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Abstract

This thesis deals with the family photography collection, an aspect
of visual and verbal folklore which allows families to record their
activities, to communicate within the family and with outsiders, and to
entertain themselves and others. This threefold function is exemplified,
as is the form of the family photograph collection, primarily in a
detailed study of the collections of two St. John's, Newfoundland
families, the Kellys and the Cousens. These are used to illustrate the
concept of roles in the creation and use of family photograph collec-
tions: the photographer, who records the events, the subject, who
allows himself to be recorded, the archivist, who organizes the results,
the interpreter, who describes them, and the audience, who observes them.
The Kelly and Cousens collections are also the source of most specific
examples of photographs and associated narratives. An historical
depth is established for family photograph collections and it is related
to their present form and function. The continuity seen with earlier
forms of photography, family portraiture and photographic display is
explained by the flexibility allowed by the roles; that different
individuals may take them, that responsibility for them can be divided
in the family, and that each individual may weigh his role according
to his interests. The connection between family photograph collection
roles and individual personalities, as well as the collection's general

importance to family life, are seen.
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Chapter 1

Introduction

Every day we must deal with a variety of objects, the material
products of our culture. Some of these, such as clothing and housing,
are instrumental, necessary to the maintenance of life in any climate
and others, 1ike books and musical instruments, are part of the more
expressive aspects of existence. However, no object is entirely one or
the other; all are profoundly affected by the culture which produces

L This thesis is an attempt to understand one aspect of material

them.
culture, the family photograph collection, in its social milieu.

Based primarily on material from the collections of two families in
St. John's, Newfoundland, three aspects of family photography will be
considered: the photographs themselves, the narratives and verbalisa-
tions about them, and the context in which they are presented. These
three sources of information will at various times be combined or
isolated; for instance, the interpretation of the content is informed
by an understanding of the family and by comments made about photographs
in conversation.

Although a survey of a number of family photograph collections
would certainly be a valuable addition to folklore scholarship, it would
have been too time consuming for my purposes. The two collections
chosen adequately express and illuminate the functional questions
addressed. The Kelly collection is a large one, a particularly good
example of style and content, and has considerable time depth. The
Cousens collection is also large, and also includes pre-twentieth
century material, but seems unconventional. Although there are many

collections which resemble that of the Kellys, it was not until I looked
























of the flexibility, has been stated. Before the substantial and parti-
cular questions can be dealt with, and before the collections and
behaviour involved can be described, it will necessary to outline the
theoretical and methodological approach which has been taken in this
research. The following chapter deals with the theoretical background
in anthropology, folklore, communication and art criticism which have

generated this problem statement and hypothesis.
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Chapter 7

General Description of the Kelly Collection

An equally strong image is presented in the Kelly collection as
in the Cousens, but in the former case it is a picture of community
as well as family, since the family extends itself out into the commun-
ity. The photographs are dealt with more as a means to the end of
communication than as self expressive objects, but they do not fail
to record activities, to provide entertainment in their use, or even
to communicate in their own right. Mr. and Mrs. Kelly are much more
haphazard about the organization of their collection, although their
respect and fondness for the images is equal to that of the Cousens.
The Kelly collection is more conventional than that of the Cousens since
interpretation and audience roles are stressed over the others, and this

can be seen in the form which the collection takes.

My major informant for the Kelly collection, Mrs. Bride Kelly,
nee Courish, was born in the Freshwater farming community St. John's,
Newfoundland, on January 12, 1914. She has lived in her present resi-
dence all her life. After about eight years of schooling, she worked
as a seamstress in a factory on Duckworth Street in St. John's until
1945 when she married Mr. Gerald Kelly, a farmer and employee of Bell's.
Mr. Kelly was also born in Freshwater, and Mrs. Kelly had known him,
as she did other members of the community for most of her life. Since
her marriage, Mrs. Kelly has been a homemaker. Both Mr. and Mrs. Kelly
have lived in St. John's all their Tlives.

Several photographs are displayed in the Kelly home, on the walls

and on the television set. These include pictures of Mrs. Kelly's late
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and props, wooden benches upon which the subject Tleans or sits., are
prominent. Portraits showing face only usually 1ve a blurred back-
ground so that the face stands out more clearly.

The large majority of Mrs. Kelly's collecti 1 consists of the
amateur photographs taken by Mr. and Mrs. Kelly I Kodak Brownie and
Instamatic cameras. They now have a Polaroid as 1tell, but these photo-
graphs are usually given away:

Mrs. Kelly: They (the subjects) always say 'Oh, that's

mine, I want that', or 'Come on, give - to me.' Don't
matter what it's like, so they're afte taking whether
it come out poor or not, cause sometime they're not

that good. But they want to take it b:¢ < with them.
The immediacy of the Polaroid print seems to encc -age an exchange. The
subject of a print which must be sent out to the rveloper may have
forgotten about it by the time it has returned. 'nerally the print
must be inspected to see if it is any good and it 1iay not be seen until
the excitement of the incident has worn off.

The amateur photographs can be subdivided by wubject; some are of
people, some of buildings and some of specific cor unity events. Shots
of scenes without people are virtually non-exister . Pictures of people
are most numerous, and can be subdivided according to locale; inside
or outside the Kelly's home, around St. John's, or on vacations and
car trips. These locations imply different kinds  picture taking
events and different uses for the camera.

Around home, the shots are informal and recor various types of
information, about the weather, for instance:

Mrs. Kelly: (We take pictures of) anythi in the
summertime. If there are special flowers around, then
different seasons they come out in, they 2 going

to -- we're always snapping them. And 1° 2 you see,
the pictures of the lawns were green in | oruary.
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Mrs. Kelly: Well, it's Mount Ken is the right name
of Kenmount Road.

P.G.: That was -- is that one of the hills around
here?

Mrs. Kelly: That's the Trans Canada today. As you
pass Woolco's, going in there, you know, by the
Avalon Mall, going in by that way. It's called the
Trans Canada, but that originally was Mount Ken.
And it was called Kenmount. And this here, which
they should never have dropped this, this is
Freshwater Valley. When I was growing up, myself, I
lived in Freshwater Valley. Freshwater Road came
from Pennywell Road to Empire Avenue. Freshwater
Road was from Empire Avenue to where Prince Phillip
Drive meets today -- was Freshwater Valley and

then it was Mount Ken, you know? They should never
have dropped Freshwater Valley.

There are several pictures of buildings being constructed; new out-
buildings for the farm, or a structure replacing a previous one. There
is a series taken of the Kelly's house in winter, dated 1974, which may
be attributable to the fact that they have been considering for quite
some time selling it, and moving to a smaller place. Abandoned and
burnt out buildings, especially those which are considered evocative
of the Freshwater community, are recorded. Some of the buildings have
specific memories, the importance of which can be assumed from the number
of times the story is told or alluded to in the conversations:

Mrs. Kelly: That was when the school house was being

built up on Kenmount Road. That was there for about

fifty years. The school house was there and an old

school -- now I don't remember the old schoolhouse,

but Mam and Dad lived into it, in an apartment -

there was an apartment there, in the school house.

And it was burnt, burnt when Mam's first child was

six months old, I think it was Liz - was. And they

just saved her out of the fire. And they moved

out then, they moved up here after that. And it was

for years there was no school house there.
And later:

Mrs. Kelly: That's the one that burned down before.
That's the one they built. Like I said that was,
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Mam just saved Liz out of it, that's my sister,
out of the fire and she saved a table and a chair
and that's still in the house. And that's, that's
over sixty years ago.

A few building shots are not of Freshwater, but of hunting cabins
and holiday cabins, but most are recorded because of a need to preserve
images of the passing landscape. The new landscape is uninteresting as
a subject for photographs:

P.G. Would he (Mr. Kelly) take a picture after the
area was just levelled?

Mrs. Kelly: No, wouldn't be no interest. There
was nothing there then, see, it was only just
whatever's there is coming up new.

Many different kinds of events are recorded, celebratory and others
not so. There is a long series of the Portuguese White Fleet bringing
statues to the Basilica, the centenary of the Basilica, and the family
rosary crusade. Others are related to Mr. Kelly's work, the Bell's
boat show and the flood of Bell's store:

Mrs. Kelly: That's when they had a flood down at
Bell's, Tike I told you. The water ran down
through Victoria Park. Gerry took the pictures,
and they saved the day for them. Took all that.
They got all the pictures, Gerry got the pictures,
but they came in for the insurance, you know,
because he took the pictures. Not intentionally.

Partly, these pictures are a record of community life, and they
are sometimes, as above, used by others for their own purposes. They
are understandable to anyone in the community, but it seems that they
are also personal happenings for the Kellys since they are concerned
with important aspects of their lives: work (there are many pictures
of Mr. Kelly at work on his farm) and religion. Mrs. Kelly has a strong

interest in religion and was happy to discuss with me some stories and

jokes I had Tearned in my previous research on religious conflict in
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One story switches generations:

Mrs. Kelly: That's old man Carroll, from Freshwater,
and he went away and he went farming. He did farm
here in Freshwater, only he was one of the ones that
went away at, when I told you all the crowd went.

And he kept in touch with Dad. A1l the time. See,
that's fading out. Now he died, oh, let me see,
about a year, two years after Dad. But we kept in
touch with -- he had only daughter and we still keep
in touch with her. As a matter of fact I only yester-
day sent a letter off to her. But he never came
back. He just kept in touch.

Another switches time and place:

Mrs. Kelly: That's the woman that went away and she
had the, she had Claudie and Elaine when she went
away. And then she had three more after she went
away. Now all them are there somewhere, and I didn't
come across them. And then she got paralyzed, from
the waist down. She was a sweet person. He (her
husband) was a major in the army, and you know, all
during the war them were the only Americans that

I met.

A series of tintypes of residents of Freshwater called up the
following memory:

Mrs. Kelly: They all had farms and they were all,
you know -- so this is why they'd all -- and there
was nowhere else, only just the crowd would go and
visit like that. Most of them are come here or
Hennebury's out there, and go play cards, you know.
Now that's the 1ife they had.

A place could elicit memories, as well:

Mrs. Kelly: That; now see, that cellar there, that

was up there just at the end of the house, was a rock
cellar. And still there, only we filled it in.

But it's still rocked, right around ant that was up over
the top of it. Where you'd go in on that, but then
you'd go down in 1like a ladder. And this the way

they used to be, right cold in the summer time and

right warm in the winter time. That's where they keep
their vegetables and everything.

A few of the stories or anecdotes of this sort were a completed

narrative answer to a question of mine:
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P.G.: Do you know when she (Kit) left (St. John's)?
Mrs. Kelly: Now, I don't know. But it was a long
while ago. It would be, wait now, she was only young
there. When Mam showed it to us, we were only young
and Kit was gone away. Kit Lamb, as Mam used to call
her. She had a sister just lived there, just in the
road a bit. Married a Duff. She be about the same
age of Mam. Cause they were born, reared together,
after Mam came out here, and they lived just there on
Freshwater Road. Told you where Duff's farm was, in
the road a bit.

Although I could see this response as definitely in this case
elicited by my question, it would be difficult to prove that the mode
is unlike anything which Mrs. Kelly previously had in her repertoire.
Firstly, it was an explanation to a stranger as much as to a student,
and secondly, I heard Mrs. Kelly go through similar reminiscences with
a visitor, a former resident of Freshwater whom she had not seen for
twenty years. In addition, much of the material on tape was similar
to what I heard on my first visit to look at the photographs, which
was not taped.

Stories about picture taking events were numerous, and almost
wholly about personal experiences, with the occasional exceptions
of stories about things that had happened to Mr. Kelly on hunting
trips, at work, and other situations recorded by the camera when
Mrs. Kelly was not there. Mr. Kelly is in many ways a better story
teller than Mrs. Kelly, more dramatic and consistent than she. At
the end of my second visit, Mrs. Kelly played me a tape that Mr. Kelly
had sent her when she was in the hosptial, on which he narrated a
beautifully constructed personal anecdote and narrative. Mrs. Kelly

urged me to come over at night when Mr. Kelly was home, suggesting

that if I got him interested he could tell many stories. During my
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The story of Mrs. Kelly's head being cut out of the picture is
similar to the following one, in which there is another kind of apparent
ambiguity in the photograph:

Mrs. Kelly: Gerry was, that was down in Logy Bay and

he Jjust came up with the -- catching caplin. 'Twas

after, Sunday morning had the, after Mass Sunday

morning went down, you know, and they had the basket,

caught caplin, and as he was coming up the, he was

taking off his rubbers and I snapped it.
In this picture it is somewhat difficult to determine what Mr. Kelly is
doing, and misinterpretation is again possible.

Stories about all of the photographs, since they are example
interpretations, are about possible misinterpretation. It is necessary
to understand the circumstances in order to understand the content, and
because content is of prime importance, the stories must be told.

A few stories are told about reactions to pictures, mostly about inter-
esting or acute interpretations. There is never really a 'true' inter-
pretation. However, those discussed in these stories conflict in some
way with reality or with variant interpretation. For instance:

Mrs. Kelly: She used to say, ah, "This is, Mam's

some crooked looking there," And I said, "Liz,

look, stop and think," I said. That was into

Nellie's, my sister's, you know. And they would be

fifty years married in September, cause Dad died

in March and that was the first year (since he

died). "Well" I said to her, "What do you expect

her to be only sad looking, first year separated

for fifty years." See, we couldn't expect anything

else. You knew where her mind was to. That's

see how sad Tooking she was there, look.

A picture of Mrs. Kelly, of which she is rather embarrassed, shows
both her and her mother looking glumly at the photographer. She inter-

prets it as a look of poverty:
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This is an important series to Mrs. Kelly because it shows members of
the family together, and was taken three years before Mrs. Kelly's
father died.
Circumstances are described to explain ambiguity or unusual things

in the pictures which are not immediately obvious:

Mrs. Kelly: They had the dog drunk there, on

Christmas. Made the little dog drunk. And then

they had to go put a diaper on him.
This incident was not really amusing to Mrs. Kelly; she seemed to feel
sorry for the dog.

Rarely, there were expressions of sentiment, or sentiment was

implied:

Mrs. Kelly: There's the calf. He got t @ calf over

to meet her, it's mother, first thing in the morning,

you know. Btlack nose there, put down.
In describing this picture, the contents of which :re fairly obvious,
it seems Mrs. Kelly was indicating some feeling for the picture, either
because of the image of motherhood it presented, or because it would
conventionally be considered a 'cute' picture. He overt comments
about the importance of picture taking were said i an undertone. To
questions such as "What would you say the importance of taking pictures
was?, the reply would be "a hobby", or "Why do you take pictures?”
would elicit "for no reason”". However, "Oh, I lov looking at the
old photographs" came almost as an uncontrollable tburst, although
a quiet one, in response to a picture of the back ° the house and her
family: mother, father, Nan, and siblings. It se 1ed as much an
expression of love for the family as for the pictu s.

Another comment, significantly, I think, made hen I was turning

over the tape, was that photography was a waste of 1oney. But
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hurriedly, she contradicted herself to indicate that it was meant to be
taken as a joke:

Mrs. Kelly: I'm just saying that now, don't

believe me. I don't think it's a waste of money.

I just said that.
This joking comment may have been a response to outside opinion, or may-
be an allusion to the fact that the importance of photography to her
is unrelated to the money spent on it.

It would be difficult to make any consistent correlation between
the types of stories and the types of photographs in the Kelly collec-
tion. Rather, there 1is an interweaving of the functional and descrip-
tive aspects of the photograph collection in the material culture and
the expressive culture. At various times the photographs and narratives
provide communication, record and entertainment, and neither specializes,
as a form, in any of these aspects. Obviously, though, the simple
identification of a picture shades away from the entertainment aspect,
whereas some narratives may be more entertaining than informative.

The professional portrait, because of its relative lack of redundant
family information, compared, for instance with a backyard picnic scene,
serves the purpose of record perhaps more than that of communication.

In the final chapter, a comparison will be made between the
Kelly and Cousens collections with emphasis on contextual factors,
showing that it is in role playing and interpretation that the greatest
differences can be seen, since the content of photographs is substan-

tially similar.
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Footnotes

1. Herbert Halpert and George Story, Christmas Mumming in Newfoundland

(Toronto: University of Toronto Press, 1969).
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makes it odd enough to get a laugh. The fact
that Geraldine herself is very conscious of her
action enables the family to get a Tlaugh more
readily.

This picture is displayed in the living room of the house, so is
in both the private and public spheres of the household. The wording of
the account suggests that the photo was sent from Toronto before
Geraldine's return, and therefore that she chose this to represent her-
self to the family in her absence. The photograph and its subject is
characteristic to the family of one of the more foreign aspects of Tife
in Toronto and is probably displayed partly for that reason. Yet it is
also used in a humourously disciplinary way: the family laughs at
Geraldine's self-consciousness of being different, and her embarrassment
may cause her not to emphasize this difference in their presence.
Partly, they are proud that she has gone to Toronto and they are not
ashamed to display this behaviour, which would be deviant in Newfound-
land to their neighbours , because it shows that they are relatively
cosmopolitan, yet they use the s 1e picture which is apparently shown
proudly in public, to attempt to control behaviour within the family
group.

Even in this simple example we can see the threefold function of
family photography at work. The hotograph itself communicates much
about Geraldine to her family, ¢ d was probably deliberately sent to
do so. It communicates impressic s to outsiders, which must be rein-
forced or identified by informati n which can only be given verbally,
such as the identity of the subje ts and the place where the photograph
was taken , all of which are esser ial to the message. The record is of

Geraldine's past and activities, and again visual and narrative infor-

mation are both necessary. The v 2wer can infer, because the boyfriend



is black, that the picture was proba

family lives, but the specific locat-

addition, the photograph will not sh
Toronto, in which case this is a rec
returned, and it shows the past. Fi
and the fact that it shows a communi

From the account, we assume that the

Teasing and embarrassment, and even °

correlated with entertainment, but i
is the one most noted by the collect
A recent work by Susan Sontag,

cal interest in the subject, and man

effects of photography on society ar
of her book deals, among other thing

Through photographs, ea
portrait-chronicle of i
of images that bear wit
It hardly matters what

graphed, so long as phc
are cherished. Photogr
family life just when,

countries of Europe anc
institution of the fami
radical surgery. As tr
the nuclear family, was
much larger family aggr
along to memorialize, t
the imperilled continui
edness of family life.

photographs, supply the
dispersed relatives. F
album 1is generally abc
and, often, is all that

Sontag is correct, if a little
family photograph collection.

cherished as family symbols, and the

Certa-

y not taken in Hampden, where the

n may not be identfiable. In
whether Geraldine is still in

d of the present, or if she has
11y, the oddness of the photograph,
member, makes it entertaining.
hotograph is shown frequently.
ughter cannot necessarily be

this case it seems that this aspect

n Photography, has stirred criti-

of her conclusions about the

profound ones. The first chapter

,» with family photography:2

amily constructs a

f -- a portable kit
to its connectedness.
vities are photo-

aphs get taken and
becomes a rite of

he industrializing
rica, the very

tarts undergoing
laustrophobic unit,
ng carved out of a

e, photography came
state symbolically,
nd vanished extend-
se ghostly traces,

en presence of the

ily's photograph

he extended family --

ains of it.

arsh, in her judgement of the
1y the photographs become

amily is a very important aspect



163

of its photograph collection, but the collection records much more than
the mere passing of the extended family. It speaks extensively of the
relationships between the people who created it. Sontag also ignores
the fact that in being brought out, shown to people, and used in all
its various contexts, the family photograph collection is not merely
passive record but active communication and entertainment as well.

As a record, the greatest similarities between one family photograph
collection and another can be seen; rites of passage, family members,
friends, vacations and landmarks are in most. However, as this chapter
will show, the variation which allows the family album to be flexible
comes in its use.

It is possible to see in the two collections studied the division
of roles between the two individuals involved in their creation and main-
tenance. Such divisions are indicative of .the characters of the people
involved, as well as of the style of their albums.

The Kelly collection is so clearly divided between Mr. and Mrs.
Kelly that Mrs. Kelly never even suggested that I might want to ask
her husband about the photographs. He is skilled in narrating, so only
when I indicated an interest in stories did Mrs. Kelly invite me to
meet her husband. Although Mr. Kelly took many of the pictures in the
collection and is the subject of many others, the products of photo-
graphing activity are Mrs. Kelly's domain. She is chief archivist and
interpreter, as well as photographer and subject herself.

Part of this specialization comes from her association with the
older photographs which are of her side of the family. But, more
essentially, her responsibility for the collection seems to be part of

her association with the house, both because it was her family's house,
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and because the house is part of her responsibility as a woman. The
Newfoundland usage of 'belonging' to indicate one's place of origin

is important here; the photographs belong to Mrs. Kelly because she
belongs to the house, as they do. Each is firmly rooted in the past.
Frequently, Mrs. Kelly said that the historical documents and photographs
had been in the house since she could remember, and probably, since their
creation. Her position was that of caretaker of the family history,
primarily of her side of the family, since she was caretaker of the
material associated with it, and the house to which it referred.

With the Cousens, on the other hand, the role association is more
ambiguous. Both Mr. and Mrs. Cousens have a collection of older family
pictures for which they are responsible, and both have multiple roles
to play in the mutual collection. Mr. Cousens is archivist of the
collection as a whole. However his wife's older pictures were not
touched, except where possible, to be identified, but he did take over
some empty pages at the back of her album to place loose photographs
of her friends and family. Although he always identified and dated
his prints, his interest in organizing the rest of the collection seems
recent. He described the work on his 35mm negatives:

Mr. Cousens: I file them in strips, and they're
chronological. And as far as possible, some of
them I don't have the names in yet, and some of
them I don't know if I ever will without going
back to the album to find out who they are.
Because I can't tell from the black and white,
from the -- whether it's Des or Dean. And
nothing on that to indicate a date. So I would
have to go to the album, ah, find the print,
and identify each one. And some of them could
be in Des's album, and some of them could be in
Dean's vou know. So it would be a little bit

difficu ¢t.

Understandably, perhaps, he is reluctant to commit himself to finishing
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the mammoth task of identifying every negative, but one suspects that
with the greater time available to him after retirement, Mr. Cousens
may choose to more seriously pursue his interest in photography.

Mr. Cousens 1is rarely a subject of the photographs in the
family collection, especially since his marriage, when he took the
opportunity to use his position behind the camera to protect himself
from having his own picture taken. The change of his status to head of
a family allowed him to assert himself in this way:

Mr. Cousens: I don't have many pictures of
myself. I'm usually behind the camera. And

as a matter of fact, I think I don't Tike

being photographed. 1 know I was in

Halifax last year with my son and he was there
with the camera, and he said "Now, Dad, for
heaven sakes, smile." And it's the hardest
thing in the world to put on an artificial

grin, you know, just to have your picture taken.

When visiting his son, now the head of a household as well,

Mr. Cousens reluctantly allowed himself to be photographed. It seems
that Mrs. Cousens, after they married, did not photograph Mr. Cousens
although there are several pictures of him in her own album and her
work is represented in the common albums.

In taking the position of archivist, Mr. Cousens has also become
interpreter of the collection. He chooses the relevant associated
material and notes it beside the photographs. Mrs. Cousens, in caption-
ing her photograph, was doing essentially the same thing: becoming
an interpreter. Both will do verbal interpretations of their albums,
and the mutual family collections can be interpreted by either,
However, the form of their collections indicates that the albums are

almost entirely set up to allow the audience to work from the written

material, and to do most of the interpretation themselves. The albums,
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to the Cousens, are not intended to be presented, but to be looked
through by one individual, alone, usually a member of the family.

Mrs. Cousens: We, we found that, well I like to

show pictures, you know, and I Tike to have them

in albums, and look at them myself now and then.

If 1T have the slides it's just too much bother

to set everything up, to show them. And we do

that just for the, on request, once in a while,

you know. But I 1ike my albums, I like to have

them and look at them.

Slides in the Cousens collection are meant to be used as the Kellys
use their albums: for a social evocation of the past events or particu-
lar people. This difference can be seen from the way in which the
Cousens showed their albums to me. The albums were brought out and
placed by my chair and I picked and went through them one by one. Not
only was it my choice which album I would look at, but Mr. Cousens
showed little interest in explaining them picture by picture to me.

He would stand behind my chair, or beside it, or walk around the room
as I leafed through. Any of these positions were difficult ones from
which to describe pictures, and in addition, if I was turning the
pages, I would be unaware of which pictures had appropriate stories,
and could turn at the wrong time, or miss an important picture
altogether.

When Mrs. Cousens and I went through her collection, I deliber-
ately pulled a chair up beside hers, and placed the album on her
lap, hoping to get something of the narratives. Instead, she flipped
quickly through, telling me to stop her when something interesting
came up. Admittedly, she would occasionally be caught by a picture

herself, but the onus was upon me to interupt.

Mrs. Kelly, on the other hand, flipped through photographs and
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albums herself. At one point when I was stretching over an album (I had
chosen a chair at ninety degree angle to the counch, on which she sat),
Mrs. Kelly invited me to sit beside her on the couch, which was a

more satisfactory position from which both of us could view the pictures.
On my second visit, she suggested that we take the pictures into the
kitchen. This was the best arrangement, since we could place the photo-
graphs on the kitchen table between us. They were at a comfortable
height for viewing, and could be easily moved. Mrs. Kelly and I again
sat at a ninety degree angle to each other, but it meant this time that
we could look at each other as well as at the photographs. Thus, an
involvement with the photographs meant an involvement with the i ter-
preter. I was aware not only of the personal meaning of the photographs
since I could see her reactions to them, but that they were beco ing
personally important to me because of their presentation.

The small size of family snapshots means that they must be regard-
ed closely by the viewer. Viewers must bring the snapshots into hat
Edward T. Hall calls their 'personal distance'. This invis' ile
division of space around one's body is that into which only individuals
on a relatively intimate status will intrude. It is surrounded | a
layer of 'social' space, for acquaintances, and general social ac 1ivity,
and 'public' space takes up the rest.3

Family snapshots enter personal space as they must be brou' t
close to the eyes to be seen. Thus, metaphorically and symbolice 1ly,
one brings the person in the picture into one's personal space,
admitting to some extent a close relationship to them. An i :erp =2ter
showing a family album as Mrs. Kelly does, is also admitting the

audience into personal space, or at least into the closer ed s ¢
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social space. Although this is a friendship oriented closeness, the
side to side closeness of camaraderie rather than the face to face
closeness of intimacy, it is significant to the interpretation of the
photographs. One is brought closer to the interpreter and to the
family in the photographs by this mode of presentation.

The Cousens, on the other hand, keep their photographs, at least
when showing them to outsiders, on a less personal level. Their ideal
mode of showing pictures in public is the slide show. This is meta-
phorical of the movie or television watching mode. The audience is
larger and may have a minimal knowledge or understanding of each other
and of the interpreter. The encounter is kept on an impersonal level,
and in public space. It is entertainment more than communication. The
images, being larger, are also kept in public space. One must, in fact,
be distant from them in order to see them.

These varying approaches show two different ideas of the uses
and appropriateness of family photographs. Mr. and Mrs. Cousens keep
their albums and their personal memories within a small group of
relatives:

P.G.: Do you show your photographs?

Mr. Cousens: Oh, just to family, that's all.
Mr. and Mrs. Kelly, because of their upbringing in a large open community
of friends are willing to admit anyone into this sphere of friendship,
and part of this is showing their photographs:

P.G.: Do you show your photographs to people?

Mrs. Kelly: Anybody that's interested.
Members of the family also look at the collection themselves, even when

they are alone. It seems, however, that this is something that happens
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from a chance encounter rather than a deliberate or conscious decision.
Mrs. Cousens: I'm looking for a certain, certain
picture and then that gets me started and I'11
probably spend a whole evening then going back
over them. It just takes that something to start
me off and I'11, and I'11 enjoy looking at them.
But I don't take them out just for an evening's
entertainment or anything like that.
Mrs. Kelly: If I come across them and move them
somewhere else I'd take -- and looking for
something in the drawer where they were to, or
in the box where they were to, and then I go
right through them. Sit down, waste an hour, an
hour and a half, looking at them by myself.

These objects are not given a particular ritual occasion when they
must be looked at, although family gatherings seem to be appropriate
for this. Their personal importance almost seems to be belied by this.
However, if one sees the photographs as an important part of the house
or household, always there, it makes sense that they need not be evoked
with any regularit . The above quotations do not indicate that the
photographs are associated with leisure activity per se. They are
encountered during everyday work or a work oriented event and looked
through at that ti :. There is no sense that there could be a more
appropriate occasi 1 ° an the moment of encounter to look at the photo-
graphs, that they st be put off until the work is done. They fit
well into the everyday activities.

Mr. Cousens ice mentioned to me an aunt of his, who had a large
collection of phot |raphs which were unlabelled. He tried several
times to get her t sit down with him so that he could record the
names, dates and e nts in the photographs. He expressed considerable

frustration that t s w 1an would not merely identify the pictures but

frequently 'wandered ¢ f' on a reminiscence. Mr. Cousens feels that
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now that this woman is dead, the information in her photographs is lost,
and the pictures useless. His attitudes show some of the inflexibility
of interpretation given to the symbols involved in family photography.
To Mr. Cousens, the iconography of the photographs is essential to

them: to his aunt, no doubt, that was an aspect or a tool used to get
at the past, and to achieve some kind of synthesis between the individual
present and the collective past. The names, dates, and events are
insignificant without the rest of the information in the pictures and
the associations known only to the individual. Mr. Cousens' aunt's
reluctance to cooperate may have resulted from her interpretation of the
collection as essentially inner-directed. For different individuals
then, varying aspects of the collection are paramount. To Mrs. Kelly,
it is communication and entertainment over record, and to Mr. Cousens,
record and communication take precedence over entertainment. Between
these two points of view, little compromise is possible.

A detailed examination of the entire Cousens collection might show
variation in patterns of picture taking subject by subject through the
years. However, since the photographs are arranged by subject, a great
deal of searching would be necessary to do this. Thus the time dimen-
sion is partly distorted by the subject arrangement, and the fact that
subject takes precedence over chronology. Time is important to
Mr. Cousens not because the photographs ch 1ge as it passes, but
because it is a method of arranging them. Although photographs record
the past, the importance of organizing is to put the past in some other
form than a mere temporal sequence. Two series of photographs taken
at Signal Hill, for instance, would be placed together in an album,

chronological in that those take in 1930 ' uld precede those taken in 1960.
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Similarly, the Kelly collection has no observable time dimension.
Photographs in albums and boxes are sorted ouly according to their fit
on the page or in the container; rather than being an aspect of oragani-
zation, the albums and boxes are aids to presentation. This format
forces a greater concentration on each individual image, since its
material surroundings are not in any obvious way redundant. Each
photograph is significant in itself, and is discussed as such.

We have seen the great variety of information available from family
photograph collections and associated narratives as, respectively, visual
and verbal media. The photographs have shown relationships between
people; the Kelly's closeness to the community of Freshwater as a whole
is contrasted with the Cousens' family orientation, or between families
and the land; the Cousens need to record the wide changing landscape of
St. John's, opposed to the Kelly's interest in their farm and that which
is closer to home. The somewhat chaotic style of the individual
Cousens' photographs -- the scattering of the subjects over the entire
picture -- in comparison with the Kellys' organized, calm looking photo-
graphs, seems to a certain extent, to reflect aspects of their lives
and gives a kind of information which can be sensed more easily than it
can be articulated. Yet, throughout, the same subjects -- important
people and things -- are being recorded, and the camera shot always
centres the most significant aspect of the picture.

The nineteenth century family might go to Parsons' studio or to
Lyon and Vey to record their birthdays or other occasions, whereas it
is now more likely that the commemorative photograph would be taken
at home. Throughout the history of photography, there has been an

increase in the number of images in most family photograph collections,
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and as technology made photography less difficult, an increase in the
number and proportion of amateur photographs, yet the same subjects;
famity, friends, vacations, rites of passage and significant events
are photographed, and still, composition centres the most important
aspect of the picture.

Even in households such as the Cousens and the Kellys, with only
two residents, the divisions of roles pertaining to the photograph
collection can vary. Mr. Cousens plays all roles; photographer,
subject, archivist, interpreter and audience, as does Mrs. Kelly.
However, Mr. Kelly does not participate as archivist or interpreter,
and Mrs. Cousens has ceded all archiving to her husband. It is possible
to imagine collections with an infinite number of variations in role
playing. The common aspect of these two is that one specialist in the
family is the archivist, and so the major differences in the collections
have to do with Mr. Cousens and Mrs. Kelly's varying approaches to the
same problems. The packaging of these two collections is very differ-
ent. The Kelly collection is totally unlabelled, and not overtly
organized, in albums of different sizes or in boxes, on walls and on
furniture. The Cousens' collection, on the other hand, is in albums of
generally uniform size, carefully labelled and organized on a conscious
level by subject and date.

The associated verbalizations can be community and family history,
legend, personal experience narrative, description or observation.

The Kelly collection is particularly rich in associated narrative,
whereas the Cousens' collection is mainly restricted to observation.
This, however, seems to be a difference primarily in role playing, as

each interpreter of the collection chose to emphasize different aspects
of it.
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Footnotes:

1. MUNFLA Ms. 78-358, p. 24.
2. Susan Sontag, On Photography (New York: Dell, 1977), pp. 8-9.

3. Edward T. Hall, The Hidden Dimension (New York: Doubleday and Co.,
1969), pp. 113-130.
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Appendix A

Recitation, "The Family Album" given by Greta Hussey.
Material in square brackets: contextual stage directions.

Material in round brackets: explanation or aside by Greta Hussey.

Greta Hussey first heard this piece done by a woman from Brigus.

In 1974, she included it in a concert to celebrate Newfoundland's first
twenty-five years in Confederation. This concert was aimed at the young
people of the community of Port-de-Grave and surrounding areas, to show
them something of the life their parents and grandparents had had 1in

the pre-Confederation years. The concert included traditional songs,
recitations, and demonstrations of everyday life activities such as
spinning and carding wool and home baking bread. A videotape of this
concert was made by Gerald Pocius and was deposited in MUNFLA, Video-
tape 12.

When I saw the videotape, I decided to ask Greta if she would do
the recitation for me on tape, since the videotape was somewhat unclear
in parts and because I wanted some background information on the recita-
tion and concert. 1 arranged a meeting at Greta's home, and on March 18
I was driven to Port-de-Grave by two friends, Chris and John Carton.

Greta was very open and friendly, showing us the dress and panta-
loons she had worn for the concert, then giving the recitation. She
sat at the kitchen table in the corner, facing into the room, and read
the recitation from a book which she held on her knees. She bent forward
occasionally, peering into the book at a word or phrase, and interrupted
herself once to ask if the microphone of the tape recorder was properly

placed. The audience consisted of Chris and John Carton, myself, and



181

Greta's daughter-in-law Daphne, standing or sitting in various parts of
the kitchen.

The tone of Greta's delivery was slower, more deliberate, and
differently accented than her normal speaking voice. At first she
stumbled occasionally on words and seemed somewhat embarrassed by the
artificiality of the situation. Otherwise she appeared to enjoy the
recitation and it became more polished and relaxed after the first few
sentences.

Greta described some of the kinesic elements of the performance.
The paper on which the recitation was written was placed in a large book
which represented the photo album, so that the audience would not know
that it was being read, and not said from memory. Greta played the
part of the woman who was showing the album, even to 1ifting up her
dress edge and wiping her eyes at the point in the recitation when the
visitor leaves. This action showed her lace pantalettes, eliciting a
laugh from the audience.

Oh my pause think you need a bit of practice on this
you know. (grandmother seated as the curtain rises).

Lar, yes Mrs. Sturge I must show you my photograph
album. Seeing as how you're new here and ain't never
seen (do I have to turn towards that?). It's getting
along in years just like myself but it Tooks fair to
middling yet. And it ought to, seeing what care of I
took of it. Now this first picture, that's a cousin,
that's cousin Lemuel Jenkins. Ain't he sad looking
though. 1I've often said to Hezekiah says it "A grave-
yard is a realcheerful companion to what cousin Lemuel
is. He's always just as gloomy." What made him

that way? Well I was just going to tell you. Twas
cause he was crossed in love. My, tis queer how differ-
ent people, how different it affects different folks,
being crossed in love. Sometimes it affects them cross-
ways, and sometimes it affects them other wise. Now
there was, ah, Sy Armin--Aren. He was crossed in

love about the same time as Hezekiah was - that Lemuel
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was. But he just cheered up and danced out of then
ever, he got hisself another girl and was married
inside of three months. But Lemuel, he just give
up and he ain't never grinned more than two or three
times since it happened. Yes just like the poets
says. "Of all the sad things that ever was said,
the saddest of all, he couldn't get wed, unto the
woman he wanted." Did Lemuel ever get married

to nobody else? Mercy sake, what woman do you
suppose would have such a piece of melancholy
sitting by her fireside?"

Now this here, this is Uncle John Benson, on me
mother's side. Awful good man he was. Always sing-
ing the old gospel songs and always ready to help.
But my land, was he slow. You never knew anyone

as slow as Uncle John was. His wife used to push
and pull and try to hurry him but it was all no
good. He was an awful trick, he being as smart as
a cricket. Once there was to be a funeral and she
said "Now John, I'm going to do my work and get
ready and go, and you can come when you gets around
to it." So she done the dishes and fixed up the
house, she put on her funeral clothes and started
on foot, they being about a mile from the church.
Well, they had the funeral and the folks got in
their rigs and they started for the cemetery and
still no John. And Sabriney his wife, got a

ride with someone, and when they was more than half
way to the graveyard they seed old Uncle John,
jogging along the road, trying to keep up with the
procession. My, she was dreadful mortified and
Uncle John said he was glad he got a chance to look
at the coffin before they laid it away.

Now this one here, that's Cousin Emmeline Bates on
me father's side, she always being the Tucky one.
Her father said she should never get married until
she feathered her nest good, so she married a man
over to Bay Roberts and they're dreadful well off.
One of their girls is an opry singer. She's been to
Boston 1d Germany and all around learning to sing,
and my, she trills and quivers and she goes away

up and u can't hardly understand a word she say
she sings so lovely.

Now this one here, this me sister Mary, you think
she's nice looking? Yeah. She was the pick of

the family, for looks all right. She was dread-
fully high strung too. Things always had to go her
way. S  was the beatenest case I ever did see

for wanting to be ahead of everyone else. If any
of the = st of the folks done anything extra,
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Mary had to find a way to beat ‘em. Twas the same
after she married. And when Cousin Ellen Dean

had twins, she was so proud and folks made such a
fuss over her, and she said to Mary "Well, I've got
you beat now Mary, you ain't got twins, nohow."

And Mary she felt real beat, both her children being
only single ones. Well what do you suppose she did,
done? Yes, you're right. Next year she had triplets.
And all of them lived. I never seed anyone so proud
in my life as she was to beat Ellen that way.

(This is supposed to be up like this.) I[shifting book
on her lap, pause

Now this one here, this is my younger sister Susie.
Every time I Tooks at that picture I've got to have

a good laugh. You see, Susie was the last one of the
family and she was so determined to keep up with the
times. Oh, it was about that time that the folks began
to cut off their dresses and wear them terrible short.
And she went and cut off her best dress. Ma was so
mad she said she'd give her a good tanning if ever she
put it on. But she sneaked into it once and had this
picture took. And what a time she had with it, show-
ing it to everyone. Well my land, Ma was so ashamed.
Just look at her. You can even see her knees. But Ma
never did have the heart to give her a tanning after
all.

Now this one, this is a likeness of Hezekiah's second
cousin on his mother's side. Poor man, he had an
awful sad Tot. He went to heaven by fire, as it were.
No, he wasn't burned to death exactly, he was a
missionary, the cannibal island. And them terrible
man-eating can--savages cooked him and eat him up.
I've heard that people get to be what--like what they
eat, and I should think some of them cannibals would
get to be a missionary before long if that be true.
pausel

Now this here, this one this is my brother William.
He's real well off. And what do you suppose Henry
got, one of them automobiles. When I was visiting
last summer, nothing would do but I must have a ride
in it. And I never thought I'd ever get out of it
alive. Well my bonnet stood straight up on one
corner and Henry said to me "Take it off, Aunt Jane,
or you may lose it." So I took it off, but I said
"Nephew Henry, I wouldn't care much if I did lose
this bonnet cause it cost, it's ten years old now
but if I was to lose my four dollar hairpiece, I'd
never forgive you." I don't want to go scooting
along so fast you can't see anything. Now Hezekiah
and me when we goes along we wants to see who got
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their fish spread, who got washin' out, who's crops

is going--growing. And the flower beds, who got

lawns mowed. And such things. Who's there into
Clarence Morses's. What happened to George Wilson
that was out of politics. But in one of them
automobiles, going like lightening, and hanging

onto your belongings and praying you won't get killed,
you've got no idea of the scenery.

Now this next one is, what, you've got to go

Mrs. Sturge? Well I'm real sorry you can't stay

to see all my Tikenesses, but you'll come again and
we can finish looking at the rest. Yes, I'm awful
glad you came, goodbye. (and then) sings,

"Should old acquaintance be forgot and never brought
to mind." (Can't sing, you finish that, and pick

up the tail and does the sobbing, shows the drawers
and garters.)



185

Appendix B

Tape Index

1A February 7, with Lynne Burns at Cameramun., St. John's

2F. February 8, with Mac Swackhammer and Cheryl Ray at home, St. John's
transcript pp. 1-12

2B Continued
transcript pp. 12-14

3A  February 13 with Aly 0'Brian at home, St. John's
transcript pp. 1-6

4A  February 19 with Don Lane at Lane Photographic Studio, St. John's
S5A February 27 with Manny Buchheit at Bond St. Gallery, St. John's
5B Continued

6A February 28 with Mac Swackhar :r at home
transcript pp. 1-9

6B Continued
transcript pp. 9-15

7R March 9 with Mrs. Kelly at hc , St. John's
transcript pp. 1-9

7B Continued
transcript pp. 9-17

7C Continued
transcript pp. 17-21

8A March 13, class given by Manny Buchheit on portrait photography,
Bond St. Gallery, St. John's

8B Continued

9A March 18, with Greta Hussey at home, Port-de- ave (also Chris and
John Carton, and Mrs. Hussey's daughter-in-Tla Daphne)
transcript pp. 1-10

98 Continued
transcript pp. 10-13

10A April 6, with Charles Cousens : home, St. Jo 's
transcript pp. 1-14
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10B Continued
transcript pp. 14-26

10C Continued
transcript pp. 26-31

11A° April 9, with Mrs. Cousens at home, St. John's
transcript pp. 1-12

11B  Continued
transcript pp. 12-19

12A° April 19, with Mrs. Kelly at home, St. John's
transcript pp. 1-13

128 Continued
transcript pp. 13-14

I13A June 23 with Mr. and Mrs. Cousens at home, St. John's
13B  Continued

These tapes, together with other relevant material, have been deposited
in MUNFLA 79-17.















