images as they were printed, this is 

particularly evident in the portraits of Henry that document his progression 

throughout childhood to adolescence.78 The sequence of images presented in this 

thesis is my own but it has not altered Gunterman's chronology. It reflects the 

selection and isolation of a representative sample of portraits that establish the 

narrative of Mattie Gunterman as the seif-sufficent pioneer wornan who positions 

herself as the dominant force in her f d y  leading them through the wilderness 

to a new and more productive Me away from urban center, Seattle in the tiny 

frontier community of Beaton, British Columbia. 

The descnp tion of the relationship between tourism and pho tography 

relates directly to another family portrait, Along the traü from Beaton to 

Camborne. Mattie and WU. c. 1901 (Fig. 2.3). This photograph documents the 

tourist site of the famous " Pierced Tree" on the trail between Comaplix and 

Carnborne, B.C. This spectacle was created when an avalanche drove the aunk of 

one of the rrees through the massive tnink of another. 79 Will Gunterman is 

facing the camera seated on the mnk while Mattie Gunterman stands below the 

tree in profile. 

The figures appear diminutive in relation to the uees of the forest 

77. ibid. 

78. ibid. 

79. Robideau, Mattie,56. 



surrounding them, emphasizing the power of naturai forces. The dominant 

feature in a number of Gunterman's early photographs is the wilderness setting 

( See Figs. 2.1, 2.2 and 2.3). This reflects the importance she placed on her 

relationship to this environment. CVhile there are several possible readings of 

this image, the primary issue is Mattie and Wiii Gunterman's dislocation from 

each other. Mattie Gunterrnan positions herself in nature and directs her 

attention to the environment rather than towards her husband or the camera. 

Will Gunterman is clearly cornfortable both in nature and in front of the camera. 

he looks directly into the lem from his perch high up on the tree/ tourist 

spectacle. While he appears to have been a supportive and active participant in 

M a ~ e  Gunterman's creation of a personal narrative, there is aitvays a distance 

benveen them. There is never any evidence of physical contact behveen the 

husband and wife. This physical distance signifies the separateness of their 

identities. This is true also in the family photographs that include Henry; the 

figures appear in isolation from one another, each in a separate, private space 

within the frame ( See Figs. 2.3, 2.4 and 2.5). Gunterman's personal narrative 

records then the importance that she attributed to individual identiv. 

The issue of authorship ivas also important to Gunterman. She signed and 

dated the image by writing on the negative in p e n d  "IvIrs. M.G. 1901n.80 AU her 

images reflect the importance she placed on con~olling and organizing the frame. 

She staged this image to reflect an apparent "inforrnaüty" to their interaction with 

the natual spectacle. This then could be viewed as a more complex version of the 

80. ibid., 56. 



tourist image which documents WU and Mattie Gunterman as witnesses of this 

particular site. This staged "informality" is similar to fig. 2.2 where W i  and 

Henry are shown e.xiting a s m d  shelter in the wilderness. This type of tourist 

image is a popular pasthe for amateur photographers as dixussed in Chapter 

One. It is also an important personal narrative that illustrates the reiationship 

between Mattie and Will Gunterman and their abiLity to rnaintain separate 

identities within their marriage. 

Since the nineteenth-century, culturaliy sophisticated classes have 

traditionaiiy been depicted in Western art as himing aivay from the camera, 

making themselves less available to the photographer/viewer's gaze.81 This is 

the outcome of physionouace, a form of silhouette porixaiture that predated the 

invention of photography and involved tracing of the sitter's profde and 

engraving it on a copper plate.82 The conventions of associating the upper classes 

with non- frontaüty were stiiî rnaintained even after the popularization of the 

photographic portrait. It is possible that Gunterman  vas aware of these 

conventions as she often presented herseif in profile or tuniing away from the 

carnera's gaze in her images (See Figs. 2.2, 2.3, 2.1, 2.5, and 2.7). 

Later photographs such as Mattie, W i  and Henry. AUison Pass, B.C. 

Spring, 1902 (Fig. 2.4) present the Gunterman family as more rugged settiers 

8 1. John Tagg, "A Democracy of the Image: photographic Portraiture and Commodicy 
Production ," The Burden of Re~resentation. Essays on Photographies and Histones 
(Minneapolis l988), 36. 

82. ibid., 35. 



who have now conquered the formerly threatening landscape. The family, 

together in the snowy landscape on the Dewdney trail to Thomson's Landing, has 

been arranged in "one of [Gunterman's] farnous classic pioneer poses "$3 . 

Gunterman presents a romantic image of a staged "quest" that would appeal to 

the nineteenth-century mind set. ln what wiil becorne a 'kit-motif' of her 

family photographs, Mattie Gunterman places herself in the dominant position of 

potver. She appears, rifle in hand, to lead the family forward out of the frarne and 

into the future . ÇVi Gunterman foilotn bbehind tvith their son, Henry, and their 

horse, NeUie. The family has just returned from a trip to Seattie, Washington 

after the death of WU Gunterman's mother. Mattie Gunterman may notv see 

herself taking on Jane Gunterman's leadership role as the family matriarch. The 

nvo adult Guntermans are presented in profite ~vith their gazes directed to the 

left side of the frarne as if concentrathg on the path ahead. It is unlikely that this 

image \vas meant to be solely a family portrait, but is intended to symboiize their 

He as pioneers in Canada. Futhermore, there is no shared famiha1 gaze behveen 

family members as each directs their gaze outtvard, either towards the dog or 

outside of the frame. Each mernber of the family appears quietly introspective 

and frozen in a symbolic tableau staged for the famiiy album. 

In 1905, the Guntermans travelied south to visit family and friends in the 

United States. Mattie Gunterman m s  particularly impressed with San Francisco 

and did a considerable arnount of photography there. Her str lkhg family 

portrait, Mattie. Henry and Wiil Gunterman (Fig . 2.5 ) , made at the Japanese 

83. Robideau, Marrie, 64. 



Garden in the Golden Gate Park, is in complete contrast to the image of the 

pioneer family represented earlier. This hauntingly beautifui photograph 

possesses an elegantly formal simplicity that makes it a singular image among the 

hundreds made by Mattie Gunterman during her iifetime. She uses a simple 

niangular compositional device to Link the three family members, yet the3 

physical and psychological distance from each other creates three separate 

solitudes. Within this triangular composition, Gunteman has once again placed 

herself in a central position. Positioned at the peak of the compositional 

pyramid. she becomes the dominant figure standing above the nvo seated male 

figures. Henry Gunterman's position in the background creates perspective 

through the diminution of size. The relative darkness of the image creates an 

orninous feeling, as do the nvisted tree W and stump to Mattie Gunterman's 

left. The twisted shape of the claw -1ike tree branch directly above Henry 

Gunterman's head is echoed in the position of Mattie's gloved hand. The entire 

image has a sombre, inirospective quality as if the famüy had just attended a 

funeral. The dark simpliûry of their formal clothing, attributable to the fact that 

they are visitors to San Francisco, reinforces the formal quatiw of the Japanese 

Garden setting and relates to Brilliant's idea of "public image." This is another 

example of the exotic tourist settings favoured by women amateurs and discussed 

in Chapter One. The image is in stark contrast to the immigrant family presented 

in the first image on the trail (See Figs. 2.1 and 2.2). The formaVordered quality 

of Fig 2.5 reflects the serene Japanese garden setting. Contrast is achieved 

using a more complex compositional devices than the staged informality of the 



tangled wilderness setting of Figs. 2.1 and 2.2. The props in Fig. 2.1 are both 

man-made, the canera case, and natural, the tree stump. Ln Fig. 2.2, the props 

are primariiy man-made and indude the canary cage and the small shelter. In 

Fig. 2.5, the props are aii natural and include the shmp on the nght that Mattie 

Gunterman leans on, the two rocks that Henry and Will sit on and the nvisted 

branch that hangs over Henry's head. It is through this variety of props that 

Gunterman give her images an edge or what Barthes has termed punctum. The 

posing of the three images is also quite different. In Figs. 2.1 and 2.2, taken in 

1899, Gunterman has emphasized distance between family members by creating 

two separate images to document the family rather than include them aU in one 

frame. It is important to remember that at this point in her narrative, 

Gunterman had oniy owned her nerv 5" x 7" view carnera for a short time and was 

still leaming how to use it. The subjects are simply placed in front of backdrops 

suitable for nvo- dimensional "picnue" making. The compositional ordering of 

the frame of these early farnily portraits reflects a more sirnplified positioning 

reminiscent of the early professionals (See Chapter One). By 1905 when Fig. 2.5 

was made, Gunterman was comfortable with her view camera and capable of 

more complex images that depicted perspective and ivere layered with possible 

meanings. There is, however, one sigdcant sunilaris. between Figs. 2.1 and 

2.5: in both images, Gunterman positions herself beside the spectacle of a uee 

stump and makes physical contact with it, symbolizing her strong ties to nature 

and her beiief in its restorative powers. 

The use of thealrical staging is an integral part of Mattie Gunteman's 



photographic style. Gunterman often positions herseif on the rnargins of her 

compositions. In Figs. 2.4 and 2.5, she is placed off to the side, looking out of the 

frame and awy from the camera. The decision to position herself as the 

leader/outsider cames implications with regard. to the interaction between the 

camera, herself and the irnplied gaze of the spectator and to her positioning 

within the famiiy group. Art historian Richard Brilliant sûesses the ~ ign~cance  

of self-portraits in the analysis of poraaiture, " for in them the patron, the subject, 

and the artist are ofren one." 84 Gunterman clearly constructed her self -portraits 

for a smail private audience. These photographic self -representations made for 

the faMy album, allow Gunterman to pichue herself in the mannef in which she 

wished to be perceived by fanuly and friends. As vie have observed, her family 

groupings are theatrical /heroical stagings for the camera. These images seem to 

narrate melodramas that were either fact or fiction in Gunterman's Life (See Fig. 

2.5). 

The heroic pose is evident in Near Beaton/ Mattie, c. 1905, (Fig. 2.6). 

Positionhg herseif as a lone figure standing on snoivshoes and holding a rifle in 

one hand and a dead grouse in the other, Gunterman once again orchestrates a 

romantic image of herself as pioneer woman. Her gaze is dkected outside of the 

fiame to the right and she appears self -absorbed in a kind of introspection or 

reverie comrnon to many of her self-portaits (See Figs. 2.4, 2.5 & 2.7). M i n h g  

operations are about to close near Beaton and it will become increasingly difficult 

for her family to make a living. Gunterman's identity is dosely tied to her 

84. Brilliant, l4 1. 



lifesryle, and she reacts to adversicy by representing herseif as a figure of solidity 

and self -reliance. She poses as the lone hunter able to live off the land, using as 

her props the snowshoes, a rifle and a dead bird to c o n f i  her status. As in an 

earlier self-porat (Fig. LI),  she chooses the namal  backdrop or 'prop' of 

logged trees as a rnetaphor to symbolize in this case, the difficult economic Wes 

the family is facing. Once again, a natural background serves as a metaphor that 

weaves itself through Gunterman's narrative. 

Dress/costume was an important component of fernale self- representation. 

As usual, Gunterman's dress in this image (Fig, 2.6) is conservative, symboLizing 

respectabilty. Horvever, her lace collar and suit take on an even more formd 

appearance against the bleak snow -covered landscape rvhich adds to the staged 

quaüty of the image. Once again, the tourist personae re-appears. This image is 

also significant in that it establishes identity in Gunterman's personal narrative. 

As in Figs. 2.1 and 2.8, Guntexman positions herself alone in forma1 dress in the 

landscape. This reflects the saict Victorian dress code for women which applied 

even in the frontier rvilderness of interior British Columbia. There is, however, 

an evolution and an assimilation into nature slowly taking place and it is evident 

in the posing and props used in these self -portraits. In 1899 1vhe.n the eariiest 

self-portrait ( Fig. 2.1) was taken, Guntennan is content to merely sit comfortably 

in nature , malcing symbolic contact with her hand. This image records her 

entrance into nature and her fust contact with it. Six years later ( See Fig. 2.61, 

she appears as the fernale huntress with a rifle at her side; she has become more 

dominant in the frarne. The natural setting has been reduced to a secondary 



position and is not as ovenvhelming as it appears in Fig. 2.1. This second self- 

portrait depicts a new image of self that reflects Gunterman's successful 

integration into her pioneer life. By 1908 when the third self- portrait is made, 

Gunterman appears even more capable and in control of her position in nature. 

She poses in a new position of power, mounted on her horse Nellie. This image is 

discussed in detail later in this section. Thus, not oniy does Gunteflllan's formai 

dress appear inappropriate to the natural setting of her self-portraits, her role as 

self-sufficient frontier woman clearly extends the boundaries of the noms/ 

e-xpectations of ivomen in Victorian society (See Chapter One). 

Investigators into the meaning of nonverbal communication agree that 
clothing is an important iodicator of more than socio-economic statu. 
Occupation, nationality, relation to the opposite sex, official statu, mood, 
personality and values may aU be indicated.8j 

Certain forms of recreation, however, such as Masquerade parties which 

were a popular forrn of recreation during this penod, relaxed and sometbnes 

blurred these social class distinctions. These parties were popularized by the 

upper class nobility such as Govemor General Lord Dufferia and Lady Dufferin 

who hosted a masquerade baii at Rideau Hall in Ottawa in 1876 for oves fifteen 

hundred guests.86 Soon they became important soaal events for the smaU 

pioneer cornmunities as they offered a form of romantic escapism from the hard 

work and lack of frivolity of ordinary life. The New Year's Night Masquerade 

85. Estelle Jussim, " The Psychological Portraitn, Karsh : The Art of the Portrait (Onawa 
1989), 98. 

86. Theresa Ro\vat,"Dressing Upn, A ~ e r c u  ( Ottawa no date) n.p. 



Bai i  at Trout Lake Ci ty  ivas front page news in the Januaty 9, 1907 edition of the 

Lardeau Eagle which lists the types of fantasty personae that were chosen: 

...J apanese Lady, Mrs. mot ;  Japanese Girl, Miss Pearl Thompson: Indian 
Chief, William Stnitt; Hospital Nurse, ~Wss Ehesley; Red Cross Nurse, Mrs. 
Dafresne; S p ~ g ,  Mrs. C.B. Batho; S U w e r ,  Miss Batho; Lemon and 
Oranges, Miss Ethel Batho; Bntania , Mrs. AL.  Cummins; Night, Miss 
Knowlton ; Scotch Lassie, Mrs. Abrahamson; Folly, Aiarna Thomas; Trout 
Lake Topic, Mrs. Taylor; Lardeau Eagel , Miss Morgan; Queen of Hearts, 
Mabel Thompson; Knave of Hearts, Arthur Evans ... 87 

Gunterman periodically photographed herself, her family and her friends 

in costume preparing for simüar masquerade parties. Two such images from 

her family album that pose some significant questions about gender and identity 

wili now be discussed. The fvst is a portrait of Gunterrnan ittth her fifteen year 

old son. The second, depicting Gunterman with CO-workers from the Net t i eL  

mine, wiU be considered in the next section relating to images of the community. 

In Dressed for Masquerade Bail, Beaton/ Mattie and H e m  c. 1908 (Fig. 

2.7), Mattie Gunterman and her fifteen year old son, Henry, appear in a flurry of 

feminine f f l s .  Gunterman's cosnimed persona is covered in lacy butterflies and 

dressed in white. Henry Gunterman is dressed as a female "chiid" wearing a black 

dress, a white apron tied in bows at his shoulders and a large frilly bonnet tied 

under his chin. The attention to detail in his cosnime, such as the shiny black 

laced women's boots and long dark evening gloves in combination with his rather 

refmed feanires, make Henry Gunterman easily pass as fernale. The physical 

similarity between Mattie and Henry Gunterman, from the elegant arched 

eyebrows to the angular noses and thin lips, make this image appear to be a 

87. Lardeau Eagle, Beaton, British Columbia, J a n u q  9, 1902.1. 



mother/daughter portrait and adds the element of puncnun to the image. The 

facial simüarity appears mask -1ike. contributing to the quest for ulikeness" in the 

family album Roland Barthes argues that power of the family album comes in 

what it orders and validates, a continuity: 

But more insidious, more penetrating than likeness: the Photograph 
sometimes makes appear what we never see in a real face (or a face 
reflected in the mirror) : a genetic feanire, the fragment of oneself or a 
relative which comes frorn some ancestor.88 

Henry Gunterman presents himself frontally to the camera with his gaze 

directed to the lens while his mother tu rns  slightiy to the right and her gaze is out 

of the frame. Neither figure dominates the frame in this image; both figures are 

equaliy "decorative". Henry Gunterman's awkward pose, legs apart and arms 

dangling d o m  at his side, does, however, c o n h n  that he is an adolescent boy in 

costume. Despite the fact this is a portrait of a mother and her son, there is no 

physical contact benveen the figures. 

The image is set in the private sphere, a domestic environment that 

echoes the nature of the costumes. The patterned tin and stencilled v d l  paper 

decorate the walls in the same mamer that the lace and frills adorn the 

masqueraders. Such stereotypical ultra -ferninine form of dressing is 

uncharacteristic of the pragmatic Mattie Gunterman, and thus she may appear to 

be as much a female impersonator as ber son. In her article uWomanliness as 

Masquerade", originally published in The International Tomal of Psycho- 

Analvsis in 1927, Joan Riviere notes the social practice of 'being' woman is 



learned through a series of codes.89 Riviere argues: 

Womanliness therefore could be assumed and wom as a mask, both to hide 
the possession of masculinity and to avert the reprisals expected if she was 
found to possess it-much as a thief will tum out his pockets and ask to be 
searched to prove that he has not stolen the goods. The reader may now 
ask how 1 defhe womanliness or where 1 draw the iine between genuine 
womanliness and the 'masquerade'. My suggestion is not, however, that 
there is any such ciifference; whether radical or superficial, they are the 
same thing.90 

As far as cm be determùied, this photograph is the sole swiving image 

depicring Gunterman alone with her son. This image was made the year pnor to 

Henry Gunterman's leaving home on his own for the first tirne. Henry had joined 

his parents and was now also working as a camp cook.91 Gunterman and her son 

had a very close relationship and she was particularly jealous of anyone taking 

her only chil& s attention. Gunterman's photograph (Fig.2.7) infers a cornplex 

relationship between mother and son.92 This mother/son pornait is the 

sitelrecord of a classic stmggle between the domineering parent and the 

rebeUious adolescent. Henry is passive in letting his mother dress him Mie a 

fernale diild yet resistent as he refuses to take up a parodic "fernale" stance. 

89. Emiiy Apter, "Masquerade," Feminism and Psuchoanalvsis: A Criticai Dictionary, ed. 
Elizabeth Wright ( Oxford 1992), 242. 

90. Joan Riviere, uWomanIiness as masquerade", Formations of Fantasv, eds. Victor Burgin, 
lames DonaId and Kora Kaplan (New York l986), 38. 

91. Robideau, Manie,lOS. 

92. The morher/son relationship of Mattie and Henry Gunterman warrants further 
research beyond the scope of this thesis. 



hstead he presents himseif frontally to the camera with his feet planted wide 

apart in a decidedly unfeminine pose. His rnother, posed in a conventional 

studio pose, presents a graceful quarts tum of her body and tilts her head to the 

camera. This sbuggle for conttol between mother and son provides the image 

with the eiement of puactum. From her position witbin the frarne, Gunterman is 

unaware of the gesture of resistance that her son makes at the moment of 

exposure. 

After her son left home, Gunterman was faced with the loss of one of the 

central characters of her photographic narrative and one of the motivating factors 

in the creation of her albums. Gunterman did not attend the wedding nor did 

she ever completely accept her son's marriage to Petraneiia Quakenbush in 

1916 93. Gunterman's active documentation of her son's life ended when he left 

home in 1910. 

The fmal image discussed in this section, a self-portrait made in 1910, 

marks the end of Gunterman's most productive period as a photographer. Ln 

Beatod Mattie on her horse Nellie, c. 1910 (Fig. 2.8)' the juxtaposition of tourist 

within naturehelf with nature evamined earlier continues ( See Figs. 2.1 and 

2.6). As previously noted, these three self-portraits uace Gunterman's evolution 

towards an assimilation with the natural environment. The primary link between 

the three images is the heroic pose of lone fernale figure isolated within a natural 

setting . 

93. Robideau, M a n i e ,  135. It is ironic that one of the most important photographs 
in Henry Gunterman's life, his wedding photograph was not made by his mother. 



In Fig. 2.8, Guntman is formally dressed in a Victonan riding coshune 

that sharply cmtrasts with the rugged environment of logging slash that makes up 

the background. A similar contrast between costume and environment is also 

present in Figs. 2.1 and 2.6. Thus " ferninine respectabüi~"9~ is established 

through her attire and is consistent with the presentation of public self in ail her 

images. (See Figs. 2.1, 2.3, 2.5 and 2.6). 

When this photograph was taken, Gunrerman had lived in Canada for 

aimost ten years and had maintained her strong ties to the natural landscape 

established in her earlier self -pomait in 1899 ( See Fig. 2.1). Her self-portrait of 

1305 (Fig. 2.6) is an indicator of the changes that were occurring in her 

representation of self. It documents the movement away from the tourist and 

spectacle presented in Fig. 2.1 toward a more assimilated woman in the 

landscape, She does, however, maintain her dependence on props and a 

theatrical, aimost melodramatic story iïne in Fig. 2 . 6  Sontag has written of 

Barthes that " notions of theatre informs, directly or indirectly, all his work." 93 

This statement is also m e  of Gunterman. This style of making photographs may 

have developed from the early photographic training she received from her 

professional photographer uncle (See Appendix 1) or through evposure to the 

- - - 

94. Cheny,84. 

95. Sontag (ed.), A Barthes Reader, xxix. 



theatricai conventions of professional photographie studios d u h g  her youth in 

Wisconsin-96 

In Fig. 2.8, Gunterman presents no direct evidence to Link her with the 

camera. hstead she appears mounted on horseback, a more active participant in 

the natural setting. Her horse, NeUe functions as a prop within the frame and 

provides Gunteman with more authority: as a mounted figure, she appears to 

dominate the setting. This was not the case in her eariier self-pomait (See Fig. 

2.1). 

We see the final merging of the to~115st /pioneer as she positions these 

'selves' within nature. Her heavy leather gloves, man's felt hat and delicate white 

blouse continue to provide evidence of her practical yet fashion-conscious nature. 

By clothing herself in a combination of conservative ferninine dress and more 

practical masculine attire, Gunterman offers visual hints of some of the options 

aliowed pioneer women at the tuni-of-the-century. Whiie a woman was expected 

to present a public self that conformed to societal noms, she was ailowed the few 

eccentricities necessary to cope with the harsh wildemess environment. 

As in the 1899 self-portrait (Fig. 2.1), Gunterman looks saaight into the 

carnera lens, once again representing herself as she wished to be pictured/ 

positioned in the farnily album. There are, however, differences between the two 

self-portraits that reflect the dianges that have taken place during the M e  years 

that separate them. Guntennan uses the carnera to write her own story and 

narrate the change from the ?ut-off" exile (See Fig. 2.1) to the assimilated self- 

96. See Robideau, Mattie,9-11 for a discussion of Gunterman's childhood collection of 
studio portraits of herself, her farnily and ftiends. 



sufficient pioneer woman (See Fig. 2.8). thus creating her own identity. Solomon- 

Godeau writes that such self-portraiture allowed women photographers a rare 

kiad of freedom, for " a wornan might be author of her own images and through 

self-representation resist both photographie and social norms."97 

JO Spence has stated that "-..visual representation privileges the nuclear 

family by naturalizing, rornanticizing and idealizing famüy relationships above a l l  

others."98 The visual narratives that comprise the photograph albums of Manie 

Gunterman, while documenting actual eventsgg, do aiiow their author to compose, 

edit and create her own version of self and family. 

I l  Images of the Community 

Produced for a limited audience of famiiy and friends, wattie 
Gunteman's] work is now valued for the social insight it provides of a 
vanished style of life applicable to a whole cornmuniry.ioo 

As well as representing the solidity of her family unit, Gunterrnan used the 

photograph album to represent and position her family within the comrnunily. 

The network of friends and neighbours encompassed in the cornrnuniIy was 

particularly important for women at the tum-of-the-century, and Guntennan's 

abilities as a photographer offered her a point of entry to her comrnunity. She was 

97. Abigail Solomon-Godeau cited in Wendy Borting, Posinn for Power/Posinn for Pleasure: 
Photonra~hies and the Social Construction of Femininitv (Bingharnton 1988). 1 1. 

98. JO Spence in Hirsch, "Masking the subject," 1 19. 

99. See Chapter One for a discussion of documentary photography. 

100. Lilly Koltun, Private Realms of Linhc Amateur Photogra~hv in Canada. 1839-1 940 
(Toronto 1984), 55. 



ofien called upon to document events. As has been previously noted, Gunterman 

appears in many of her photographs made in the Lardeau district. Photo- 

historia. Naomi Rosenblum rnakes a cornparison behveen Gunterman and the 

American photographer, ALice Austen, who also "often inserted herself into the 

images depicting the mileu in which she feit most at home."loi Like Austen, 

Guntman used the camera to explore her own identity and often staged /posed 

self portraits and included herself in group portraits with family and friends. 

In many of her photographs, Gunterman records images of family or 

friends that reveal their subjects through the portrayal of relationships or events. 

Friendships with other women were particularly important to pioneer women who 

were often isolated on farms and homesteads. 

Despite the primacy of family for most, women did not defiine themsehes 
solely by their familial roles and obligations. Victoria and Edwardian 
women also saw thernselves increasingly as individuals in their own right , 
with obligations and friendships outside the family.102 

Gunterman's photograph albums also contain images of the workplace 

outside of her own domestic sphere. This is quite rare for IWO reasons: at this 

time, only about sixteen percent of Canadian women worked for wages 103, and 

those who did seldom had access to carneras because of the cost. Furthemore, 

photographs were generaiiy reserved for docurnenting special occasions, not the 

101. Rosenblum, A Historv of Women Photographers, 1 10. 

102. Alison Prentice et al. eds. Canadian Women. A Histow(Toronto 1988), 150. 

103. Frank Denton and Sylvia Ostry, "Historical Estimates of the Canadian Labour Force, 
1961 Census Monographn,in Chanain2 Patterns: Women in Canada, Sandra Burt, brraine 
Code,and Lindsay Dorney (eds.) ( Toronto 1988), 14. 



cornmonplace worksite. 

' Pictures of me? At work? Weil, 1 don't think so, dear.' 
' Catch someone taking a photo of me in my old apron!' 
' Weli, I've got plenty of me with the GIRLS from work, when we went out, 

but nothing in the factory, you know. Weil, you wouldn't. Why bother?'lo-> 

Thus, Gunterman's albums are evceptional records that include images 

such as Enmance to Tunnel #1, 1902 (Fig. 2.9). Here Anne Williams stands in 

front of the entrance to the Nettie-L mine where she was employed as a camp cook 

with Mattie Gunterman. Williams is s h o w  standing with one arm raised, 

holding a snowball in a rather coquettish pose. She is accompanied by two 

miners, one stands next to Williams and the other stands next to the second paar 

on the nght.105 The relatively small scale of the figure of Anne Williams in 

relation to the dominant landscape recalls a similar compositional balance in 

prevalent earlier photographs such as Somewhere on the aail from Seattle to 

Beaton (See Fig. 2.2). Despite the winter weather, Williams is wearing a lacy 

white blouse her long light coloured cook's apron. This combination gh7es 

her the appearance of wearing a long flowïng white dress. Her pose and dress are 

more appropriate to the popdar romantic "women in white" irnagery created by 

the Arnerican pictorialist photographer, Clarence White, than to the pomait of a 

lumber camp cook. The photograph seems to be doubly-coded: it inforrns the 

viewer about a record snowfd that covered the roof of the entrance, and it 

104. JO Stanley, 'Well, who'd want an old picture of me at work ?'in Familv S n a ~ s :  The 
Meanine of Domestic Photoera~hy , JO Spence and Patricia Holland (eds.)(London 
1991). 60. 

105. Robideau, Mattie, 78. 



uidirectly implies something about the construction of ferninini-. This is 

established through the use of the dress as a prop, through Williams' coquettish 

pose and by conaasting the fernale figure in white with the male figures lurking 

in the dark shadows. The camera angle and distance to the subjects assist in 

giving the photograph the appearance of a stage; the figures appear as 

actors/carica~es of gender sterotypes. Thus Gunterman implies that 

femininity is a role "played" by women 

"opposite" men in the tableau vivant of her persona1 narrative. 

In Rose and Ann Williams, c. 1902 (Fig. 2.10), two of Gunterman's co- 

workers are captured washing dishes at the Nettie L Mine. Rose Williams (left) 

appears rather hesitant before the camera, as if she did not expect to have her 

photograph made in this situation. Such mundane activities iike washing dishes 

seldom appeared in a family album at the turn-of-the-century. She may also 

have been surprised by the bright Light used to capture this scene. Photographs 

made indoors required the use of magnesium powder, smaü amounts of which 

wre exploded to produce a blinding light that often caught the subject off guard 

and often in an awkward pose.loG This image is sauctured to emphasize the 

domestic labour by having the piles of dirw dishes take up half of the frame. The 

documentary image is given a heightened reality by the fact that the two sisters 

are shown in the process of working rather than simply posing in front of the 

àishes. 

Nettie L. Mine/ Rose Williams and Mattie (on the Stovel and Ann Williams, 

106. Gisele Freund, Photonra~hv and Societv (Boston l98O), 1 13. 



c. 1902 (Fig. 2.11) was made after the image of the dish washing, Rose and Ann 

Williams are depicted posing Mattie Guntennan on the duiing room heater. AU 

three women are clearly enjoying themselves. The image presents the other side 

of the workplace by depicting the playfulness and companionship which was 

possible in spite of the "passivity" expected in their domestic jobs. Despite the 

apparent spontaneity seldom seen in images made at the turn-of-the-century, this 

image is theanicaily posed and carefuüy considered. I t  would require careful co- 

ordination to explode the magnesium powder necessary for this image and 

simultaneously depress the air bulb release to trip the shutter while balancing on 

a stove. Gunterman was obviously not merely the victim she appeared to be. As 

always in her photographs, Gunterrnan was in c o n ~ o l  and remained the author of 

her narrative, however melodramatic. 

The same e o  of CO-workers appears in Beatod People dressed for the 

Mas~uerade B d .  1903 (Fig. 2.12). Ann Williams (left), Mattie Gunterman 

(centre) and Rose Williams (right) appear in costume for a masquerade bail being 

held in the town of Ferguson as a benefit for the miner's hospital on Febniary 13, 

1903. The setthg assists in positioning the photograph at the turn-of-the- 

century as the three figures are posed against the rugged interior of a log house. 

Without this positioning, the masquerade image is timeless and could be a 

contemporary photograph. This photograph can be read as much more than a 

d o m e n t  of a costume party and contains numerous visual signs. 

The fact that the creator/ photographer is female and appears in the 

frarne disguised as a male accompanied by other females in costume raises 



significant questions. In their essay "Woman as sign in Pre-Raphaeiite 

Literature: the representation of ELizabeth SiddaU", Gnselda Pollock and Deborah 

Cherry anaîyze the "reciprocal positioning of the masculine creator and the 

passive feminine object" in art historical texts on Pre-Raphaelitisalo7 

Gunterman, dressed in formai dark man's dothing and a fuii face mask, has set 

out to deliberately take on another gender. Her costume is the opposite of the 

ferninine one chosen for the masquerade portrait with her son, Henry (See Fig. 

2.7). It also serves to heighten the contrast with AM and Rose Williams who 

disguise themselves in archetypal flowing feminine dresses and Wear th& hair 

flowing loose down their backs. These dresses are, however, very different. On 

the right, Rose LViIliarns wears a more workaday plaid . Her identity is further 

obscured by black face and the black paper/cloth tiara on her head. This may be 

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 

Uely that she represented a black woman in the role of servant or slave. This 

might account for her costume of working clothes. With her ruffied white dress, 

Ann Williams appears to represent a more universaVstereotypical vision of 

woman " as a cipher of male dominance, the scene of male fantasy."lo8 Besides the 

costumes, bo th the Williams sis ters have little specific charac terization or 

identity. 

107. Griselda Pollock, Vision and Difference: Femininity,Feminism and the Histories of Art, 
( London 1988), 11. 

108. Rozsika Parker and Griselda Pollock, Old Mistresses. Women . Art and Ideolonv( 
London 1989), 132. 



Ann Williams' long flowing hair is rerniniscent of the 'Siddai' 

(Elizabeth Siddali), a woman who functioned as a muse for the Pre-Raphaelite 

movement.lo9 Even the positioning of AM Williams' head and the hand holding 

her hair is very similar to Rossetti's painting Ladv Liiith (1868) (Fig. 2.13) 110 

Named a witch, the term ùivented for women who contest the patriarchal 
orders of theologicai or medical knowledge, Lilith's speli works by a 
penetrating , castrating gaze.111 

It is unlikely that Gunterman would have been aware of this painting by Rossetti 

but she may have been aware of the archetypai femme fatale/ witch sorceress. 

This photograph presents a multiplicity of meanings with regard to the 

representation of women. The image can be read as representing woman as 

fantasy object, slave, exotic other or, in the case of Gunterman who is disguised as 

a man, as a male alter-ego. Gunterman's cross- dressing may also be read as an 

atternpt to escape the role of woman as decorative object presented in Fig. 2.7. 

By representing women in a variety of roles, Gunterman re-signed them in a 

manner sWar to that of Julia Margaret Cameron who also played w i h  "the 

masquerade of femininity and the making of appearance."ll2 Gunterman 

engaged - - her friendsko-workers, A n n  and Rose WilLiams, in a collaboration to 

109. Pollock, Vision and Difference, 92. 

110. See Pollock,Vision and Difference, 140-1 46 for a discussion of Rossetti's Ladv Lili th., 
(1 868). 

11 1. Pollock,Vision and Difference, 144. 

11 2. Cherry, Painting Women, 197. 



create a tableaux vivant, a photograph with invented characters.113 In this 

photograph, the tableau vivant presents many representations of female identity. 

This layering of meaning and masquerading of identity would have appeded to 

Gunterman's theatrical sensibility which is evident in aU of her photographs. 

The mask that Mattie Gunterman is wearing is vaguely unsettling because 

she faces the camera directly but shows no expression. Roland Barthes rnakes 

reference to masks in his cornparison of photography to theatre. He discusses the 

mask's association with death and the cult of death while descnbing as the 

Japanese Noh mask 

... however 'lifelike' we suive to make it ( and this frenzy to be lifelike 
can only be Our mythic denial of an apprehension of death), Photography 
is a kind of primitive theatre, a kind of Tableau Vivant a figuration of the 
motionless and made-up face beneath which we see the dead.114 

The use of the mask in Gunterman's photograph is reminiscent of a 

contemporary series of photographs based on masking within the family album. 

In her discussion of the familial look and gaze, Kirsch references a series of 

haunting, enigmatic photographs, The Familv Aibum of Lucvbeiie by the 

American pho tographer, Ralph Eugene Meatyard ( 1925-197 2). These 

photographs were published posthumously in 1974. There are numerous 

paraliels in the construction of Gunterrnads and Meatyard's albums. Mattie 

Guntermm appears in many of the photographs in her album as does Meatyard's 

wife, Madelyn who poses as Lucybelle Crater. They are both the heroines of their 

114. Barthes, Camera Lucida, 3 2. 



own story narrated on the pages of the family album. in both cases, the family 

album was used as a personal narrative to establish identity through the 

representation of the farnily mernbers in a variety of situations/events and 

relationships. Each photograph is a g h p s e  into the lives of the individuah 

represented and provides further insight into their identity. A n  image within 

Meatyard's series, Lucvbelle Crater and Close Friend Lucvbelle Crater in the G r a ~ e  

Arbor, 1971 (Fig. 2.14) , is notably similar to Gunterman's masquerade images 

and invites cornparison. In the Meatyard photograph, the photographer and his 

wife have reversed gender. Ralph Meatyard wears the female mask and is 

dressed as a woman, his body appearing frai1 due to Wess. His wife Maddyn is 

dressed in man's clothing and appears the domulant character in the frame. 

Gunterman, also depicted cross- dressed and masked, is similarly dominant in her 

photograph. Roziska Parker and Griselda Poilock discuss the development of 

sexual identiw and condude that " rnascuiinity and femininity are culturally 

detennined positions." 11; Both these family albums are visual documents that 

provide evidence of this process. 

Leisure activities and cornmunity events were popular subjects for amateur 

photographers at the tum-of-the-century. Gunterman's camera appears to have 

been an accepted, alrnost expected part of community activities. In Lw's Ranch, 

U D D ~ ~  Arrow Lake, 1905 (Fig. 2.15), a group of bathers stands in the iake posing 

for Gunterman's camera. The town of Beaton is in the background. The bits of 

junk wood and loose logs floating in the water around the group are from the miil 

---- - - 

i 15. rarker anci ~oiiock,  ici Mistresses, 132 



across the lake at ComapLix and indicate heavy activity in the forest indusm. 116 

The group simply lines up in front of the camera; there is no attempt made to 

make a candid image, probably because the subjects were required to stand s a  

during the long exposure rime. The photograph indudes only women and female 

children, with the exception of Henry Gunterman who stands in the centre of the 

frame. Mattie Gunterman has deliberateiy arranged the composition of this 

image so that her son is the centrai figure. As has been estabiished, Gunterman's 

photographs are carefdly staged and seldom show any physical contact among 

subjects. It is unusual to see a large group portrait such as this where the subjects 

all appear somewhat isolated from each other, each in their own space. This is 

particulariy noticeable in a photograph that documents mothers with their 

children who are u s u w  depicted in closer physical contact with each other. This 

photograph provides a symbolic view into Gunterman's world. She positions her 

only child at the centre, her female friends with their children on the rnarguls 

and her small beloved communi~  of Beaton in the background. Gunterman has 

capnired her "universe" in one s a  image. 

This section of commun i~  photographs (Figs. 2.10, 2.11 and 2.12) 

iadicates the diversity of f e d e  life and community. This grouping 

of images provides insight into the multi-faceted Me of the wornan pioneer that 

included domestic labour (Fig. 2. IO), fnendship (Fig 2.1 1) and motherhood 

(Fig. 2.12). As weli, they indicate how photography aliowed Guntennan to 

position herself and her family in the community: 

i 16. KO bideau, Mattie, I UY. 



... obviously the family photograph album encourages self-perception and a 
certain degree of o b j e ~ ~ c a t i o n  of self and family; the figures in its pages 
play out, as it were, roles and stories to an audience of family and friends. 
Naturally it is possible for the owners to shape these stories, in confonniîy , 
of course, with the data, and guided by prevailing ideas of what the facts 
rnean.117 

mer the close reading of one of Gunterman's photographs, it becomes 

apparent that littie in the image, particularly in her self-portraits, exists within 

the frame by chance. Guntexman plans her images as if they are stiii photographs 

for the theatre. She controls each element of the image, including the characters, 

their position and their costume. She chooses the necessary props and 

appropriate background necessary to stage her narratives. Her photographs trace 

her evolution from urban dweller/tourist to self-sufficient pioneer woman, and 

they consistently reinforce her strong tie to nature. The belief that the naturai 

environment and "good air" were responsible for her return to good health 

dictated her preferred backdrop of wilderness. 

Mattie Gunterman's photographs are more than simply documents of 

pioneer life at the turn-of-the-century. They were created and edited to consmct 

a family narrative. In Canada at the turn-of-the-century, women photographers 

were not only women of privileged background looking for a Leisure activity. Most 

Canadian women who became involved with photography were simiiar to Manie 

Gunterman: they sought a method to narrate their lives and document their 

families; they wanted a voice. By controlling the camera and selecring a framed 

vision of her existence, Guntennan was able, at least in her own photograph 



albums, to be the author of her own narrative. These images illustrate 

Guntennan's vision of her own personal identity. As argued by Barthes, the 

creating and the reading of the farnily photograph album become acts of 

establishing identiv for the viewer and the photographer. At the tum-of-the- 

century when few wornen had real control over th& own destinies, photography 

dowed women at least some conrrol in representing their identities, 

The family album exists outside the canon of photographic practice- it is 

a gendered form of socid practice that ailowed wornen to author their own 

narrative. Mattie Gunterrnan was able to extend the boundaries of the 

conventional photograph album by photographing outside of the domestic sphere, 

She used photography as a social practice that helped her pursue personal 

identity. Geraldine Moodie, to be discussed in the foilowing chapter, also used 

the camera to evtend ewisting boundaries and establish her professional practice. 

She ventured outside her studio to record Native people and their rituals such as 

the Thirst Dance. These rnulti-layered and complex images are examined in 

context with her photographic contemporaries and their reading is informed by 

current post-colonial theonsts. 



Chap ter Three 

Geraldine Moodie: Self and Other 

Carnera as Witness/ Issues of the Other 

... while portraiture was quantitatively the principal product of photography's first 
two decades, i t  \vas by no means its only application. Within this first period of its 
development and expansion, photography was applizd to various documentary 
functions ( e.g. topograpbic views, architecture and monuments, battlefields, and the 
depictions of those lands and peopIes in the process of being colonized or  otherwise 
exploited) within the frarnework of European uiumphalist irnperia1ism.i. 

To photograph is to appropriate the thing photographed. It means putting oneself 
into a certain relation to the world that feels like knowledge- and, rherefore, like 
power. 2 

Abigail Solomon-Godeau argues that from a ferninist perspective, there 

are many Mages  between the nature, use and terminology of photography in its 

historic context and its contemporary uses; many of the issues and problems of 

the medium are shared . 3  The camera as "an immunent of appropriation, 

possession and objectifkation " -F has been discussed by numerous writers on 

photography, most notably Susan Sontag. Even the vocabulary surrounding the 

medium is reflective of this aggressive function: to aim the camera, to 

1. Abigail Solomon-Godeau, "Photography," Feminism and Psvchoanalvsis. A Critical 
Dictionarv, Edited by Elizabeth Wright (Oxford 1992), 328. 

2. Susan Sontag, On Photoaraphv ( New York l978), 4. 

3. Solomon-Godeau, "Photograp hyn, 3 28. 

4. ibid., 328. 



take/shoot a picnire, and to capture the subject. 5 

As Solomon-Godeau notes in the opening quotation of this chapter, the 

camera has long been a tool of the colonizer. She further observes that 

"...p hotography was h-om relatively early on consaipted for the project of visuaily 

objeccifying and dass@i.ng various categories of 'otherness' - criminals, 

deviants, hysterics and ethnic others."G In the years suice the invention of 

photography, the medium has been used for a variety of documentary purposes. 

The texm documentq as a type of photographie pracdce was frtst used 

internationaliy by John Grierson in 1926, who defined documentary as " a 

selective dramatization of facts in terms of th& human consequences . "7 

More recently, critics and photographers have begun to challenge the established 

discourse of documentaq photography, questioning and critîcizing its method of 

representation.8 One such photographerkritic, Martha Rosler, concurs stating: 

"Docurnentary, as we know it, carries (old) information about a group of powerless 

5. ibid, 329. 

6.  SoIomon-Godeau, "Photography," 327-331. For the studies referred to comrnenting on 
photography and the Other see: MaIIek Alloula, The Coloniai Harem, Minneapolis: 
University of Minnesota Press, 1987, Sander L Gilman, The Face of Madness: Hugh W. 
Diamond and the Orinin of Psvchiatnc Photoszravhv, Secaucus NJ: Brunner- Mazel, 1976 
and John Tagg, The Burden of Represenmtion: Essavs on Photomwhies and Histories, 
Amherst, M a s :  University of Massachusetts Press, LWO. 

7. Nan Richardson, ed. Aperture: Storvteller, No. 1 1 2 (New York 19881, 1. 

8. Brian Wallis, "Questioning  documenta^", Awrture: Storvteller, No. 11 2 (New York 
1988), 60. 



people to another group addressed as socially powerful."9 Another 

photographerkritic is the Vietnamese American f-aker, musician and writer 

Trinh T. Minh-ha. ln her book Woman. Native. Other , Trinh questions the 

language of cultural representation, difference and identity and offers 

alternatives based on the teiiing of stones and mernories as ways of 

deconstnicting the hegemonic devices of white society. 10 Nan Richardson, editor 

of A~erture, agrees: 

The inherent fascination of a photograph cornes from its duality as 
mthteUer and story teller. Where tnithtelling penetrates and describes 
reaiity, story teiiing fds  the tirneless need to create fabies.11 

In semiotic terms, photography bas an inde'cical as weil as an iconic status. 

This gives the photograph a "causal relation to its referent, as with f o o t p ~ t s  or X- 

rays." 12 It is this indexical nature that aows for the removal and classification 

of the photograph's subject. This has made photography particularly useful in the 

establishment of a nurnber of the hegemonic devices of colonialism. 

Lucy Lippard cites as a common example of such practice the isolation of the Other 

in another time and place, the Past, even in cases when the chronological time is 

9. Martha Roder, " in, around, and afterthoughts (on documentary photography)" , 
The Contest of me an in^: Cntical Histories of Photovraphv, ed. Richard Bolton, 306. 

10. Lucy Lippard, Mixed Blessings, 54. 

11. Richardson, Aperture, 1 .  

12. Solomon-Godeau, " Photography", 327. 



ac tually the present. 13 

This chapter explores the relationship between Self and Other, using as its 

subject the photographing of a marginalized group, Native people, by a white 

woman, the representative of the Other. Speafically, it analyzes the 

photographs of the Plains Cree of what is now North Central Saskatchewan taken 

by Geraldine Moodie (1854- 1945). 1 will relate a reading of Moodie's images 

to the discussion of how photography serves women as a social practice in the 

establishment of a new identity: professionalism. Moodie exemplifies the kirid 

of woman professional who, in Deborah Cherry's words " challenged the 

eitdusivity of masculine daims to professionalism," yet has been categorized as an 

amateur, "particularly [because she was] married and not fmanciaüy 

independent." 14 Moodie came from an upper rniddle class background and 

rnanied an a North West Mounted Police (NUrMP) officer which allowed her a 

privileged status.15 She active as a professionai photographer in the Canadian 

West where she operated three photographic studios from 1895 to 1898. Moodie 

accompanied her husband on official W I P  trips into the North in 1904 and 

again between 1916-17. She was the first white woman to photograph in the 

Canadian Arctic and made numerous portraits of the Inuit. 

13. Lucy Lippard, ed., Partial Recdl. Photograohs of Native North -4mencans (New 
York 1992), 37. 

14. Cherry, Painting Women, 9. 

15. An outline of Moodie's biography appears in the next section, CeraIdine Moodie: 
Reuresenmrion of Native People. which discusses Moodie's lineage and its significance. 
See Appendix Two for further biographical details 



To date, Moodie bas been marginalized and her photographic practice has 

been described as amateur in the few photographic histories that do contain 

references to her work.16 She is constantly linked to her husband, J.D. Moodie 

and bis position within the NWMP. One of the aims of this chapter is to re- 

position Moodie as a professional photographer rather than a marginaiized 

amateur. It examines a number of strategies she employed to further her 

professional career induding use of copyright, the establishment of a commeraal 

studio, the negotiation of government commissions gaining enmance through 

associations with her husbands co~ec t ions  and the depositing of her images in 

the coilections of significant institutions. At present, Moodie's oeuvre consists of 

approximateiy GO photographs in the Museum of Mankind in London, England; 

62 photographs in the National Archives of Canada in Ottawa, Ontario; 18 

photographs in the Royal Canadian Mounted Police Museum in Regina, 

Saskatchewan; and 14 photographs in the Royal Canadian Mounted Police 

Archives in Ottawa, Ontario. As weU, Moodie's photographs are also in the 

collection of the Glenbow Museum in Calgary, Alberta; the Medicine Hat 

Museum, Alberta; and the Maple Creek Museum, Saskatchewan and are held by 

16. As was noted in the literature review, GreenhiII and Birrell's A Canadian Photorira~hv 
1839-1920 has positioned Moodie in connection with her husband and marginalized 
her to a one sentence entry in a section titled, "The Amateur and Pictorialism". 
Greenhill and Birrell, A Canadian Photonraphv, 69. This has occured despite the fact 
there is documentation that Moodie operated three professionai photographic studios 
in Western Canada from 1985 to 1898 and it was her husband that was the amateur 
photographer. Surprisingly, art historian Naomi Rosenblum has continued this 
marginalization of Moodie in her recently published A Historv of Women 
Photowa~hers. In a chapter titled "Art and Recreation: Pleasures of the Amateur, 1890- 
1920," Rosenblum positions Moodie in a discussion about amateur photographers with a 
predilection for the exotic as " wife of a governor of the Hudson Bay Company". 
Rosenblum, A History of Women Photoara~hers (New York 1994), 110-1 1. 



her family.17 The majoriv of these images are photographs of Native people, 

primarily Inuit portaits made in the Canadian Arctic. This thesis chooses to focus 

instead on Moodie's photographs of a Plains Cree Thirst Dance made in 

Battleford, North-West Temitones in 1895. The selection of seven representative 

Moodie photographs of the Thirst Dance includes six from the National Archives 

of Canada (C. Wentworth Bagley Collection 1942-03 7 and Canada Patent and 

Copyright Office Collection 1966-094) and one from the RCMP Museum, Regina, 

Saskatchewan (Geraldine Moodie Collection). This selection \vas made for two 

reasons: the strength of Moodie's copyrighted Thirst Dance series which confiums 

her professional status and the fact that no previous examination has been made 

of this sequence of images. Moodie's documentary approach to the Thirst Dance 

clearIy extends the boundaries of professional photographers of the era who 

tended to represent Native people inkudio Indian porûaits. 

As a professional woman photographer active in the Canadian West and 

the Arctic during the years 1895 to 19 16, Moodie's photographs are a rarity. 1s 

There were only a few other professional women photographers working in 

17. The numbers of photographs cited are approximate as there is much to be done in 
identifjhg Geraldine Moodies oeuvre, the research for this thesis identified twelve 
previously unidentified Moodie portraits in the RCMP Archives in Ottawa, The extent 
and location of Moodie's oeuvre is currently being catalogued by Donny White, 
CuItural history curator at the Medicine Hat Museum, Alberta. This study is not yet 
available, 

18. Brock Silversides, The Face PuIlers: P h o t o ~ r a p h i n ~  Native Canadians 187 1-1 939 
(Saskatoon 1994), 3. See also Lippard, Partial Recall, 18. 



Western Canada during this period. 19 From this group, only one other, Hannah 

Maynard (1834-19 18), also photographed Native people. 20 This confirms the 

significance of Moodie's photographs as one of the only women photographers of 

Native people in Canada at the nini-of-the-century. 

Historian Daniel Francis 21 argues that at the turn-of-the-century the 

photographing of Native people was part of a strategy to invent a new identity for 

Euro- Canadians: "The image of the Other, the Indian was integral to tb is  process 

of self-identification. The Other came to stand for everything the Euo-Canadian 

was not." 22 For some women photographers, exploration of identity went beyond 

the creation of personal narratives in the family photograph album âs described 

in Chapter Two. Women such as Geraldine Moodie used their camera, to frame/ 

position themselves in relation to Others. By studying the Other, they formed a 

clearer vision of Self. This process has been described by Edward Said in 

19. Other documented professionai women photographers in the Canadian West include: 
Hannah Maynard ( 1834-19 1 S), Victoria; Gladys Reeves ( 1890-1 974), Edmonton; 
Rossetta E Carr (active 189O), Winnipeg. 

20. This was merely a passing interest for Maynard who only made a small number of 
portraits of Native people dmos t  exclusivel~ in her Victoria, B.C. studio and did not 
venture into the field to produce a large body of work on the subject as did her male 
counterparts d o n g  with Geraldine Moodie. See Petra Watson, The Photoara~hs of 
Hannah Maynard: 19th Centurv Photoara~hs (Vancouver 1992), 2. 

2 1. Daniel Francis suggests the use of the word "Indiann to refer to the image of 
Indigenous people by other groups such a Euro-Canadians. See Daniel Francis, The 
Imaninarv Indian. The lmane of the lndian in Canadian Culture, (Vancouver l992),9. 

22. Francis, The Imaninaw Indian, 8. 



relation to the Orient; he States that " European culture gained in smength and 

identity by setting itself against the Orient as a sort of surrogate and even 

underground self." 23 Images of Native people were also made as part of the 

quest for self in relation to the Other  and Nature that is a significant focus of Euro- 

American culture. 24 

Although both genders photographed Native people, the images made by 

women photographers are often distinctive. Lippard suggests there is an empathy 

displayed by gender to subject in photographs of Native people. She has also 

noted that portraits made by women tend to be " less grim, more eye-to-eye" than 

those made by rnen.25 This chapter analyzes how Geraldine Moodie's images of 

Native people differed frorn those made by her white male contemporaries, 

particularly her distinctive images documenthg family relationships. This 

analysis is informed by two important models of cross -cultural reading/ analysis 

of visual images: the writings of Mieke Bal and the recent publication Reading 

National Geo~raDhic by anthropologist Catherine A. Lutz and sociologist, Jane L 

Collins. 

In her article "The Politics of Citation", Mieke Bal is critical of the manner 

- 

23. Edward W. Said, Orientalism (New York: 1979), 3. 

24. Lippard, Partial RecaII, 37. 

25. ibid., 38. 



in which some post-colonial critics work with visual materials.z6 Bal calls for a "de- 

distancing" or removing of faise distance in order to analyze images h m  the 

colonial past in a politically responsible and effective intdectual manner. 

Her conclusion lists the "minimal conditions" that should be included in the 

analysis of visuai images in post-colonial criticism: 

A first possibility may be a thoughtful, sparse use of visual material where 
eveIy image is provided with an immediately accessible aitique that 
justifies its use with specifici ty... Second ... what could be thematîzed in 
such analyses is not the represented object, which is only too easily passed 
off as "aie," "authentic," or "erotic," but the subject looking at the image 
and what the subject is evactly doing there. In such a perspective each 
image has its own critical viewer within it. Third, a critical analysis that 
involves the critic codd gain smength by making e.xplicit the narrative 
dimension of the images ...[ which refers to] the way the reading of the 
image happas. .. .Namativùing the image-viewer interaction makes 
room for differentiated viewing positions.27 

In Reading National Georrra~hic, Lutz and Collins also present suggestions/ 

guidelines for the close reading of images by breaking down the "multitude of 

gazes" to include the photographer's 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 the Other. Lutz and C o h s  condude that 

these disparate points of view account for the different kinds of meanhg found in 

26. The studies that Mieke Bal critiques in "The Politics of Citation", diacritics, spring 
1991, voI. 21.1, 25-15 include: Malek Alloula. The Colonial Harem, Trans. M y r n a  
Godzich and Wlad Godzich. Intro. Barbara Harlow. Minneapolis: U of Minnesota P. 1986; 
Raymond Corbey. Wïldheid en Beschavinv: De Europese Verbeeldine Van Afrika. Baarn: 
Ambo, 1989. and Sander Gilman, Difference and Patholonv: Stereow~es of Sexualitv, 
Race, and Madness. 1985. Ithaca: Corne11 UP, 1990. 

25. Bal. "The Politics of Citationn, 41-43. 



photographs: 

... at the root of a photograph's ambiguity, each gaze potentially suggesting 
a different way of viewing the scene... .It is the root of much of the 
photograph's dynamic as a cultural object, and the place where the 
analyst can perhaps most productively begin to mce its co~ect ions to the 
wider social world of which it is a part.28 

The next section provides a context for Geraldine Moodie as a professional 

woman photographer using photography as social practice. This is foliowed by a 

discussion of her images of the Plains Cree which were made between 1895 and 

1896 while she operated a commercial studio in Battleford, North West 

Territories. Her work is fust examined in context with issues of representation 

of Native people and then compared to the work of contemporaries who 

photographed simïlar subjects. This analysis serves as a foundation for the more 

detailed reading /analysis of the rituai of the Thirst Dance in the fmal section of 

this chapter. 

Geraldine Moodie: Representation of Native People 

Geraldine Moodie was one of the few professional women photographers 

active during the early days of the Canadian West.29 She was raised in a family 

- - 

28. Lutz and CoIlins, Reading National Geo~raphic, 2 14. 

29. By 1891 there were 135 female professional photographers in Canada; 102 women 
photographers active in Ontario, 19 in Quebec, 5 in Manitoba, 2 in British Columbia, 2 
in Nova Scotia, 2 in the North West Territories, 1 in New Brunswick and 1 in Prince 
Edward Island. See Jones, Rediscovew, 6. 



with a tradition of produchg strong, articulate women. Her materna1 

grandmother was the wd-known Upper Canadian writer, Susanna Moodie; her 

great aunt , Catherine P a n  Traül, was another accomplished writer.30 These 

female role models played a significant role in the development of Geraldine 

Moodie's own independent spirit and no doubt influenced her decision to se& a 

career in a medium which, me wriiing, wouid give her an opportunity to devdop 

her own voice. As Barbara Michaels writes: 

Women had been involved with photography alrnost since the medium's 
introduction in 1839, because formal acadernic training was not necessary 
to become a photographer, as it was to be an accepted painter or sculpter. 
Photography bas more like writing; some talent, patience and a will to l e m  
were the prime requisites, although, of course, photographic equipment 
cost more than paper and pen.31 

While it is not known how or when Geraldine Moodie came to photograph, 

it is probable that, like most women at the turn-of-the-century, she was either self- 

taught or insûucted by a male famüy member, possibly her husband. She had 

married a distant cousin, John Douglas (J.D.) Moodie, while in England in 1878. 

Two years later, the couple emigrated to the Canadian wesr, settling as farmers 

near Brandon, Manitoba.33 Since J.D. Moodie was an amateur photographer there 

30. See Marion Fowler, The Embroidered Tent. Five Gentlewornen in Early Canada 
(Toronto 1982 ) for an account of the lives of Susanna Moodie and Catherine Parr 
Traill. 

3 1. Barbara L Michaels, Gertrude Kkebier. The Photographer and ber Photonra~hs (New 
York 1992),  11. 

32. Donny White, "Geraidine Moodie: A Biographical Sketch", Women Together 
Magazine, Vol. 1, No. 4 (February 1993), 14-1 5. 



is some confusion over the attribution of certain Moodie photographs. Aithough 

J.D. Moodie was probably responsible for most of the landscape imagery, it 

Geraldine Moodie who took the majority of the portraits. We see division 

espeaally in the photographs made during th& later trips to the Canadian Arctic 

in 1904 and 1916-1917. 

Ln 1885 after the outbreak of the Second Riel Rebeliion, the Moodie family 

with their three children, retumed to Ottawa where J.D. Moodie was appointed 

an hspector of the North West Mounted Police (NWMP).33 Over the nevt six 

years, the Moodies were posted to various locations throughout the West,- 

Calgary, Medicine Hat, Lethbridge and Maple Creek. There was Little opportunity 

for Geraldine Moodie to take on activities beyond the domestic responsibilities of 

family and home. Why then did she feel the need to photograph? Most Uely she 

saw the camera as a means to record her experiences as weU as an opportunity to 

eam incorne and assist in supporting her family of six children. Geraldine 

Moodie's evnaordinary balancing of a professional careef with her large famiiy is 

striking. She must have had domestic help and been well organized. Her 

professional photographic career was a signifiant part of her life as is evident in 

the fact that even after the lengthy illness and death of a son in 1895, she 

continued to operate her studio. Photography not only gave her the opportuniry 

to have an independent career whüe her husband was away on his numerous 

excursions and exploratory missions, it dso aliowed her the flexibility to raise her 

-- - - 

33. White, "Geraldine Moodie", 14. 



family at the same time. 

As with Mattie Gunterman, photography provided a signifiant outiet from 

dornestic responsibilities and enabled Moodie to make inroads into a variety of 

new commuities in which she found herseif. Again like Gunterman, she was 

often caiied upon to document social events of importance to the communiiy: 

We have to thank Mrs. Moodie for a fine photograph showing the interior 
of St. George's Church as decorated for Chrismas. These decorations 
were more artistic and ambitious than are usually to be found in rural 
churches, and are admirably brought out. The picture is the largest ever 
taken here, being 8 x 10 inches, shows the minutest details .... Mrs. Moodie 
is to be congratulated for the manner in which she did the work of 
photographing and the developing of this interesthg scene.34 

Geraidine Moodie's soaal position in the cornmunity was also established 

by her husband's job as an officer in the NWMP. As J.D. Moodie rose in the r a d s  

of the force, his wife gained access to a variety of events and rituais in both the 

Euro-Canadian and Aboriginal communities of the early Canadian West and 

North. Her husband's position may have also contributed to her success as a 

professional photographer on another level by givuig her the opportunity to meet 

a number of governent officiais whose patronage lead to the series of 

Govenunent commissions to be discussed later in this chapter. 

By 1891, the famüy had finally settLed for a period of five years in the 

prairie town of Battleford, M. During this period, Geraldine Moodie, Like 

Mattie Gunterman, took many photographs recording daily life on the frontier. 

Moodie's images included portraits of the NWMP, townspeople and the Plains Cree 

34. Saskatchewan Herald (Battleford no date February l896), cited in Brock 
Silversides, "Through a Woman's Eyes, Geraldine Moodie," Epic, March 199 1, 29. 



of the area. She was interested in recording the M e  of the Native people and 

documenting the sacred native ceremony known as the "Thirst Dance"Z5 

Unforhmately Moodie has left no written account indicating why she chose these 

subjects. Clearly Moodie was arnbitious, as is evidenced by the fact that she made 

a practice of depositing her images of Native people with "official bodies 

concerned with Canadian and Indian affairs."36 Possibly she saw Native people 

rnerely as an interesting subject drawn from the "daily Me" of her duties as the 

wife of a hWMP oEcer. However, it is more likely that she was aware of the 

potentiai of such subject matter to draw attention to her work and thus assist in 

furthering her career as a professional photographer in Western Canada. Moodie 

also deposited her work in the collection of the Museum of Mankuid in London, 

England, formerly hown as the Department of Ethnography of the British 

Museum. This collection contains some 120 photographs of Native peoples: over 

half of these were taken by Geraldine Moodie during the years 1891 to 1917. 37 

She elected to copyright those images she considered most signifïcant, including 

35. The Thirst Dance, or Sun Dance as i t  has been commonly called in English cornes from 
a translation of the Plains Cree term, ni.pa.kwe.simo.win, this has been literally 
translated into English as the " beseeching- for -water-to allay-the-thirst-dancen, 
Dusenberry (1962) cited in Lloyd O'Brodovich, "Plains Cree Sun Dance. 1968 " 
Western Canadian lournal of Anthropologv, Vol. 1. No. 1 (Calgary l969), 72. 

36. Rosenblum, A Histow of Women Photographers, 1 1 1. 

37. Patricia Pierce, Canada-The Missin9 Years. The Lost Images of Our Heritane. 1895- 
1924 (Don Mills 1985), 11. - 



photographs of Native people in Western Canada and the North. 38 AS far as can 

be determined, Moodie was the only woman photographer in Canada during this 

period who held the copyright for her photographs. 

As w d  as protecting her work with copyright, Moodie took other steps to 

position herself as a professional photographer. During her last two years in 

Batrieford ( 1895 and l836), she m e r  confirmed her professional status by 

buiiding and operating her own studio.39 The completion of her professional 

studio is significant as it suggests that Moodie had rnoved beyond viewing 

photography as a "flexible" field aliowing the management of domestic 

responsibilities. The Saskatchewan Herald documents the progress in Moodie's 

professional career. 40 The first announcernent of the building of her studio is 

noted on April 12, 1895: "Mrs. Moodie is having a photographic gallery built near 

38. The Moodie material was among some "exceptional" photographic material transfered 
to the British Museum when it merged with the British Library, a copyright deposit 
library. Jonathan King, Keeper of the Museunl of Mankind, London cited in a Ietter 
from Betty issenman to the National Archives of Canada, April 18,199 1. King writes: 

"There were three Canadian copyright deposit Iibraries-in two Canadian cities and 
London. One of those in Canada burnt; the other library was sotd off. The London 
material was never catalogued Therefore this department took one or two euceptional 
photographic items when the British Library were one and the same- in particular we 
have an album of Geraldine Moodie photos-she \vas the best pre-Flahew 
photographer of the Inuit." 

39. White, "Geraldine Moodie", 13. 

40. There is is no existing archiva1 evidence of Geraldine Moodie's professional career except 
the references made in the Saskatchewan Herald between 1895 and 1896 This is 
confirmed by personal communication with Bill MacKay, Curator, the Royal Canadian 
Mounted Police Museum in Regina, Saskatchewan, December 1, 1994 and by Donny 
White, Cultural History Curator, Medicine Hat Musem, Medicine Hat, Alberta, March 
27, 1995. 



the Presbyterian church ".li And on July 12, 1895, the opening of the studio is 

reported: "Mrs. Moodie opened her photograph gallery, whidi is finished with an 

outfit of the latest and most irnproved kind. Open Wed. and Sunday 

Two months later, Moodie received her frrst major commission, a 

photographie "souvenir" of a visit to the North West Territories by Prime Minister 

Mackenzie Boswd. Boswell was accompanied by other governrnent oîfîcials and 

representatives of the W, the Hudson Bay Company and the Canadian Padfk 

Railway (CPR). The purpose of their ûip was to examine this area and consider its 

potential for further sertlement. The tour included stops at Edmonton, Victoria 

Mission, the Saddle Lake Reserve, Frog Lake, Onion Lake, Fort Pitt, the Battlefords 

and Prince Albert. As a result of a promising visit, the decision was made to 

promote settlement in these areas. Moodie's conuact was to photograph the trip 

as a souvenir for Boswell who had particulariy enjoyed it.43 Reports of this major 

Government commission are found in the Saskatchewan Herald: 

Mrs. Moodie has been commissioned by the Government to take a series of 
historic and other important points on the Iùie of the Premier's travels, 
including Pitt, Onion Lake and as far as Cold Lakefr 

No documentation survives relating to Moodie's conaact. Only one half-tone 

41. Saskatchewan Herald, Vol. XVI No.11 (Battleford 12 April 1895). 

42. Saskatchewan Herald,Vol. XVll No. 23 (BattIeford 12 july 1895). 

43. Brock SiIverside~,~GeraIdine Moodie: Through a Woman's Eyes." Epic 1 No.1 (March 
1991), 28. 

44. Saskatchewan Herald, Vol. XWI No. 33 (Battleford 20 September 1895). 



reproduction exists, Twical Police C a m ~  on the Trail Sir Mackenzie Boweli's 

Partv Encamped on Onion Lake, 1895, and is induded in E. J. Chamber's Roval 

Northwest Mounted Police: A Coms History. $5 

Archivis t Brock Silversides confirms that such Federai Government 

support, "as weil as patronage from the local NWMP detachment, accelerated her 

professional acceptance by the cornmunity. "46 It appears that Geraldine 

Moodie's business quickly became the main photographic studio in the area. Ln 

1894, the opening of another photographic studio opposite the Queen's Hotel in 

Battleford 47 and the arriva1 of an itinerant photographer, D. Cadzow from 

Edmonton is advertised in The Saskatchewan Herald.48 However, in the years 

following 1895 there is no furriier mention, either in reporting or advertisements, 

of other such photographers or studios. 

Moodie's work dso had a commercial appeal, and her inscribed picture 

postcards, available ac her studio, were popular Christmas or New Year's gifts.49 

One such example is a 1895 Chnstrnas greeting postcard inscribed "Some Scenes 

in the Barracks" depicting various views of barracks life in the NUrMP, C Division, 

BattIeford. Such cards were photo -composires surrounded by decorative 

45. Silversides, "Geraldine Moodie", 28. 

46. ibid.,28. 

37. Saskatchewan HeraId, Vol. XVI N O S  (Batdeford G May 1894). 

48. Saskatchewan Herald, VoI XVi No. 694 ( BattIeford 8 June 1894). 

49. Silversides. "Geraldi ne Moodie," 29. 



drawings and signed by Moodie herself. Most of the images have romantic titles 

su& as "Some Troopers of the Great Lme Landn.so Whether or not aiso Moodie 

sold postcards or prints from her portraits of Native people as souvenirs or 

greeting cards is mknown. By April of 1896, Moodie's photography business 

was so successful that the studio had to be expanded: 

Mrs. Moodie has just added a number of improvements to her 
photographie studio making it complete in every detail. She can now take 
pictures from the carte- de- visite to 11 by 14 inches; can do enlarging and 
copying, and take interiors by flash-Light. Hand-painted backdrops and the 
best material procurable for the work are a guarantee that ail sittings iMU 
be satisfactory. The smaliest size in carte de visite are $3 a dozen and 
others are at the old prices. The studio will be open every Saturday 
afternoon and at other rimes by appointment. 5 1  

Although we have no documentation on the kind of cameras used by 

Moodie, the fine quality of her photographs indicates that they most likely would 

have been large format view cameras requiring a thorough understanding of the 

technical aspects of photography: 

D u ~ g  this period Date nineteenth and early twentieth century], the act of 
photographing demanded a great deal of ski& whiie the equipment and 
materials were quite primitive .... Professionals, without exception, used 
view cameras -large wooden boxes with bellows and primitive lemes-- 
which needed to be supported by a tripod. This meant the photographer 
had to spend several minutes setting up and composing a shot ... There 
were no built -in exposure meters to teil the photographer how long to leave 
the shutter open. Professionals developed a mely tuned awareness 
through daily experience of how much light was falling on their subjects.sz 

50. This photo postcard is in the collection of the National Archives of Canada. (C. 
Wentwoirh Badgley CoIlection, 1942-O37,C-lOO97). 

5 1. Saskatchewan Herald, Vol XVII No. 1 2 (Battieford 17 April 1896). 



Most professional photographers on the Canadian prairies continued to use 

the awkward and deiicate glass plate negatives up to the mid-1920s. The weight 

of these glas plates restricted the m e  of field work photographers were able to 

do and limited the kind of transportation required. Lighter plastic roll fïLm in 

various formats was available and in use by amateur photographers as early as 

1895.53 

The fact that most of Moodie's early professional portraits were made in her 

studio may be due to the weight of her photographic equipment and materials. 

Nomithstanding, she did travel to photograph Native people in their own 

environments and may have used lighter plastic roll film although most of her 

work appears to be done with the glass plates used by professionals. 

By taking photographs of the Plains Cree, Geraldine Moodie joined the 

rariks of the "shadowcatchers", a name given to photographers by some Native 

peoples who felt that the transfer of their images meant that some part of their 

M e  force was diminished; the shadow refers to death or the death of the soul.54 

Of this almost exdusively male group of shadowcatchers who traveiied extensively 

to seek out their Indian subjects, the best hown was the controversial American 

photographer, Edward Sheriff Curtis ( 1868- 1952). Curtis was a tum-of-the- 

century Pictorialist whose involvment W h  the E. H. Harriman Expedition to 

Alaska in 1899 ( See Appendix 3) led to a keen awareness of the importance of 

53. ibid., 5. 

54. Lippard, Partial Recali, 30. 



documenting the "vanishing waysn of Indian people. 55 After renirning to 

Seattie, Curtis set himself the task of documenting the North American Indian. 

From 1900 to 1906, Curtis, with a team of assistants, photographed hdian tribes 

in the Great Plains, Southwest and the Pacific Northwest, With the financial 

backing of J. Pierpont Morgan and the endorsement of President Theodore 

Roosevelt, Curtis was able to pubiish this work as a twenty volume set entitled The 

North American Indian. 56 These photographs, now seen as e x e m p m g  the 

romantic myth of the "Noble Savage", were an attempt to capture the "vanishing 

race" of the North American Indian. Curtis aestheticized and fictionatized many 

of his images, dressing the natives in unauthentic or incorrect clothing, wigs and 

make-up to enhance his version of the Indian, thus limiting the capaciw of his 

photographs to serve in their intended documentary function. Curtis' irnagery 

enjoyed a certain posthmous commercial success in the 1970s- More recently, 

as a consequence of deconstructions by both Indigenous and Ewo-American 

postcolonial writers, his work has been subjected to increasingly cntical 

reviews .57 

The portrait, Oglala Sioux. The Medicine Man-Slow Buil , 1907 (Fig.3.1) 

exempiifies C~~rtis'mythologizing imaging of the Indian. The photograph depicts 

Slow Buii, turned siightly to the right and l o o h g  away from the camera. Clothed 

55. Christopher Lyman, The Vanishing Race and Other Illusions, Photographs of Indians by 
Edward S. Curtis (Washington D.C. 1982). 37. 

56. Lippard, P a n i a l  Recall, 23. 

57. See Lyman, The Vanishing Race, 13. 



in a light sheet like fabric wrapped around his body, his chest, right shoulder and 

arm are exposed . Curtis was infamous for the fabrication of costumes for his 

subjects and this fabric may sirnply be a piece of canvas tarp as was featured in 

other portraits of Indigenous People.58 With his left hand Slow Bull holds the 

fabric against his body, whiie his right hand holds a ceremonial peace pipe. The 

pipe and the s k d  are symbols of a Medicine cerernony or prayer.59 Slow Bull's 

chin is lifted high and his gaze directed beyond the camera as if sweying some 

distant point. The camera angle chosen is lower thau the subject in order to 

emphasize the figure; and the "burned-in," sky creating a darker area at the top of 

the print gradually lightening toward the horizon line. The setting is ambiguous 

due to selective focus. 

In this photograph, the photographer's gaze and the viewer's gaze overlap 

and are "intangIed".Go The viewer's eye is encouraged to foliow the 

photographer's sightline up to the face of Slow Bull; the low camera angle, the 

saong vertical of the standing figure and the nanow drapery hanging from the 

pipe facilitate this movement of the eye. 

Slow Bull's gaze is directed by Curtis' romantic vision of " Indian Medicine 

Man". This "far away" look may be an artempt on Curtis' part to portray a dreamy, 

58. See Christopher Lyman, The Vanishine Race, 70, for the discussion of posing and the 
use of props in the photographs of Edward Curtis. 

59. Captions and notes written by Curtis from the original edition of The North American 
Indian cited in Joseph E Brown, ed. The North American Indians. A selection of 
Photoara~hs by Edward S. Curtis ( New York 1972), 91. confirm that Curtis saw these 
artifacts as sym bolic. 

60. Lutz and Collins. Readinn National Geographic, 104. 



introspective or spirinial nature in his subject who appears to be a willing 

participant in this theatrical portrayal of the image of Medicine Man. Since Slow 

B u i i  does not confront the camera with his gaze, the viewer is given license to look 

at him as long as he/she wishes. Curtis has thus objectified his subject to ensure 

the viewing comfort of his audience. The Medicine Man is put on display as an 

exotic Other, a cultural visual artifact that can be coiiected in a photographic 

image and consumed by the viewing public. 

This type of romantic imaging of Native people as Noble Savage is the 

premise on which historian Daniel Francis bases his book The Imaginary Indian: 

The Image of the Indian in Canadian Culture . Francis argues that the Indian was 

a creation of the Euro-Arnerican with the camera playing a significant role in the 

creation of the myth of the "Noble Savage". 

Whether Moodie shared Curtis' view of the "vanishing indian" is not 

documented. It is dear, however, that stylistically their work was very different. 

Moodie's straightfonvard documentary approach to photography (Fig. 3.2) was 

very different to the illusionistic Pictorial view of the Native people represented 

by Curtis (Fig. 3.1). The only illusion in Moodie's image is the site of production, 

her studio with figures placed against a painted background. There is no 

manipulation of the negative or the print in a Pictorial manner to suggest the 

image was made by hand rather than a camera. Her subjects appear to have just 

stepped in front of the camera and stood still while the shutter was pressed. 

Rather than adopting the role of myth maker (a la Cuibs), Moodie attempted a 

more direct reaiistic representation of her subject, as seen in her photograph, 



Indian in FULL War Uress (Ng. 3 .2) taken at her Battîeford Studio in 1895. The 

directness of the title reinforces a documentq rather than a myth makring 

approach. Nevertheless, the image is a contradictory one. The use of text 

printed on the photograph, "NlIA,Y IN FULL WA.R DRESS," serves to dari& and 

objectw the subject of the photograph. With this caption in place, the viewer is 

directed to see "the warrior Indian" as representative of a type rather than an 

individual.61 Presumably, this caption was intended to function like a traditional 

newspaper caption. Aithough the intention may have been merely to illusmate 

text, the reverse occurs. In andyzing the press photograph, Barthes argues 

that " the image no longer iliustrates the words, it is now the words which, 

stmcturaUy, are parasitic on the image...", and concludes '' ... the text loads the 

image, burdening it with a culture, a moral , an imagination." 62 A secondary 

caption has been added to the photograph that identifies it as "Indian Chief Fine 

Day holding a flintlock musket of the Hudson's Bay Company nading gun ~pe."G3 

This caption suggests the image might been have used comrnerciaiiy by the 

Hudson's Bay Company but no evidence exists to confiirm this speculation. 

Moodie did not  caption her photographs; only her images found in the collections of 
the Royal Canadian Mounted Police (RCMP) Archives in Ottawa and the RCMP Museum 
in Regina have captions, presumably this is where the captions were added. 

Roland Barthes, "The Photographic Message" Image. Music Texr, transIated by Stephen 
Heath (New York 1977) in A Barthes Reader, ed. Susan Sontag (New York 1982), 204- 
205. 

This photograph is from the RCMP Museum in Regina I t  was part of donation of 
photographs and Native artifacts donated to the museum by the Moodies on the 
occasion of its opening. It is presumably the RCMP Museum that added this secondary 
cap tion. 



Fine Day is dressed in a wrapped skirt that appears to be cut from a blanket 

and held in place by a wide leather gun belt. His legs, arms and chest are bare 

except for a fur stole that is draped diagondy across his chest. He wears a homed 

hat with some type of plumage on his head. The gun and gun belt are syrnbols of 

Fine Day's acculturation that would have been removed had this image been made 

by Curtis. Fine Day3 rigid posture with his rifle at  his side, echoes a formal 

miiitary posture and indicates the further intersection of two cultures. Fine Day's 

gaze meets the camera directly but not confrontationally. His facial expression is 

relaxed and confident with a uace of a smile; it appears that he is comfortable in 

presenting himself to the camera. 

Esteiie Jussim states that in order for an image to be a portrait, the subject 

must be aware that s(he) is being photographed.6-i This does not mean, however, 

that every cime someone is aware of being photographed, a portrait is being 

made. Although Chief Fie Day is certainly aware of the camera, this 

photograph c m  only marginaily be considered a porirait, for it reflects Little of the 

man's character. Rather, it is what it says it is, an " Indian in fuli. wu dress", 

just as the caption promised. The fact that Moodie copyrighted her photograph is 

indicative of her view of the image as a commodity and her desire to maintain 

control over the publication and sale of this commodity. lndian photographs were 

a popular commodity, a curiosity that provided income for their producers. 65 

64. Estelle Jussim, "The Psychological Portrait", Karsh: The Art of the Portrait (Ottawa 

1989), 32. 

65. Silversides, Face Pullers, 3. 



Photography ... emerges at a historical moment that wimesses 
simultaneously the birth of what the French Situationist Guy Debord 
(1983) termed 'the society of the spectacle'-- an evolution of capitalism 
characterized by a comrnodity culture privileging image, display and 
visuality.. 3 6  

As no documents exist, one c m  oniy speculate why Moodie's portraits of Native 

people were made. It is probable that these images had a double edge: although 

they may have been commissioned by their subjects, they were also taken to be 

sold, thus reinforcing Moodie's career as a professional photographer and 

contributhg to the cornmodification of the Native people. 

In his Introduction to Orientalism, Edward Said reflects on the difference 

between pure and political knowledge, stating that the individual cannot disclaim 

the main circumstances of her actuality. She cornes to a circumstance, event or 

geographical location with a certain amount of " baggagen.U7 At the tum-of-the- 

century, mos t Euro-Canadians' vie= could be termed inherently racis t: 

To those who were inclineci to see the world as a struggle between good 
and bad, God and the Devil, Indians were "pagans, devil worshippers. 
To those who accepted Darwin's theories of evolution, Indians were seen 
as halfway between men and beasts, simple people who needed to be 
eventually "raised " to the level of Western civilization through education 
and training. 68 

Cultural historian/ curator Domy 'White States, however, that Geraldine Moodie 

did not share the views of her husband or her grandmother, Susanna Moodie who 

66. Solomon-Codeau, "Photography", 32 8. 

G7. Edward Said, Orien talism (New York 1979), 1 1. 

68. Deborah Doxator, Fluffs and Feathers: An Exhibit on the  Svmbols of Indianess, 
(Brantford 1988), 13. 
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regarded Indians as "inferior and savage."69 White States that Geraldine Moodie 

had " a spetial rapport with the Indians of the area." 70 These views must be 

placed in th& historical contexts. Both Susanna and Geraldine Moodie were 

products of their periods and responded in light of this, however it is apparent 

that Geraldine Moodie had a more romantic view of Native people that reflected 

the idea of the Vanishing Indian popular with the shadowcatchers of her time. 

Although the documentary style of her approach differentiates Moodies' 

images frorn the Pictorialists, her studio portraits of Native people are stylistically 

sirnilar to one of her male coiieagues who photographed for commercial purposes. 

A pormait of a member of the Blackfoot tribe, Deerfoot (a.k.a Bad Dried Meat), 

1885 (Fig.3.3) by Calgary photographer Alex J. Ross (active 1885-1891), bears a 

striking stylistic resemblance to Moodie's portrait of Chief Fine Day (Fig. 3.2) 

Both images present aduk male figures dressed in Indigenous costume,wearing 

gun belts and holding rifles. Both photographs are made in indoor studios. The 

two figures appear out of context against the painted backdrops sirnulating a 

natural environment. Their stiffness, almg vvith the painted wooded scene in the 

studio backdrop, gives the viewer the impression they are looking at a 

mannequin in a store window or a wax figure in a diorama. Lucy Lippard suggests 

that it is due to social discornfort or the long exposure tirnes that most of the 

portraits of hdigenous people at the m-of-the-century simiIarly lack gesture 

69. Donny White quoted in Todd Nogier, "Bartleford photograp her's life 
researched ", The News O~tirnist,  (North BattIeford August 1993), 6. 

70. ibid., 6. 



and appear wooden and lifdess.71 The Ross photograph predates the Moodie 

portrait by one year and so it is possible, although undocumented, that Moodie 

rnight have seen the earlier portrait. 

Aithough there are numerous similariries between the two portraits, the 

most significant Werence is that Chief Fine Day's gaze is directed into the 

camera whiie Deerfoot t u m s  his head slightly to the right and directs 6is gaze to 

the right and out of the frame. In this way, Deerfoor avoids any contact with the 

gaze of the photographer/viewer. While Moodie allows her subject to make 

contact with the camera, and by extension , the photographer/spectator. 

Like many women professional photographers discussed in Chapter One. 

Moodieys particular snength was in taking family photographs. What made her 

work unique was that these were often images of family relationships between 

Native people. Although it is unükely that Geraidine Moodie intended the 

photograph of Chief Fine Day (Fig.3.2) to be part of a diptych, this reading of the 

"Noble Savage" image is altered somewhat when we view a second photograph 

(Fig. 3.4) in which Chief Fine Day is joined in the frame by his adopted son, 

Caif  Child.72 The dynamic of the first image is altered; the "Warrior" has 

become a father figure, his gun is held casuaiiy and his expression has softened. 

Fine Day is s a  shown "in full war dress", yet his position as a warrior is 

secondary. Here the viewer is confronted with a softened image that reflects a 

72. Identification of Chief John Fine Day and his adopted son Calf Child, also known as 
Moosoos Awasis is confirmed the Glen bow Archives in Calgary, Alberta. 
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fa thdson  relationship. These sensitive portraits of family relationships position 

Moodie's work as outstanding among pomaits of Indigenous people. 

Geraldine Moodie also photographed Indigenous women, but only a few 

e~arnples have suMved and these are generally group pomaits that include 

women. There is, however, one evceptional pomait (Fig. 3.5) in existence of a 

young Cree woman with a chüd. The photograph is a saiking evample of how 

Moodie was able to go beyond the commercial portraits of Indians made by her 

male coileagues. The photograph is unidentifcd evcept for a caption on the back 

that states "Cree Indian woman and child9'.73 The viewer's/photographer's gaze 

sees two figures posed frontaiiy to the carnera and dressed in elaborate costumes. 

The young woman wears a blouse with a wrap style skin and high moccasins, and 

an intxîcate necklace extends d o m  below her knees. The small boy at her side 

wears a highly decorated shirt and pants with a beaded sash tied diagonally 

across his shoulders. This photograph is more than simply an ethnographic study 

of costume; the mosr striking element of the image is the relationship between 

the two subjects. The child presses his body tightly against the wornan who has 

cirded her arm around his tiny waist protectiveiy. A suaw bale under the 

toddler's feet allows him to stand dose to the woman's side and be caressed 

reassuringly during the pose. There appears to be only about twelve or fourteen 

73. This photograph was found unidentified except for two labels on the back "Cree Indian 
woman and child" and "Donated by Supt. J.D. Moodie's grandaughter, Mrs. Gerald 
Percival, Nanton, Albertan. Personal communication with Donny White, Cultural 
History Curator, Medicine Hat Museum, March 27, 1995 confirms that there is also 
another copy of this photograph in a private collection in Maple Creek which is 
positiveIy identified as being made by Geraldine Moodie. It also states that the 
photograph was made in Maple Creek but White argues i t  was made in Battleford 
noting the backdrop is the same as the one used in her Battleford studio. 



years difference in age between of young woman and the little boy at her side. It 

is possible that they are mother and child, but it is more likely, because of the 

closeness in age that they are siblings. This ambiguity in comection with the 

affection between the two subjects gives the image its punctum. 

There is no exchange of gazes between the subjects or returned gaze to the 

photographer/ viewer. The young woman's gaze is off to the right side of the 

camera, and it appears she is watdiing something occuring outside the edge of 

the frame. The child's gaze is also to the right, but his facial expression is less 

serene than the young woman's; his eyebrows are raised and he appears 

somewhat alarmed. The subject matter of womadchild is sirniiar to the images of 

motherhood promoted by the Pictorialist photographers ( See Chapter One); 

however, the technique is rnuch more straightforward, indicative of the 

documentary approach preferred by Moodie. 

Silversides confirms that there is no documentation of any Native 

photographers active at  this tirne: 

As far, as can be determined, there is no professional hdiûn 
photographers active in western Canada who could have produced an 
alternative vision of the Native in the Iate nineteenth and early twentieth 
century. There were undoubtably a number of amateur Native 
photographers active after the tum-of-the-centwy . Their work would be of 
immense significance, helping to balance an obviously one-sided view of 
their people. If any collections stiU exist, ir is hoped that they will 
eventually find their way into archives and become available to the 
public.74 

The possibility of contextualizing Geraidine Moodie's work by comparing it to 

73. Silversides, Face Pullers, 5. 



photographs made by a Native woman photographer is obviously remote. 

There were, however, several other Euro-American professional women 

photographers photographing Native people at the m-of-the-cenhiry, 

including the celebrated American photographer , Geiaude Riisebier ( 185 2- 

1934), Harriet Smith Men ( active 1906), Mary Schaffer ( 1861-1939), Kate 

Thompson Cory (active 1905-1912) and Frances Benjamin Johnston (1864- 

195 2). In Canada, another professional photographer, Hannah Maynard ( 183 4- 

1918), is known to have made some porûaits of Native people in her Victoria, 

B.C. studio. 

Kasebier (1852-1934), the most celebrated of this group, was a 

professionai photographer in New York where she had estabfished a studio in 

1898, and was active in the Photo-Secession movernent . By 1899, one of the 

paniarchs of modern photography, Alfred Stieglitz, described ~Zsebier as the 

leading pomaitist of the day.75 

Although known primariiy for her images depicting motherhood, Gertrude 

Kasebier made a number of significant , yet relatively unknown, porûaits of 

Native people. Early in her career, she began inviting members of the Sioux 

Nation, who were in New York as part of Buffalo Bill's Wild West troupe , to pose 

for portraits in her studio. Kasebier maintained a lifelong fascination with 

Native people, dating probably from her earliest years when, as a child growing up 

in a srnall Colorado t o m  the majority of her playmates had been Native .76 She 
-- - . . 

75. Michaels, Gertrude K&ebier, 1 1. 

76. ibid., 1 1. 



once stated that they were the "ody truly honest people that she knew."77 

Constantly looking for a subject to r d e c t  her own views of Native people, 

Csebier stated, "1 want a real raw Indian for a change ... The kind 1 used to see 

when I was a childen 78 This she found in Chief Iron Tail, whom she depicted in the 

manner of the regal yet "wild" Indian (Fig. 3.6). This was exactly the kind of 

image that not o d y  the public wanted, but Iron Taü himself preferred.79 

Kasebiefs Indian photographs were ail made in New York from 1892 to 

1912, for uniike the male shadowcatchers, she never went out into the field, 

choosing instead to host and photograph Indigenous members of the Wild West 

troupe and their families at her studio. In her monograph on Kasebier, Barbara 

Mchaels States that Kasebier seems to have been ûying "WO concurrent, if 

conflicting aims " in these photographs: to capture the archetypical Indian and, at 

the sarne time, to reveal the individual personaliry.80 

Kasebier made a series of photographs of a young Sioux woman, ZiWa- sa 

(Red Bird), also known as Gertrude Simmons Bonnui. ~irkala-sa was a talented 

- -. 

77. ibid., 30. 

78. ibid., 30. 

79. When Kasebier photographed Iron Tai1 without his headdress, sitting simpIy looking 
like an old man gazing into the camera in a less stereotypical "Indian" manner, Iron 
Tai1 ripped the photograph in nivo and threw it on the floor. (Michaels, Gertrude 
Kaesbier, 32.) 

80. Michaels, Gertrude Kzsebier, 30. 



writer and musician and an eariy activist for Native rïghts.81 This series revealed 

the cultural duality that was present in this young woman's life, two of the nine 

pomaits show ~itkala-sa in Sioux costume (Fig 3.7) , while in the other seven 

"there is nothing recognizably Indian about her " (Fig. 3.8).82 John Tagg argues 

that "the portrait is therefore a sign whose purpose is both the description of an 

individuai and the inscription of a social identity. " 83 Etkala-sa's social identity 

is flexible and dependent then on which of Kasebiefs images is being analyzed. 

This duality is present in other photo projects. The idea of photographing the 

subject in Indigenous and Euro-American dress has become a common 

photographic practice in the representation of Indigenous people. Kasebier 

shows a preference for photographing her young subject as an individual rather 

than a member of a comrnunity. This was in conaast to Joseph Keiley, another 

male photographer who made pomaits of ~itkala-sa. Keiley gave his images 

allegorical or generai titles, such as The Indian Madonna, in order to make the 

image more readable to a white audience.84 

In ~itkala-sa, 1898 (Fig. 3.7), Kasebier poses her subject in profile, 

shading her eyes. The gesture is referred to by Michaels "as more than a 

conventional Indian pose, but an expression of yeaming for the West with which 

8 1. ibid., 42. 

82. ibid., 43. 

83. John Tagg, The Burden of Remesentarion, Essavs on Photo~aphies and Histories. 
(Minneapolis, 1993), 37. 

84. Michaels, Gertrude K'kebier, 44. 



Kasebier empathized."a-l It is unusual to see portraits of lndigenous people made 

in profile during this period. Kasebier, however, used this device when 

photographing both ~itkala-sa and Chief Iron Tai1 (Fig. 3 .G). As was 

established in Chapter Two, the profile was stüi a preferred pose in portrait 

photography at the tum of the cenniry, denoting a more civilized sitter. John 

Tagg States that being photographed frontally " signified the blunmess and 

'naturalness' of a culturaliy unsophisticated dass."aj As a professional 

photographer, Kgsebier  vas aware of these conventions which she used to 

emphasize the "nobility" of the aging Chief Iron Side and to confirm the 

"civilized" statu of the cultured musician ~itkala-sa/ Germde Simrnons Bon-. 

in Fig. 3.7, the gesture, costume and long unravelied hairstyle emphasize an 

exotic otherness about the subject. She is protected/ distanced from the 

photographer/viewer's gaze by her pose. Her gaze is directed out of the frarne 

suggesting she is " forward looking, fume-oriented and determinded" 86 In the 

other portrait, ~itkala-Sa, 1898 (Fig 3.8) the subject is represented as a talented 

young violinist holding her insaurnent and no reference is made to her cultural 

heritage. 

This section has positioned Geraldine Moodie as a professional woman 

photographer whose images both reflect the dominant colonial hegernonic 

ideology and present an altemative and more realistic view of hdigenous 

85. ibid., 43. 

86, Tagg, The Burden of Remesentation, 36. 

87. Lutz and Collins, Readin~ National Geoarauhic. 203. 



people . Her work and methodology are compared to the male shadowcatcher, 

Edward Curtis, as weU as to Gertrude Gsebier, an American woman photographer 

who dso photographe Native people. The next section examines a series of 

photographs that Moodie made of the Thirst Dance/ Sun Dance ceremony and 

reads /analyzes her imagery documenting Indigenous people involved in this 

sacred ceremonid ritual. 

The Thirst Dance Photographs 

From June 20 to 23, 1895, the Plains Cree from the district surrounding 

Battleford, in what is now Saskatchewan, held a Thirst Dance between the Battie 

River and the Thirteen-Mile Lodge.88 The Thirst Dance, or Sun Dance as it has 

commonly corne to be known, is a sacred native ritual in which the participants 

hoped to gain " spiritual suength and comfort through fasting and 

purifcation." 89 Geraldine Moodie made a series of photographs of this event 

which she later presented, dong with other photographs and a collection of 

Native artifacts, to the Royal North West Mounted Police ( I L I )  on the 

occasion of its sùttieth anniversary in 1933 which was celebrated with the 

opening of a museum.90 Along with her donation of photographs, Geraldine 

88. Saskatchewan Herald, Vol. N I 1  No. 23 (Battleford June 28 1895) 1. 

89. Abel Watetch, "The Sun Dance" oral history, April 1949. The Royal Saskatchewan 
Museum, Regina 

90. In 1873 the North- West Mounted Police was created by Sir John A. Macdonald as a 
police/military force in North-West Canada. See Peter Waite, Between Three Oceans: 
Challenges of a Continental Destiny (1 840-1900)," The lllustrated Historv of Canada, 



Moodie included a short note: 

A collection of twelve photographs, taken at the last Thirst Dance where 
the Police were instructed to see there was no cruel Bravemaking, in 1895 
North -West of Battleford. These are copyrighted p i c ~ e s .  Size 8 "x 10". 91 

Whether these photographs were commissioned or made for co~lzmeraal 

purposes is undocumented. It is unlikely, however, that these images were simply 

meant to be historical documents; and it is probable Moodïe would have sold 

thern had the opportunity arisen. 

Of this collection of twelve photographs, nine are presently held by the 

National Archives of Canada. This series has been labeiied aiphabetically by 

hand, probably by Geraldine Moodie herself. This does not seem to be an 

attempt to put the images into a sequence, but may be a reference to a List of 

captions or titles . The series includes three types of photographs: one 

establishes the location of the ceremony and documents the conscniction of the 

Thirsting Lodge inside of which the actual ceremony took place; the second shows 

variations of a group photo of the dancers and other participants; and the third is 

a series made inside the Thirsting Lodge. 

The Thirsting Lodge shown ( Fig. 3.9) was reported in the Saskatchewan 

Herald to be cirded by approximately one hundred and sixty smdler lodges in a 

- 

Mited by Craig Brown (Toronto 1991), 350. In 1901 the narne \vas changed to Royal 
Canadian North West Mounted Police (RNWMP) and in 1920 the narne was changed to 
the present form, Royal Canadian Mounted Police (RCMP). See R.C. Mackod in The 
Canadian Encyclopedia, Vol. 3, pp. 1893-1 894. 

9 1 . Geraldine Moodie, cited in Edward McCann, "Geraldine Moodie, Saskatchewan," 
Canadian Women Studies, ed. Shelagh Wilkinson et al, Vol. 2, No. 3 (Toronto l98O), 14. : 



ckde  chat was approximately six hundred yards in diameter. 92 Moodie's fxst 

photograph of the site is made from some distance away and provides context 

for the ceremony, situating it for the viewer beneath the endless sky in the 

prairie grasslands. 

Moodie then makes a doser view (Fig. 3.10) , isolating the Thirsting Lodge 

and recording the participants gathered around to complete its construction. 

These figures provide some indication of the size of the Lodge . In the middle 

ground are some of the branch fences with a few small groups of people seated 

near them. The photograph provides information as to the constmction of the 

Lodge . I t  was erected from forked poplar poles set in the ground. Horizontal 

logs, held in place by strips of bark, were laid into the forks and suspended from 

the tops of the center poles to set up rafters. The tent covers were spread over the 

top to finish the structure which, when completed, was approximately forty feet in 

diameter. 93 

The image s h o w  in Fig. 3.11 is one of a series, aii of which present 

variations of a group portrait of some of the participants and observers present 

at the Thirst Dance site. The photograph represents an intersection of two 

c u l ~ e s ,  by depicting the colonizer, the NWMP, and the colonized, the Plains 

Cree. AU variations of this group pornait feature a number of the Plains Cree 

ceremonial dancers who pose conventionally in a "team" stance. The formality of 

their frontal pose contrasts dramaticaily with theh casuai appearance. Rather 

92. Saskatchewan Herald (Battleford 28 June 1895), 1. 

93. ibid., 1. 



than looking enthusiastic, die Cree seem to have resigned theniselves to having 

their photographs made and appear passive; some have their eyes cast down, 

simply avoiding the camera altogether. This variety of sightiines among the 

group gives the image a " disco~ected and unfocused look ."94 Behind the 

dancers, who appear to be authenticically costumed, 95 is a row of five Cree men 

on horseback. One is wearing a Western siyle "cowboy" hat, evidence of the 

acculturation that has taken place. It has been suggested that these mounted 

figures are "dog soldiers," a name given to a type of tribal police.96 This group 

appears to be less passive, their gaze being directed confrontationally into the 

camera lens. They are on horseback and carryuig ritles; therefore, like the 

photographer are potentially ready "to shoot". 

Only two individuals , Thunderchiid (seated on the ground in the f ~ s t  

row, third from the right) and the interpreter, Sam Ballanwe (seated on the left 

margin of the frarne) have been identified by name .97 The three non- native 

males dominate the image through their positioning at the outer limirs of the 

group. This framing gives the appearance that they have "lined up" the 

"Indians " for the photograph. Indeed, Native people were the most highly 

94. Lutz and Collins, Reading: National Geographic, 202. 

95. National Archives of Canada, C. Wentworth Bagley Collection, 1942-37 (Information 
source: Professor Michael Wilson, University of Lethbridge, September 1990). 

9G. Personal comniunication Gerald McMaster, Curator of Contemporary Indian Art at the 
Canadian Museum of Civilization, Ottawa, April4, 1994. Gerald McMaster is a Plains 
Cree who grew up in Battleford, Saskatchewan. 

97. This identification was made by the Glenbow Archives, Calgary, Alberta. 



controlled and regulated group in Canada during the nineteenth-cenniry. After 

the second Riel Rebellion March to May, 188S), Indigenous people had to get 

permission from th& Indian agent to leave their reservation. 98 The group is 

framed by two standing members of the NWMP, Constables Jarvis and Evans9 

Their police uniforms are symbols of authority that mark the presence of the 

coIonizer in the frame. Both constables look directly at the camera, appearing 

indifferent to the camera but confident of th& power position relative to the 

other members of this group portrait. The positioning of interpreter, Sam 

Bdantyne seated to the evneme left of the group on the margin of the image is 

signifcant. Ballantyne, as interpreter, represents a link between the 

photographer and her subject because he facilitates communication. His gaze is 

to the Mt, out of the frame; he appears introspective, wairing on the sidelines to 

Mi his role in faalitamg communications between the two cultures. 

At first glance, all the figures in the photograph appear to be male, but 

upon closer examination, there appears to be one Plains Cree woman present 

(seated to the left, behind Thunderchild.) Her gender is distinguished by her 

somewhat fmer , smalier facial feanires and the way the blanket is held in a 

shawl- like manner over her shoulders. This figure is not costumed like the 

dancers and does not appear to be wearing eagle feathers. Although she is 

dearly positioned as a subordinate behind Thunderchild, her gaze into the 

98. Doxtator, Fluffs and Feathers, 59. 

99. This identification was  made from a note on the back of a copy of the print in the 
RCMP Archives in Ottawa. 



camera is so direct that, once noted, she becomes a focal point. Her intense 

gaze seems to penetrate through the camera lem to the photographerl wornan 

behind the camera. Ir is in this confrontation between two women, one white, 

behind the carnera, and one Cree, in front of the camera that one moves into the 

r e a h  of what Barthes describes as punctum. This edge is created by the 

exchange of gaze between the IWO women. Barthes'classification of photographs 

into two groups, studium, for images that inform and p u n c m ,  for images that 

emote, is described in Chapter Two. Moodie's presense in this image is reflected 

in the reaction of sorne of the Plains Cree, however she does not ûy to stage the 

image (as does Gunterman) but merely records what is occurring in front of the 

camera. This very direct approach to documentary photography contrasts with 

her more conventional studio work and those of her coileagues (See Appendix 

Three for a chronology positioning 0th- photographers cited in this thesis). 

The four photographs that link together to form a panoramic view of the 

interior, however, constitute the most significant image of Moodie's Thirst . 

Dance series. 100 (See Figs. 3.12a-d) These must have been taken during a luii in 

the activities and document the individuals present more than the actual activity 

of the ceremony. The frrst two photographs of the set (Fig. 3.12 a & b) record two 

rows of what appear to be male figures; one group is seated on the ground, the 

0th- is standing. The rows are divided by a screen of nee branches that extends 

100. Thelinkage of these four photographs ro form a panoramic view has not been 
previously recognized by the RCMP Museum in Regina that holds Fig. 3.1 2a in the 
Geraldine Moodie colIection, or by the National Archives of Canada that holds Figs. 
3.12 b-d in the C. Went worth Bagley collection, 1942-37. This identification is 
based on  a formai andysis of the photographs. 



halfway around the interior of the tent and separates those seated fkom the group 

of standing dancers, behind them. 101 The figures seated on the ground are 

dressed in a combination of western and ceremonial Cree gannents, including 

fans made from bird wings. The seated figures in the far left photograph (Fig 

3.12a) present a mixture of sightlines, a i l  directed away from the camera, that 

contribute to a sense of aversion to the surveillance of the camera and the gaze of 

the white wornan behind it. In conrrast, most of the seated group in the next 

pho tograph (Fig. 3.12 b) look direcdy at the camera, their facial expressions are 

relatively neunai indicating that they are at least cornpliant about being 

photographed. AU of the standing dancer figures also look saaight into the 

camera. Their gaze is direct and appears somewhat hostile, conveying a 

confrontational reaction to the camera's intrusion on their ceremonid rituai. 

The standing group appears to be younger than the seated figures and, therefore, 

less resigned to the gaze of the white colonizer. Lippard c o n f i s  that Native 

people are not encouraging of outside presence at ceremonid dances or secular 

pow-wows, stating: "They don't need us but somehow, paradoxïcally , we need 

~ m m " l o Z  

The comment has been made that Moodie's presence at this sacred 

ceremony was " remarkable ."IO3 Perhaps the Plains Cree allowed her presence 

because they were less threatened by or even mused by a white woman with a 

101. Saskatchewan Herald (June 28 l89S), 1. 

1 02. Lippard, Partial Recall, 29. 

103. White cited in The News Optimist,( North Battleford 25 August 1993). 



camera. This is an interesring speculation that may even be partially correct. 

The main reason that Moodie's presence was tolerated, however, was simply that 

she paid the price of admission. This is confirmed by a srnail item that appeared 

in the Saskatchewan Herald a week after the Tbirst Dance took place: 

The Indians at the thïrst dance adopted one civilized method. Instead of 
leaving payment optional as in other years they evacted a payrnent of 
wenty-five cents from everyone entering the dance tent; and rhis paid , the 
master of ceremonies with aii the cooiness of an old railroad conductor 
placed a " check " in the hatband of the visitor, to show aU comected ~ 5 t h  
the enterrainment that he was kee to corne and go as he pleased.lw 

Since the Saskatchewan Herald can be considered as a voice for the Ewo- 

Canadian community then it is obvious that they did not see the Thirst Dance as 

a sacred cerernony, they viewed it sirnply as entertainment. Sontag points out 

that the "colonization by camera" that foilowed the opening of the West by the 

transcontinental raiiroads in the mid nineteeth cenniry involved an invasion of 

tourists. Any Native activides such as sacred dances were open to inmision by 

the camera; and the photographers would pay, if necessary, to get the photograph 

they were after and request that ceremonies be revised in order to make better 

"pictures". 105 There is no evidence that Moodie used this approach 

although her husband's position as an officer in the NWMP police no doubt 

allowed her privileged access to speciai events such as the Thirst Dance and 

guaranteed the CO-operation of the parties involved. 

-- - 

104. Saskatchewan Herald (Battleford 28 June 1895 1, 1. 

105. Sontag, On Photonradw, 4. 



The third photograph ( Fig. 3.12 c )  indudes a group of dancers on the left 

side and a group of women seated on the ground at the right. The focal point of 

the image is a man standing slighdy off centre to the left . He is the only standing 

figure in front of the me brandi screen. His position indicates that he is the 

host, Thunderchiid (Pa-sic-wasis) who would be responsible for this Thirst 

Dance. 106 He is wearing a medal that was given to Native leaders by Queen 

Victoria for loyalty. 107 His gaze is directed downward, and he appears to be 

introspective /passive in front of the camera. Behind him, another group of 

participants is blowing on eagle bones while dnimmers seated in front of the 

branch fence perform. 

The far right photograph of the set (Fig. 3.12 d) is a continuation of the 

group of Cree women seated in the previous photograph (Fig. 3.12 c). The 

reaction of the group to the camera (and presumably to the white woman behind 

the camera) is varied: from tolerance, to aversion, to amusement. A number of 

the women look directiy at the camera, several nirn th& back to it and another 

group dong the nght side simply covers their heads with their blankets in an act 

of quiet resistance . Covering of the face can be read as a cross-cultural 

communication signalling a "boundary erected, contact broben ."los 

106. National Archives of Canada, C. Wenworth Badgley Collection, 1942-3 7 (Information 
source: Professor Michael Wilson, University of Lethbridge, September 1990). 

107. This information is from a caption o n  a studio portrait of Thunderchild taken by 
Geraldine Moodie at the same time that the Thirst Dance photographs were taken. It 
is in the collection of the RCMP museum in Regina, Saskatchewan. 

108. Lut. and Collins, Readina National Geo_graphic, 203. 



Trinh Minh-ha acknowledges this aversion and gives voice to it: 

L.ike any common living thing, 1 fear and reprove classification and the 
death it entails, and 1 will not allow its clutches to lock down on me, 
aithough 1 realize 1 can never l u e  myself into simply escaping it. The 
ciifference, as 1 sense it, is: naming like a cast of the die, is just one step 
toward unarning, a tool to render visible what he has carefidly kept 
invisible in his manipulate blindness. 109 

Daniel Francis also recognizes this distaste for photography and cites the 

example of a British tourist, Douglas Sladen who crossed Canada by train in 1894 

and wrote in his journal : 

Whenever you stop at a station , aii the steps getting d o m  are packed with 
people taking potshots with Kodaks. Amencan children learn kodaking 
before they learn to behave themselves ... Crossing the prairie, every 
operator imagines he is going to kodak an Indian ; but the wily Indian sits 
in the shade where instantaneuous photography availeth not, and if he 
observes himself being ' rime exposed' covers himself with a blanket.li0 

This reluctance to be photographed is a comrnody held notion about lndigenous 

people. Silversides concludes that the reaction to this riew technology b7as more 

likely as mixed as it would be in any diverse group, some being hostile to it 

while others were fascinated by the process. 1 1 1 

What motivates Moodie to work agaizlst her subject, to conmue to 

photograph when it is obvious that this action is an intrusion? Sontag's 

staternent , cited earlier, that photography assists people to daim an 

environment or "to take possession of a space in which they are insecure" e.uplains 

109. Trinh T. Minh-ha, Woman, Native. Other (Bloomington and Indianapolis 1989), 38. 

110. Douglas Sladen, On the Cars and Off ( London: 1895) cited in Francis, The Ima~inax-Y 
Indian, 42. 

1 1 1. Silversides, Face Pullers, 6. 



why photography developed in tandem with tourism.llz The resulting image is 

not so much a souvenir as it is a syrnbol for by f r d g  an experience , event or 

person, the photographer exercises a certain arnount of control over it. "Taking 

photographs has set up a chronic voyeuristic relation to the world which levds the 

meaning of a i i  events" Moodie may also be motivated by the fact this is a 

cornmerical job and the photographs must be made in order that she receive her 

fee. There is, however, no documented evidence that these photographs were 

made as part of a Government commission or as police surveillance for the 

h W .  1 14 

The cenlre of attention in the fourth photograph, and in fact the entire 

panorama, is a woman who is seated slightly left of the centre of the frame. 

Although facing the camera her gaze is out of the frame. She appears to be aware 

of Moodie yet does not acknowledge the camera, seeming to be lost in her own 

thoughts. There is in this wornan a poignancy that is clearly not conwved 

sentirnentality. She hunches fonuard, her shoulders slumped, crowded in by the 

other women surroundhg her, seemingly not reacting to the documentation 

takuig place. Only her slightly clendied hand gives away any emotion. Once 

again, as in Fig 3.11, it is the image of a woman that adds the edge or puncnim to 

Moodie's photograph. Moodie has deliberately emphasized this figure through 

113. ibid., 11. 

114. Persona1 communication with Bill MacKay, Curator, RCMP Museum in Regina, 
Saskatchewan, December 1, 1994. 



the use of selective focus, causing figures in front and b e h h d  her to be süghtly 

less clearly rendered. 

It is aiso notable that there are only Native people in this image. This is a 

private sacred space that the Plains Cree conmol, free of intervention fiom the 

white NWMP offken who are evident in some of the photographs made in the 

public space outdoors (Fig. 3.11) . Instead, the viewer is left with the impression 

that bfoodie might \rv& have been the only white person inside the Thirsting 

Lodge at the moment these plates were exposed. The panorama can be then read 

as more than merely a document of the interior of the Thirsting Lodge. It 

becomes a metaphor representing the reaction of the Native people to the 

intrusion of the non-native not only into their ceremony, but onto th& land and 

into their lives. The act of photography becornes what Said refers to as a 

reductive, violent forrn of representation which concurs with the view held by 

some Native people that photogrzphy somehow diminishes its subject: 

Whether you cail it a spectacular image , or an exotic image, or a scholarly 
representation, there is always this paradoxical contrast beween the 
surface, which seems to be in control, and the process -ch produces it, 
which inevitably involves some degree of violence, deconstruction, 
miniaturization. 1 1s 

It  is relevant to compare Geraldine Moodie's photographs with those taken 

by another photographer also documenthg the Thirst Dance/ Sun Dance. 

William Hanson Boorne (1860-1930) was the only documented professionai 

1 15. Edmd Said, " In the Shadow of the West," Wed~e (No. 7-8, Winter-Spring, l98S), 4 
cited in Lucy Lippard, Mixed Blessinns. New Art in a Multicultural AmericaJNew York 
IWO), 45. 



photographer to record the most dramatic section of the Sun Dance, the Brave 

making . i l 6  This photograph, Indian Sun-Dance. Makinga Brave (Fig. 3. 13), was 

made on the Blood Reserve near Fort MacLeod, Alberta on Juiy 31. 1886. It 

documents the endurance of pain that was required in the rihial. This part of the 

ceremony consisted of placing ropes through the pectoral muscles of fifeen to 

sixteen year old native males who wished to join the select group of wamors. This 

endurance test usually Iasted less than an hour and was done to f u f i  a vow to 

spare the dancer's life in a future tirne of danger. 117 This activity \vas considered 

"torture" by non-native society and resulted in the entire ritual being banned in 

1895. At frrst glance, Geraldine Moodie's photographs may appear to be less 

intrusive than Boorne's, particularly as she did not record the spectacle of the 

" Brave Making". In redis., th is  part of the ceremony was prohibited by the 

hWWP in the event she documented. One can only speculate as to whether she 

would have photographed this as weli , given the oppornuiity. 

In 1906, the Thirst Dance or Sun Dance  vas banned completely until 195 1 

as described by Wes Fineday: 

The Sun Dance Ceremony had been a tradition for hundreds of years 
among the Plains tibes. In 1906 the govemment in accordance with its 
policy of assimilation attempted to outlaw the ceremony and in so doing 
banished aii ceremonies of any deep religous signifkance. Ironically 
dancing and singing was permitted if it had no religous purpose, and did 
not perpetuate .those traditions and values. These actions eventuaiiy 
relegated some of the public gatherings of Native Indians to appear to have 

116. Research for this thesis confirms that there are other photographs of Brave rnaking 
during the Sun Dance ritual in the collection of the KCMP Archives in Ottawa that 
warrant further attention. 

1 17. Cavell, Sometimes A Great Nation, 80. 



no deeper significance than begging or entertainment. In spite of the ban 
many natives continued to gather for Sun Dances untii the ban was officialy 
lifted in 195 1. Today the Sun Dance remains very much a central part of 
Native heritage. The ban itself resuked in an adaptation of ceremonies 
making them more acceptable in a white dorninated society. Bot. the 
Begging Dance and the Pow Wow were off shoots of this era and were 
ceremonies introduced in this cenniry. 118 

In The Face Pullers: Photo~ra~hinrt Canadian Native Canadians 1871- 

1939 , archivist Brock Silversides describes the resistance Boorne encountered in 

photographing this cerernony. In his notes foiiorving the cerernony, Boome 

recorded that the Indians believed that a picture made of them must take 

something away from them, thus shortening their lives. He was only able to 

photograph with the assistance of the Blood head diief, Red Crow. Boorne 

tvitnessed and recorded the brave making despite the fact he was shot at in an 

attempt to frighten him out of the Thirsting Lodge. One of the saay buiiets 

unfortunately wounded a Native child who died later that eveniog. Undaunted, 

Boorne continued to photograph and later wrote a lengthy description of the 

entire brave-making rirual, punctuated with references "...( 1 got a photograph) 

...( 1 got another photograph) ..." each t ime he documented the painful ritual. 1 19 

So it can be seen that Boorne tvas the exploiter, the shadow catcher that Moodie 

never aiiowed herseif to become. 

This same indifferent attitude to Native cuiture is reflected in a news item 

from the Saskatchewan Heraid desaibing an event that occured during the Thirst 

118. Wes Fineday, Oral History from the The Drumming Hill Collection, Ailan Sapp 
Gallesr, North Battle ford, Saskatchewan. 

119. Silversides, Face PuIlers, 8. 



Dance that Moodie had photographed: 

The "bow and arrow" showed itself in a haIf-a-dozen of the Industrial 
School boys who ran away to attend the thirst dance. They were brought 
back and taken to the batracks. The gravity of their offence was explained, 
and after being reprhanded they were sent back to school.lzo 

This attitude toward enforced assimilation is examined in "Colonial Alchemy: 

Reading the Boarding School Ecpenencenby Gerald McMaster, a Plains Cree who 

grew up in Battleford and now is a curator at the Canadian Museum of 

Civiiization. McMaster writes about a photograph made of a group of Cree 

students from this same Industrial School. The photograph Battleford Industrial 

School Football Team. Saskatchewan, 1897 (Fig. 3.14) depicts a Plains Cree boys 

football team b e d  up in what appears to be a victory photograph. This "team 

effort", represented by the trophy, is purely a European concept; from a Native 

perspective, it would be considered superficial. 121 The pho tograph, McMaster 

argues, more accurately documents the resistance of these boys to the assimilation 

being forced on them. 

.,from rny pnvileged position as observer (read : voyeur), these boys 
appeared defiant. 1 was intrigued by their apparent ambivalence about 
k i n g  photographed , indicated by clenched fist or folded arms.. . These 
boys represented the colonial alcherny, transforming the savage into a 
civilized human, Yet somehow their resistance rernains visible.122 

This photograph was made two years after Moodie's Thirst Dance series and it is 

120. Saskatchewan Heraid (Battleford 28 June 189S), 1. 

12 1. Geraid McMaster, "CoIonial Alchemy: Reading the Boarding School Experience", 
Partial RecalI.: Photographs of Native North Americans, ed. Lucy Lippard (New York 
1992), 79. 

122. Gerald McMaster, "Colonial Alchemy", 79. 



almost certainly taken by Moodie as part of a commission by the Saskatchewan 

government to photograph the Battlefords Industrial School 123 

This section has considered a series of photographs of the Thirst Dance 

taken by Geraldine Moodie in June of 1895. IronicaUy, this was the same year this 

ritual was banned, and Moodie's photographs were presented to the RCMP 

Museum in Regina, Saskatchewan, the same organization that enforced the ban. 

These images have been readlanalyzed as reflective of photography as social 

practice at the tum-of-the-century in the Canadian West. Moodie's portraits of 

Native people and their ceremonial rituais assisted in the positioning of her 

professional career. She used them to position herseif in major collections such as 

the British Museum and the NWMP Museum, and sent them to govermnent 

officiais, including the Prime Minister, who could further her career with 

important commissions. 

As Solomon-Godeau and Sontag note in the opeMg quotations to this 

chapter, photography has long been a tool for observation and documentation by 

colonial powers. This type of photographic practice has recendy been chalienged 

by other cntics, theorists and photographers including Trinh T. Minh-ha, Lucy 

Lippard and John Tagg. Numerous studies have been completed that analyze how 

photography has utilized the marginalized. In her critique "The Politics of 

Citation", Mieke Bal has reviewed the analyses put forward in three such studies 

that consider that ucolonialism is excised by (the author's) postcolonial intent."l>' 

123. Mrs. Dignam, Compilation, Women of Canada. 227. 

124. Mieke Bal, "The Politics of Citationn, diacritics, 2 1.1 (spring 1991), pp. 2545. 



Bal wams that believing does not necessarily make it so and quotes Gayatrï 

Spivak's comment : "There is much neocolonialism in postcolonial theory." 125 

This chapter has explored the relationship beween Seif  and Other evident 

in the photographs of Geralbule Moodie, a white woman photographing 

Indigenous people in the Canadian West at the hxm-of-the-century. No matter 

how much sensitivity Geraldine Moodie demonstrated in maliring photographs of 

the Plains Cree of Western Canada, her photographs still reflect the societal 

attitudes of the dominant non-native culture toward the Indian. Vine Deloria 

refers to the photography of Moodie's era as: 

a weapon in the final skirmishes of cultural cmrfare in which the natives of 
North America could be properly and finally embedded in their places in 
the cultural evolutionary indine .... One must probe very deeply into the 
recesses of today's psyche to see the subtle tones of racism in the 
perpetual fascination of white Americans for portraits of Indians. That 
racism ... has a duaiistic nature.. . One encounters the substance of nobility 
and on returning to the cornmonplace of daily life is a little irritated that 
things today cannot have the grandeur of yesteryear, when simplicity and 
profundity shared the same bed. 126 

Geraldine Moodie , a strong ambitious woman, was privileged by her 

husband's position as a high rankhg officer in the NVMP which allowed her 

access to the Indigenous people who were the subject of her most s W g  

portraits. The Moodie photographs of Native people follow a documentary pattern 

that has been established as prevalent in the Canadian ?Vest at the turn-of-the- 

125. Spivak made this statement in a lecture at the University of Utrecht, May 1990, 
cited in Bal, "The Politics of Citation", 30. 

126. Vine Deloria in preface to Christopher Lyman, The Vanishing Race and Other 
IlIusions (New York 1982) cited in iippard, Partial Recall, 20. 



centwy. She was not influenced by the more sentimental approaches favoured by 

the celebrated Pictonalist Edward Curtis or Gertrude Gsebier. One of the few 

professional women photographers in Canada to photograph hdigenous people, 

her images do stand apart from the nom, particularly those depicting family 

relationships. A careful reading of her portraits of the Plains Cree and dieir 

ntual Thirst Dance, made between 1895-96 at the start of her professional 

career, indicates that Moodie's work conrained an empathy and respect for her 

subjects less evident in the work some of her male colleagues such as Samuel 

Boome. 

Sontag condudes that photography has ailowed for the positioning of self as 

spectator or flaneu in a dominant position to the subject for "...essentially the 

camera makes everyone a tourist in other people's reality"lz7 Moodie used 

photography as a social practice in the establishment of a personal identity of a 

professional. 

127. Sontag, On Photonra~hv, 57. 
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It is appropriate to return once again to the words of Lady Elizabeth 

Eastlake and the twentieth century revisionist femuiist art historian, Griselda 

Pollock, as quoted in the Introduction. Pollock argues that art is a form of social 

practice through which identity is constnicted. Lady Eastlake comrnents upon the 

democracy of the photographic image at the ~ni-of-the-century and confms 

that photography t a s  indeed a comrnon place activity/ social practice 

accessible to most tvornen. 

Mattie Gunterman and Geraldine Moodie exemplifv two womea who used 

photography as social practice at the turn-of-the-century in Canada. Informed by 

culturai/ photographic theory, biographical details and evidence from textual 

reading of photographs, this thesis has positioned these women as photographic 

practitioners and examined their use of the medium to establishhe-invent 

identity despite the patriarchal discourses by which they were surrounded. As 

part of an analysis of the change from amateur to professional photographic 

practice, the photograph albums of Mattie Gunterman were read as personal 

narrative, and the photographs of Geraldine Moodie were analyzed with regard to 

the positionhg of Self in relation to Other. This analysis conduded that the 

change from amateur to professional aliowed women to move from the passive role 

of consumer/ product of photographic images in the domestic sphere to the more 

active role of producer in both the private and public domain. Despite their 

marginaiization, women played a signïficant role in the development of 



photography in Canada, and through feminist intervention in the histories of art, 

their work can be analyzed as social practice. 

Despite the fact that Gunterman tvas an amateur photographer and 

Moodie had made the transition to professional, there are similârities between 

the two women and th& photographic practices. Neither Gunterman nor Moodie 

used the popular romantic Pictorialist techniques when making photographs, 

prefeming instead to make more smaightforward images using a documentary 

approach. Technicaliy, both women tvere highly skilied and able to operate 

professional view cameras and do their own darkroorn work. Although 

Gunterman tvas a n  amateur photographer, she took the craft aspects of 

photography seriously and used the best quaiiv equipment she could mord. 

Neither woman then was confined to the ghetto of the Kodak girl who could only 

access photography through the low technology camera and commercial 

photofinishing. Although both women had husbands who were supportive of 

their photographic practices, only Moodie's husband practiced as an amateur 

pho tographer. 

Women at the turn-of-the-century practiced photography with society's 

approval provided that they stayed within the domestic sphere. Both Gunterman 

and Moodie chdenged these Limitations by going outside the domestic sphere to 

photograph in the public domain. Gunterman used the landscape as a 

rnetaphonc background in many of her self-portraits and family narratives. 

Moodie, although an established professional with a commercial studio, went into 

the field to document Native people and their rituais. Photography also offered 



Gunterman and Moodie inroads into their respective cornmunities and gave them 

an outlet from their domestic responsibilities, they were also often c d e d  upon ro 

document significant community social events . 

The primary difference in th& imagery is their subject -matter and the 

manner in which they approached documentary photography. Gunierman, 

influenceci by the r h e a ~ e  and the syrnbolic props and badcdrops of professional 

photographers, carefuily staged aii her photographs to create a family narrative. 

These images were intended for a private audience of farnily and friends. The 

elegant family portrait staged in a forma1 Japanese Garden in San Franciso 

(Fig. 2.5 ) indicates the level of visual sophistication that Gunterrnan achieved 

with her image~y. Moodie, despite the fact she owned and operated a commercial 

studio and was capable of malring more set-up portraits, was able to break away 

from this kind of tightly controiied image to simply document what occurred in 

front of her camera. Using access to the Thirst Dance to create a multi-layered 

complex panorama (Figs. 3.12 a,b,c and d) outside of the studio. Moodie extended 

boundaries beyond the conventions of the photographie canon that deals with 

"Indian- ness" in a pictorial manner like Curtis or a commercial rnanner like Ross. 

These photographs were meant for a larger, more public audience: Moodie 

strategically placed her images in major collections and with high rankuig officials 

in order to make connections that would further her professional career. One of 

the aims of this thesis has been to re-position Moodie as a professional 

photographer rather than as a marginalized amateur. 

This is the first Canadian thesis to analyze nineteenth-century Canadian 



women photographers from a revisionist position. For this reason, it opens up a 

variety of possibilities for new inquiry that are beyond the scope of one thesis. 

Fresh lines of i n q w  include further analysis of both Gunterrnan's and Moodie's 

work. Guntennan's strong relationship with nature, evident in her self portraits, 

should be considered in relation to the large body of landscape photographs she 

made. To date, little has been pubüshed about Victonan women landscape 

photographers, and the practice of landscape photography has until recently been 

viewed as strictly a male domain. 

Although marginalized as a professional photographer, Moodie's Arctic 

photographs recently received some attention, although entirely of a biograp hicai 

nature; further analytical work should be done in this area. Additional attention 

should be paid to her images of Wgenous women, particularly her pomaits 

documenting the mo therkhild relationship. Also, previously r e s ~ c  ted 

biographiciical material about Moodie has recently been released and raises 

additional questions about her photographic practice, thus warrmting further 

investigation. 

There is rnuch to be done in the way of primary research in order to 

continue examïning the work of tuni-of-the-century women photographers in 

Canada. The research for this thesis produced dozens of names of women 

photographers and prompted the examination of countless images before the final 

two photographers were chosen. By focusing on the turn-of-the-centuxy 

photographic practices of wornen, this thesis provides a substantial part of the 



foundation necessary for the revisionist work the study of wornen and 

photography in Canada. 



Appendix 

1872 

Mattie Gunterman Chronology 

Born Ida Madeline Wamer in La Crosse, Wisconsin, 
Little is known about her family or childhood and no records exist of her birth 
certificate. She lived with her widowed grandmother, Mary Arnold. 

Her interst  in photography was encouraged by her unde, Charles Wamer, a 
professional photographer who offered instruction in the basics of camera 
operation, portrait technique and darkroorn procedures. Began her first 
photographic album, a collection of commercial studio portraits of henelf, her 
friends and family. 

Completes school and moves alone west to Seattle, Washington. Better 
economic conditions and employment possibilities on the west coast. The fact 
that her grandmother is about to remarry might have contributed to this move. 

Finds employment as a hotel maid in Seattle. 

Meets and marries William Gunterman, a candy maker. 

Gives birth to first and only child, Henry. 

The stock market crashes. America suffers an economic depression. 

Begins to have health problems, develops what is thought to be tuberculosis. 
Doctors advise a move to a drier climate. 

Mattie, WiII and 4 year old Henry make a health trek to eastem Washington, 
looking for employment and a new home. Makes her first photographs using 
George Eastman's new and popular invention, the Kodak "Bull's €yen snapshot 
camera. This was a basic box camera that used roll film and was designed for 
amateur use. 

Klondike goldrush in Canada. Mattie and WiII retum to Seattle to help in Will's 
mother's hotel. Mattie uses her camera to photograph family and friends and 
makes the first album containing her own photographs. 

Acquires a small portable 4" x 5" glass plate camera. Her brother-in-law, 
Frank Smith an enthusiastic amateur photographer, introduces her to the use of 
the medium format camera and darkroom techniques necessary for processing 
and printing. Leams how to photograph interiors using magnesium ribbon as a 
light source. 

Traveis to British Columbia with Henry and Will to visit a cousin, Hattie 
Needharn. 

Purchases property overlooking Thomson's Landing ( later known as Beaton) in 
Lardeau area. Returns t o  Seattle for the winter while the house is being built a i  



Thomson's Landing. Spends winter months developing the summer's negatives 
and making prints. Makes photograph albums by gluing these images into 
newsprint scrapbooks. These images become a journal of every day life. 
Prints are made in duplicate with one copy for herself and the other for 
Henry's album. 

Purchases a 5" x 7" glass plate camera, a No. 5 Cartridge Kodak, for thirty 
five dollars or approximately one month's salary, Mattie, Will and Henry 
retum from Seattle to Thomson's Landing, B. C. t o  finish their house. 

Builds a darkroom in shed behind the family house allowing her t o  process and 
print. Cousin Hattie Needham also photographs and shares Mattie's interest in 
darkroom work. 

Guntermans are employed as cooks in the mining camps around Trout Lake and 
Ferguson. 

Mattie produces a series of photographs about outings made on Harry 
Needham's guided tours of the area up to Fish Creek and on t o  Ferguson. 

Mattie, Will and Henry return to Seattle due t o  Will's rnother's il1 health. 

Mattie, Will and Henry return t o  Thomson's Landing after Will's mother's 
deat h. 

Employed as cook at Nettie-L mine above Ferguson. Kitchen crew worked 12 - 
14 hour days. Mattie produces remarkable series of photographs of the 
Nettie- L mine. 

1903 Nettie- L Mine Disaster. 
Mattie and Will find new emptoyment as camp cooks in Fish Creek. 

1904 Beaton fire (known earlier as Thomson's Landing). 
Guntermans retum to Seattle for a break from the exhausting work of the 
camps and the strain of the mine disaster and town fire. 

1905 Guntermans travel south t o  visit family and friends in Seattle, San Francisco 
and Los Angeles. Mattie Iikes San Francisco, in particular, and makes most of 
her photographs on the trip here, 

Family returns t o  Beaton in June to manage the Oyster-Criterion boarding 
house until 1906 when mine operations closed. Mattie is employed as cook a t  
the Eva mine in Camboume. 

1908 Guntermans working in Beaton as cooks now joined by fifteen year old Henry. 
Mattie takes fewer photographs. Documents special occasions, including 
Henry's 16th birthday. 



Guntermans visit family in Seattle in October. 

Employment difficult to  find due t o  the crash in the Lardeau area; only seasonal 
work found. 

1909-1 9 1 8 Guntermans work at various camps some distance from Beaton. Often the 
family is split up and employed individually. After 191 0, Mattie photographs 
less frequently as Henry is now grown up and the family is away from home 
often in order t o  find employment. Takes some casuai photographs with smaller 
lighter cameras but the photographs are not o f  the quality of  those made with 
the plate cameras. 

Great Depression begins. 

Worid War I begins. 

On April 15, the town of Comaplex and the stem-wheeler "Revelstoke" are 
destroyed by fire, bringing the local logging industry to  an abrupt end. 

Henry Gunterrnan marries Petranella Quackenbush whom he meets while 
visiting an aunt on Bainbridge Island near Seattle. Henry and Petranella move 
to Beaton. 

First grandchild, Eilene, born May 17. 

Second grandchild, Ida, born August 19. 

Third grandchild, Avery, born Decernber 4. 

Eilene dies from cancer, May 20. 

Fire destroys Will's and Mattie's house in Beaton. Almost al1 possessions, 
including Mattie's photographs and negatives, are lost. The exceptions are 
approximately three hundred glass plate negatives that are stored in the 
outdoor shed/darkroom and three of  Mattie's photograph albums given to  
Henry. 

WiII Gunteman dies from a heart attack while in the forest hauling logs. 
Henry Gunteman, now separated from Petranella, moves in with his mother. 

Mattie continues t o  garden, fish, mn a trap iine and photograph occasionally, 
but no longer attempts t o  do her own darkroom work. Her primary subject 
during this period is the high rnountain landscape documented while hiking with 
grandchildren and friends. 

World War II. Avery joins Canadian Forces and is sent t o  Europe. 



Mattie excitedly prepares for Avery's return and over extends herself; she 
dies of a heart attack dunng the night, June 18, a t  the age of 73. 

Epilogue 

Roy D'Altroy, historical photography curator from the Vancouver Public 
Library (VPL) meets Henry Gunterman while on a research trip in the West 
Kootney's, British Columbia. Henry shows D'Altroy over 300 glass plate 5" x 
7" negatives and subsequentty donates them t o  the VPL Historical Photograph 
collection. The negatives are badly damaged and require extensive cleaning and 
restoration. 

Henry Gunterman dies in hospital in Revelstoke, B.C., February 22. 

Henri Robideau is employed as a photo technician for the VPL's Historical 
Photograph Section. Robideau attracted by the diaristic quality of Gunterman's 
photos and, curious because of the tack of information about the photographer, 
begins an extensive research project. 

Robideau travels to Beaton t o  interview Avery Gunterman, Mattie's grandson. 
Avery explains that al1 Mattie's work except the glass plate negatives stored 
in her darkroom (those discovered by Roy D'Altroy) and three albums she had 
given to her son, Henry were destroyed in the 1927 Beaton fire. Robideau 
studies these albums along with existing film negatives, prints and postcards 
from the 1930s and 40s in order to  reconstruct Mattie's life. 

In 1976, Robideau spends summer in the Lardeau area researching Mattie's Iife. 
The first of his many research trips into the region. 

Thirty- two years after her death, the first exhibition of photographs by 
Mattie Gunterman opens a t  the Photographers Gallery in Saskatoon, 
Saskatchewan. The Photographs of Mattie Gunterman is curated by Sylvia 
Jonescu Lisitza and consists o f  a number of modern prints made by Henri 
Robideau from original glass plate negatives in the VPL collection. This 
exhibition tours extensively in Canada. 

Robideau continues his research on Mattie Gunterman and completes his 
manuscript, Mattie, The life story of the hmous camp cook and photographer, 
Mrs Mattie Gunterman. Avery Gunterman dies of heart failure in 1 993 before 
Robideau is able to inform him that the manuscript is in press with Pole Star 
Books, British Columbia, entitled Flapiacks and Photoqraphs. 
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Appendix 2 Geraldine Moodie 18 54- 1945 C hronology 

Born Geraldine Fitzgibbon, Toronto, 31 October, the third child of Agnes Dunbar 
Moodie and Charles Thomas Fitzgibbon, a Toronto lawyer. Her grandfather was 
Colonel James Fitzgibbon, a military hero of the war of 18 12. Her matemal 
grandmother was the celebrated Upper Canada writer, Susanna Moodie and her 
great aunt was Catherine Parr Traill, another accomplished writer. 

Marries her distant cousin, John Douglas (J.D.) Moodie ( 1849- 1947), in 
Thetford, England, 8 June. Their lineage is connected 15  generations back and 
both were descendants of Robert the Bruce, King of Scotland. 

First child, a daughter was born. 

Expecting their second child, Geraldine Moodie and her husband immigrate to 
Canada, settling as farmers near Brandon, Manitoba. 

Outbreak of the second Riel Rebellion, the Moodies return to Ottawa with their 
three children. On September 1 Sth, J.D. Moodie is appointed lnspector of the 
North West Mounted Police. 

Prepared the lithographie illustrations for a book by her mother, Canadian Wild 
Flowers that was published in the 1880's. It is unknown where Geraldine 
leamed to  photograph. 

Moodies were posted in Calgary , Medicine Hat (1 887-88), Lethbridge (1 888- 
9), and Maple Creek (1 889-91 ). 

Transferred to  Battleford, Saskatchewan. lnspector Moodie does regular 
patrols throughout what is now Northem Alberta and Saskatchewan requiring 
him to be away at a time 2-4 weeks at  a time. Geraldine looks after the family 
and continues to photograph. 

Built studio near the Presbyterian Church in Battleford , North West 
Temtories in mid-July. Subjects matter included commercial portraits, 
NWMP activities and documented the aboriginal peoples including the Thirst 
Dance. lnitially the studio has part-time hours and operates Wednesday and 
Saturday afternoons and by appointment. 

The Moodie farnily has now expanded to  include six children. 

Made a series of photographs of the Thirst Dance held near Battleford, N.W.T. 
between June 20-22. 

In September, received a her first commission frorn the Canadian govemment 
to photograph a number of designated locations between Prince Albert and 
Edmonton for settlement promotion. This was meant to  be a souvenir portfolio 
for Prime Minister Mackenzie Bowell who had visited these sites along with 



various officiais from the government, the NWMP, the Hudson Bay Co. and the 
CPR. It consisted of photographs of important historic and important points in 
Pitt, Onion Lake, Frog Lake and Cold Lake. 

George Malcom, second son dies after a long illness. 

ln the spring enlarged the Battleford Studio due t o  increased patronage, able to 
offer a wider range of photographic sewices including: enlargements, copy 
work and interior views by flashlight. 

In June, tnspector Moodie was transferred to  Maple Creek. Geraldine Moodie 
stayed on in Battleford until the end of the summer to honour her business 
commitments and close the studio on September 1 st. 

The autumn was spent setting up her new home in Maple Creek and considering 
the possibilities of continuing her photographic career. 

In January Geraldine Moodie began building a new studio in Maple Creek. In 
March Geraldine opened a second location in a room above a new hardware 
store on Toronto Street in Medicine Hat. This location was an existing 
photographic studio that she leased from a Mr. Bennet. For the next two years 
she operated both these locations and raised her family. She developed a 
regdar schedule where she would spend altemating periods on approximately 
four weeks in each location. Documented ranching culture in the Maple Creek 
district, completed some studies of flora as well as her usual portraiture and 
photographs NWMP activities. 

In August, Insp. Moodie was ordered North to  explore and map an overland 
route from Edmonton to the Yukon. This mission meant he was away from his 
family for over one year. 

In mid November lnspector Moodie retumed home to  his family from the 
Klondike. 

In April the Moodies returned east. lnspector Moodie served in the South 
African War. Geraldine Moodie took her family t o  [ive in Moosimin, 
Saskatchewan during this period, where she did not continue to  operate a 
commercial photographic business as she had in the past. 

Insp. Moodie was promoted to  Superintendent of the NWMP. 

Superintendent Moodie was appointed Governor of the Hudson/s Bay district, a 
position he held for 6 years. 

Geraldine accompanied her husband on a northem trip aboard the ship "Arctic". 
Geraldine remained with the mission for one year creating an impressive body 



of  photographs o f  Inuit people. Set up darkroom aboard ship and did all her own 
processing and printing white they were travelling. 

Superintendent Moodie who took a contingent of men from the NWMP t o  the 
coronation o f  George V in England. Geraldine photographs the men training a t  the 
Regina Depot. 

1 9 1 6-1 9 1 7 Second trip north with her husband, Superintendent Moodie. 

1917 Superintendent Moodie retired in September and the couple moved back t o  Maple 
Creek where they operated a ranch for several years. Geraldine Moodie was 
occupied with her family, gardening and occasionally photographing . John 
became the local police magistrate for a number of years. 

1933 The Moodies moved to Duncan, B.C. 

1945 Geraldine Moodie died at the home o f  her granddaughter, the Countess of 
Egmont, near Midnapore, Alberta at  the age of 92. 
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Geraldine Moodie. Lndian Chief "Fine Day" and his son. 1896 
Source: RCMP Museum, Regina. 
P-164/11 

Geraldine Moodie. "Cree hdian Woman and Child". no date 
Source: Royal Canadian Mounted Police Archives, Ottawa. 

Gertrude Kiisebier. Chief Iron Taif. 1898. 
Source: Barbara Michaels. Gerrrude Kasebier: The Photogra~her 
and her Photogra~hs. (New York l g X ) ,  3 2. 

Gertrude Kasebier. ~itkala-sa. 1898. 
Source: Michaels. Gertrude Kasebier, 4 1. 

Gertrude Kasebier. ~itkala-sa. 1898. 
Source: Michaels. Gertrude Kasebier, 43. 

Tllustrations 3.9-3 -1 2 a-d are all photographs by Geraldine Moodie from The 
Thirst Dance Series, Battleford, 1895. Illustrations 3.12 a-d are The Thirst Dance 
Panororna. 
National Archives of Canada. 
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Figure 3.10 PA28832 

Figure 3.11 PA28833 

Figure 3.12a RCMP Museum, Regina 
P-164/7 

Figure 3.12b PA28829 

Figure 3.12~ PA28834 

Figure 3.12d PA28830 



Figure 3.13 William Hanson Boorne. Blood Indian Sundance. lulv 1887. 
Source: Cavell. Sometimes a Great Nation. 80. 

Figure 3.14 photographer unknown. Battleford Industrial School Football Team, 
Saskatchewan, 1897. 
Source: Gerald McMaster, "Colonial Alcherny: Reading the Boarding 
School Experience" Partial Recall: Photorrra~hs of Native North 
Arnericans. Edited by Lucy R. Lippard (New York 1992), 76. 
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