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Abstract 

The Historical Photograph: Arafaet-Testament-Text 

Master of Arts 1998 

William H. Brown 

Department of Theory and Policy Studies 

Ontario lnstitute for Studies in Education of the 

University of Toronto 

This study considers two historical photographs taken by the photographer. Arthur 

Scott Goss, in February 191 2. as part of a reform program directed by Dr Charles 

Hastings who was Medicai ûfficer of Health for the City of Toronto from 191 0 until 

1929. The pictures are from a larger survey and were selected as representative of 

several, specific histoflcal processes. The photographs feature two groups of 

Macedonian-Bulgarian men collectively known as 'Sojourners. " These men had 

immigrated to Canada and to Toronto, in particular, for work opportunities in the early 

1900's. The photographs were intended to document their overcrowded living 

conditions in the East End of the City. The photographs ako serve later historical 

processes related to the emergenœ of the Macedonian-Canadian comrnunity in 

Toronto as well as the History of Photography in Canada. The study considen the 

photographs as material evidence in a program of social reform and as historical 

artifacts subject to the practices of history. 
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Introduction 

This report considers two photographs as historical, documentary evidence. 

They were chosen from a large archive of images produced by the photographer, 

Arthur Scott Goss. to support the refom programs of his sponsor, Dr Charles Hastings, 

who was Medical Health Officer for Toronto from 1910 until 1929. These pichrres were 

taken in February, 191 2. 

The photographs are thus historically specific. Their worth as documents is 

"anchored" to the historical framework that originally made use of them. The thesis of 

this report, however, is that once the pichires' unique material ontology is appreciated, 

they c m  be understood as pan of a number of different historical narratives to which 

they refer. 

The word "narrativesn is deliberately rendered in the plural. These 

photographs, while discrete and singular, figure in larger historical processes. All of 

these narratives can be shown to converge on the pictures çpeafically. As such, the 

pictures support unique narratives that have evolved frorn the moments at which they 

were taken. 

The photograph is a particular type of historical document As a pictorial record. 

its interpretation depends upon the different editorial agendas of the va rious writers. 

historians and critics who make use of it. This report is one such design. 

Very Iikely, the interpretations I ascribe to these pictures would be bewildering 

to the photographer, his sponsor or the photographie subjects themselves. The 

enonous gap between the original context of the photographs and the ones to which 

they will be presently inserted, has more to do with History and with the History of 

Photography. than to the specific circurnstances and purposes these pidures originally 



served. 

First, the report is an exercise in historiography - literally, the wnting of history. 

Second, it examines a series of historïcal processes - the actual "events" the 

photographs represent, directiy and indirectiy. Third, it involves the problem of 

"historicism" - "the deliberate or unwitting imposition of the historian's own cultural 

presuppositions on the culture he studies."1 

I have tried to weave these broad seprations into a unity by keeping the two 

photographs always in view or close at hand. The pictures are reproduced in the body 

of the report so that the reader can follow my editorial program, witness my efforts to 

recover the differing narratives and. perhaps, critique my strategies for "penetrating" 

the photographs. 

The central defining prernise of the report is that there is no "final word" to the 

project. Like history itself, the photographs can be subjected to more elucidation and 

to additional information to further "energizen their pictorial content. 

Originally, these pictures suggested a way for me to wnte history from a 

rudimentary point of departure. I chose them from a large inventory of pictures in the 

Toronto City Archives because, quite simply, they appealed to me. I had little 

information to stan with beyond merely liking the pictures and wanting to know why I 

liked them. It seemed to me that the first picture, in parücular, was a very fine 

photograph. i will atternpt to justify rny aesthetic judgement in Part One of the report. 

But as the essential 'Tactsn of my history, the photographs have a special status. 

This status is explored from boal the standpoint of the photographie medium as it 

1 Historicism is the word used to describe a bmch of historiography that 'queries the ways in which 
historians living at a given time and place may legitimately study the history of human actions occumng at 
another tirne and piace ... The problem lies in the deliberate or unwitting imposition of the historian's own 
cultural presupposiüons on the cufture he studies.' Michael McCanles, 'Historicism," The New Princeton 

cvclopedia of Poetrv and Poetics. ed. Alex Preminger and T.V.F. Brogan (Princeton, N.J.: Princeton 
University Press, 1 9931, 529. 
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evotved historically and, from the standpoint of the photqrapher as he focused his 

camera. These standpoints meet at the two photographic moments. By considering 

the images directly, without further information, we can enjoy the photographs and 

consider what the photographer seems to be saying about his photographic subjects 

and about himself. 

The photographs are "direct quotations" from the period. Richard T. Vann 

writes, "The direct quotation is a device which confronts the reader with key pieces of 

evidence, challenges one to judge for oneseif, and aims at inducing not only assent. 

but enthusiastic assent The purpose of the confrontation would be frustrated if the 

reader were overwhelmed by the entire body of evidence? 

Just as the photographer selected the details of his subject he would record, I 

selected these particular photographs from a larger seledion to represent the 

historical proceses to which they refer. I have thus asserted my prerogative, as an 

historian, to contain these processes within particular formats that I have chosen to 

develop as the theme of the report My formats consider the photographs as 'Artifad' 

in Part One, as 'Testament" in Part Two, and as "Text" in Part Three. 

The photographs are uniquely situated as representations of historkal 

processes. They not only illustrate these processes but are an actual part of them. In 

k i n g  contemporaneow with aie photographic çubjects, the pictures are records of the 

very light reflecting off the surfaces of the men at photographic moments. This makes 

the pictures highly tangible pieces of information. 

in a figurative sense, history c m  be 'entered" throogh the illusion of the 

photographs. But one cannot enter uninvited. Something, in the literal content of the 

2 Richard T. Vann. ' Tumng Linguisîic: HHiory and Thwry and History and Theory. 1 960-1 975." A N w  
Philoso~hv of History, ed. Frank Ankersrnft and Hans Kellner (Chicago: University of Chicago Press, 
1995) , 53-54. 



4 
photographs, has to excite the viewer ?O undertake his inquiry. This 'entry poinf' is 

elaborated in Part One. But once "inside," the viewer confronts the fuller fabric of each 

historie occasion. 

Part Two elaborates these occasions. To be made meaningful, the pictures are 

connecteci to larger events. While the photographs remain in view as specific 

references, they are contained oc embedded within the greater conte& that give them 

meaning. They becorne broadiy ernblematic- 

These conte* are inferentially large. But the photographs bring the proceçs 

back to their specilicities. Excursions into the historical period are "anchored" by the 

pictures within the W of time. 

Pracise historical time, spatial and temporal, is the marvelous gift of 

photographs to history. But as explorecl in the report, "timen is an ambiguous feature of 

these photographs. Briefly, time is not advanced through the evidence of the pictures. 

It stands still. The narratives. the photographs infom, are frozen when the 

photographer released the shutter of his camera. 

The contemporary viewer is placed in an illogical position between the "now" of 

the viewing and the %enn of the photographs. To bridge this critical distance, the 

viewer and the photographs have to 'talkn to each other. The ensuing discourse. 

between the viewer and the pictures. seives to bring the latter into the present and to 

take the former into the past. This is the subject of Part Three. 

The adjustments that this illogical juxtaposition require, involve the problem of 

historicism. To be made intelligible to a contemporary point of view, the "strugglen for 

meaning converts the photographs into the essential ' s W  of history. 

Alan Trachtenberg writes, "The historian's task resembles the photographer's: 

how to make the random, fragmentary, and accidental details of everyday existence 
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meaningful without loss of the details themselves, wiaiout sacrifice of concrete 

particulars on the altar of abstraction." And he adds, "Ordering facts into meaning. 

data into histoiy, moreover, is not an idle exercise but a politicai act, a matter of 

judgement and choice about the emerging shape of the present and the future3 

The dilemma of historicism foms the subtext of the report. The "objectiven 

material in the photographs is continualiy quallied by "subjectjven interpretations. A 

defining premise of this aiesis is that an entirely 'objectiven point of view is neither 

possible nor particulariy desirable. 

To be made intelligible, history invites the active participation of the historïan. 

History is a sense the historian makes of the 'stufP of the p s t  As E.H.Carr playfully 

States: 'Study the hiçtorian More you begin to çtudy the facts ... When you read a work 

of history, always listen for the buzzing. If you can detect none. either you are tone deaf 

or your historian is a dull dog. The facts are really not at all like fish on the 

fishmonger's slab. They are like fish swimrning about in a vast and çometirnes 

inaccessible ocean; and what the historian catches will depend, partly on chance, but 

mainly on what part of the ocean he chooses to fish in and what tackle he chooses to 

use - these two factors being, of course, determined by the kind of fish he wants to 

catCh."4 

The two photographs, reproduced for this report, are 'like fish on the 

fishmonger's slab" because I have chosen thern from a larger trove. They are the focus 

of the inquiry developed as I discovered something about them worth pursuing further. 

As a "subject" in the history of the photographs, I take a place within their 

hypoaietical foregrounds. I "stand inn for the photographer because it is his vantage 

3 AJan Trachtenberg, fle~dina Amencan Photoargphs: Irn-er Mathew Bradv to Walker €van& 
(New York: HiH and Wang, The Noonday Press, 1989), xiv. 
4E.H.CarrlWh s i ? T  f 

bridcle. Januarv-March 1961, ed. R. W. Davies, 2nd ed. (London: Penguin Books, 1 W), 23. 



point that I must assume. And to the "foreignnessn of the past, I bring rny own 

perspectives to make the photographs a relevant function of the present. 

Stephen Beçt writes, The historicist insight into the local, time-bound, and 

variable nature of social phenornena is the basis for genuine knowledge of human 

beings and for a critical theoiy of society. The impulse to think, to question and to 

challenge the current state of affairs begins with awareneçç that social reaiity is 

historical and contingent in nature, with the knowledge that things have not always 

been this way and therefore could be otherwise, with the realization that what has 

been constiMed can be deconstituted and reconstituted."s 

In itç way, this report is at once an attempt to "do" history &y defining the unique 

matenality of the photographs as historically based; to "understand" history by 

studying how these pictures fit into their respective historical cantexts; to be "a part" of 

history by owning my personal judgements, by contributing biographical detail and by 

my abiding love for photography in all its complexities. 

5 Steven Best, The Pditics of Historicai Vision: Marx. Foucault. Habermas. (New York: The Guilford Press. 
1995), xiv. 



Photograph #l - 'Medical Heaith, No 57, Feb 23,1912, N S King Q East: 'Macedonians. 
Panto Nicola Restaurant #356 King Street East;" RG 8-32-57 City of Toronto Archives 



Photograph #2 - 'Medical Health No 58 Feb 26 1912 N S King St East; 'Bulgarian 
Lodging House - 'In room shown, 25 men were sleeping on beds and on floor;" 
RG û-32-58 City of Toronto Archives 



"Certainly 'artifad' is a vague enough label for these things. Are they records, tools, 
artworkç. decorations, commodioes, relics? It is üue that the 'originals' of theçe photos 
manifest a knid of archaeologicaf presence. DetrÎtus of a ment past, they are 
nevertheless remote; what they reveaî first is their datedness. But in calling them 
artifacts I grant myself a certain critical distance from a culture that is still rny own, from 
a variety of everyday production that continues in the present and thus appears as a 
moment of the 'natural.' To regard an object as an artifact is to reinvent it. to 
superimpose a new meaning on the past, and tberefore to obscure or mutate al1 eariier 
senses of the objectn6 

6 Allan Sekula. photoar;aphv Awnst the Grain: Essêys and Photo Works 1973-1 993, (Halifax: The 
Press of the Nova Scmtia College of Art and Design, l984), 33. 
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Artifaa 

The Discuverv of the Photoaraphs 

in 1959, the City of Toronto created its first central archives. Robert (A.R.N.) 

Woadden, the first archivist, was appointecl in 1960. The "Records Unit," later the 

'Records and Archives Division," was recommended by J.D. Woods Gordon, the 

management consulting fim. when it surveyed of the city's administration in 1956.7 

The new archivist was uTo maintain a records storage unit or archives in which 

will be kept: (a) al1 noncurrent records not required in the operation of civic 

departments until they are destroyed or pemanentiy stored; (b) records that are to be 

permanentiy stored; and (c) records of historical value."* Woadâen inherited the 

records dating back to 1834 when Toronto was incorporated - 126 years of 

"unsystematic record keeping!"g 

In a recent interview, Woadden described çome of his diffiwlties. The physical 

state of the city's records was deplorable. The su~*ving documents of the various 

municipal govemments were stored in the attic of Old City Hall on Queen Street West. 

The attic was damp and dirty. It was exposed to Toronto's extreme climate and itç local 

pigeons. Woadden went to work each moming dressed in a suit and tie and retumed 

7ln one report. Robert Woadden is describeci as 'the first municipal archivist to hoid such a position in ail 
of English-çpeaking Canada" A. Scott James, The City of Toronto Archives," grban Historv Review No. 
3-73L (Ottawa: History Division,Nationai Museum of Man, 1974). 2. 
8 A.R.N. Woadden, 'Toronto's Venture lnto Paperwork Control and Orderliness,- T he American Archivist\ 
27.1 (1964)' 261. 
g R-Scott James, The City of Toronto Archives, 2. 

1 O 
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home at night looking like a coal miner. 

Woadden also met resistance from other cMc employees. Born in Bntain and 

an immigrant to Canada in 1956, he was asked by one veteran how he could presume 

to know about Toronto's history. Woadden's reply to the individual: 'What part of your 

anatomy is it hardest for you to see? Well it's the tip of your nose! And that's rny job - 
to help you see what's been in front of you al1 along! Think of me as a mirror! It's rny 

job to show you your own history!" 

Among the records that Woadden staff salvaged, was an extensive 

photqraphic collection. In the tower at the South East corner of Old City Hall, 

Woadden discovered "...dl kinds of glas negatives. They were filthy! When the 

photographic section died, the records had fallen into disuse. Something had to be 

The records consisted of approximately 30,000 anüquated glas negatives of 

which 26,000 were eventually restored.11 They date mostly from the perïod after 191 1 

when the Department of Public Works created the "Photography and Blue Pnnting 

Section. " 

The bulk of the work was done under the direction of the first Official 

Photographer for the City, Arthur Scott Goss. Goss held the position from its creation 

in 191 1 until his death in 1940.12 The two pictures, reproduced for this report, are 

from the original qatives taken by Goss in Toronto in 1912 in his first year as Official 

Photographer. Photograph #l is dated February 23 and Photograph #2 February 26. 

Like most of the material in the attic of Old City Hall, the photographic negatives 

10 A.R.N. Woadden, telephone interview, 13 Sept.1997. 
11 R. Scott James, preface. Arthu r S. Goss : Citv Photag~êohe r - Works bv Toronto's id 
Photoara&er. 191 1-1 940, (Toronto: City of Toronto Archives, 1980) N. pag. 
12 The position of Officiai Photographer had continued after Goss's death in June, 1940 but the 
photography section went into dedine. Goss's suaessor. Howard Maabnaid, continued to hoid the title 
until1954 when his position was declassified. The section closed down in 1958. Victor Russell and Linda 
G. Price, Arthur S. Goss: City Photwra~her, N. pag. 
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had been cardessiy stored. Many were packaged in poor quality paper folders, three 

or four ?O an envelope. so that some had fused with each other and to their containers. 

The restoration of the pichires was laborious and calted for a special proceçç 

researched by the Archives staff under the direon of R. Scott James. Scott James 

was hired as assistant to Woadden in 1967 and later succeeded him as City Archivist 

Scott James painstakingly restored the bulk of the collection when it was moved to 

New City Hall after 1 965. 3 

Susan Sontag wntes, "Photographs are, of course. artifacts. But their appeal is 

that they alço seem, in a worM littered with photographic relics. to have the status of 

found objectç - unpremeditated sliœs of the world. Thus, they trade sirnultaneously 

on the prestige of art and the magic of the real. They are clouds of fantasy and pellets 

of information."l4 

The recovery of the photographic archive by Woadden and his staff had the 

features of an archaeological dig. There was an element of romance to each new 

discovery. The negatives which had been forgotten for years were brought to light 

thraugh the efforts of dedicated chic employeas. This collection became a part of the 

m w  archive at a moment of civic readiness. 

üeginning in 1960, the City of Toronto recognized the need to preserve its 

heritage. The photographic negativeç subsequently assumed a new importance. They 

13 R. Scott James. in a recent inte~~ew, explaineci that he had written to Eastman Kodak to l e m  a method 
for restoring g las  negatives. He had published an artide on the procedure in 1974. R-Scott James, 
Interview, 9 Septern ber 1 997; R.Scott James, 'Cfeanmg Glas  Negatiws,' f he Canadian Archivia 2.5 
(1974), 100-102- 
14 Susan Son@, On PhotmriapCiy, (New York: Farrar, Straus and Giroux, 1973), W. 
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became historical documents.~ 5 

Torontonians were becoming incfeasingly interested in their own local history 

and material her'ige. The creation of the Records and Archives Division signafed not 

only the recovery of important documentafy material from the city's past It was also an 

official gestwe of the city towards its own material artÏfacts and archival records in 

need of consemtion. 

The recovery of the photographie collection literaly enabled the city to look 

back upon itself. The pichires show what the city looked like and help to remember the 

faces, the neighbourhoods and the circumstances of lives long lost from view. 

Seeina was Believinq 

"The nineteenth century began by believing that what was reasonable was true and it 
would end up by believing mat what it saw a photograph of was true."16 

The equation between the photograph and "optical tmthn was observed 

repeatedly by the first commentators who witnessed the new medium from 1839. 

They spoke of the "fidelity" of the pictures, of the "incredible exadnessn of the detail 

15 The 'metaphor of archaeology,' in this contact. is richIy suggestive of a concept developed by the 
French historian/philosopher, Michel Foucault Foucautt wntes, 7here was a time when archaeology, as a 
discipline devoted to silent monuments, inert traces, objects without context, and things left by the past, 
aspired to the condition of history. and aitained meani i  only through the restitution of a h i s t o a  
dikourse; it might be said, to play on words a little, that in ouf thne history aspires to the condition of 
archaeology. to the intnnsic description of the monument' Michel Foucauît, The Archaeoloav of 
Knowledae and The Discourse on -Vans. &y A. M-Sheridan Smith. (New York: Pantheon 
Boks, 1972). 7. 
16William M. Ivins, Wnts and Visuai Communication, (Cambridge, Mas. : Harvard University Press, 1953), 
94. 



and of the "wonderful tmth" of the images17 What was the basis of photography's 

daim tu truthful verity? The answer involves a combination of social, scientifiic and 

artistic factors. 8 

From itç inception, photography was a product of an urban, industrial culture 

and a consumer demand. Beaumont Newhall writes, "The incentive to work out a 

practical technique was stimulated by the unprecedented demand for pichires from the 

rising middle class of the laie eighteenth century. .."' 9 

mere had been a proliferation of various 'mechanical aids to drawing" at the 

end of the eighteenth and beginning of the nineteenth centuries. Two such devices 

were the Phvsionotrace from which Silhouettes could be traced, and the Camera 

Lucida.20 These devices were precursors to photography in that they provided a 

mechanical means of faitMully rendering the visible. 

17 is hardly too muai to cal1 thern miraculous. Certainly they surpass anything I could have conceived as 
within the bounds of reasonable expectation. The most elaborate engraving falis far short of the riches 
and delicateness of execution, every gradation of light and shade is given with a softness and fiielity 
which sets al1 painting at an imrneasurable distance."- Sir John Frederkk Herschel, English astronomer 
and scientist, writing to William Henry Fox Talbot, upon inspecting Daguerre's process in Paris in May 9, 
1 839; There were views of three streets of Paris, of the interior of M. Daguerre's studio, and a group of 
busts from the Musée des Antiques. The extraordinary minutenes of such muftiplied details as was 
shown in the street views, particularfy in that of the Pont Marie, was much admired. The slightest 
accidental effects of the sun, or boats, the merchandise on the ban& of the river, the most delicate 
objects. the small pebbles under the water, and the different degrees of transparency which they 
imparted 10 it, - everything was reproducd with incredible exactness. The astonishment was, however, 
greatty increased when, on applying the microscope, an immense quantity of details, of such extreme 
fineness that the best sîght could not seize them with the naked eye, were discovered, and principally 
among the foliage of the trees. In the view of the studio, al1 the folds in the draping, and the effects of light 
and shade produced by them, were rendered with wonderful truth."-London Globe, August 23, 1839; 
Beaumont Newhall, The Histow of Photoar~hv: From 1839 to the Present (New York: The Museum of 
Modern Art. 1 gaz), 23. 
t8PetarGalassi, &fore Photoarêphv: Paintino and the Invention of Photcora~hy, (New York: The 
Museum of Modem Art, 1981). 11. 
19 Newhall. The History of Photograohyt 10. 
20 "The silhouette required merdy the ability to trace a shadow; the physionolrace, iinvented by Gilles 
buis Chrétien in 1786, asked no more of the beginner, wiîh the advantage that a miniature engraved 
copper plate was produced, from which duplkates could be made." Newhall, The History of Photoarilphy, 
1 1 ; The camera lucida was "an instrument consisting of a prism and lens supported by a telescoping stand 
set over drawing paper. Used for copying drawings and sketching views from nature." Naomi Rosenblum. 
A Worid Histay of Photo- (New York: Abbeville Press, 1 984), 634. 
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The devices testffy to a growing market for an affordable and accessible method 

of capturing a pictorial Iikeness. The historian, Beaumont Newhall. describes this 

trend: The fever for reality was ninning high."21 Photography rendered these 

technologies obsolete.* 

The inventors of photography combined "two scientific principles that had been 

known for quite some tirne." The first was optical, and the second, chemical.23 The 

carnera obscura or "darkened roomn had been used at least since the sixteenth 

century. The main principle of the carnera obscura was that a beam of light passing 

through a small aperture in one side of a dark room projects an image ont0 the 

opposite surface. The camera obscura had been a practical device for both artists 

and scientists since oie ~enaissance.~~ It anticipated the modern camera. 

Certain chemicals, the silver halides. darkened when exposed to light. This had 

b e n  discovered as early as 1727.25 The inventors of photography brought the two 

principles of optics and chemistry together, and discovered the means to "to render 

permanent the insubstantial image formed in the camera obscura."26 

Photography was also heir to a pictorial tradition that had originated in fifteenai 

21 Newhall, The Histow of Photaara~hy, 1 1. 
22 'As in the general tendency of manufacture of this pedod. the expansion of the market, with growing 
demand from larger and larger numbers. necessitated the mechanisation of the process of production and 
the replacement of expensive hand-made luxuries such as painted portraits by cheaper mechanical 
imitations.. . f n this sense, aJthough it was an apparatus which could not be developed fumer, the 
Phyçionotrace was the precursor not only of the potential of photography as a system of multiple 
reproduction, but ais of its daims to offer a mechanicaliy transcribed truth.'John Tagg, The Burden of 
mresentation: Essavs on Photogr~hies and Histories, (Amherst: The University of Massachusetts 
Pr=, 1 988),39-40. 
23 Gaiasd, ûefore Phot- 1 1. 
24 Rosenblurn, A World Historv of Photoarmh~ 192 
25 Rasenblum. A Wrld Jjistorv of photo ara^&, 1 93. 
26Galassi, mfore Photmraohv. 1 1. 
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century Italy, with the invention of Iinear perspective27 Peter Galassi, Curator of 

Photography at the Museum of Modem AR in New York, contends that "...in the four 

hundred years of perspective's hegemony over Western painting. artists managed to 

construe it in an extraordinary ~ r i e t y  of ways."28 Photography served to validate the 

essential principles of linear perspective - "...the way visible objects and shapes and 

their spatial relationships are seen by one eye through an imaginary frarnemn29 

From the 'absolute order" and symmetry of 'one-pointed perspective," artists 

had progressively applied and reapplied the logic of pictorial rendering to capture "the 

disruptive influence of an [ostensibly s.i.c.1 arbiiary viewpoint and moment in time."m 

By the nineteenth century, %is fundamental transformation in pictorïal strategy" and 

4he accumulation of pictorial experiment, " had resulted in a highly versatile potential 

for rendering three-dimensional information onto a two-dimensional plane.31 

And to the logical vagaries of spatial alignment and depth of field, photography 

introduced the additional elernent of historical time to produce a entirely new "space- 

time category: spatial immediacy and temporal anteriorityn32 The photograph sen& 

to bear witness to the visual appearanœ of a subject at a precise moment in time. This 

amounted to a factual guarantee that found acceptance in the contemporary. mid- 

nineteenth ideology of Europe that the historian, Linda Nochlin. states had come 'to 

27Galassi. Before Photoaraohv. f 2. 
=Gaiassi. mfore Photogra~hy, 13. 
29 LeWinski. Dictionaw of Photwraohy. (London: Sphere Books. 1967). 183. 
30 Gaiassi, Before Photography, 14: Emest Gombrich uses the term 'schema" to describe We 
progressive invention of basic pictonal tmls ... each den'ved from the exisüng normative analogue of vision 
and establistiing a potential prototype for the next." .; Ernest Gombrich, Art and Illusion: A Study in the 
Pmcholoav of Pictonal Reoresentation, (Princeton, New Jersey: Princeton University Press, 1961 ), 9-30. 
31 Galassi. More  PhotoaraDhx 18. 
32 Barthes. "The Rhetoric of the Image.' trans Stephen Heath. Imaae-Musc-Text. ed. Stephen HeaJth. 
(New York: Farrar, Straus and Giroux, 1 977). 44. 



equate belief in the facts with the total content of Mief itself.. ."33 

There were three fundamentai assumptions that served to validate 

photographs as tnithful statements. Firstly, the photograph was considered evidence 

of reality. mat is, there was a 'materially causative link between object and visual 

sign."34 In other words - a direct correspondence between the photograph and its 

referent.35 

Secondly, the photographic image was considered 'objectivea because it was 

machine-made and thus "unmediated" by human hand.36 And aiirdly. the photograph 

was not so much an illustration of a subject, but was ttiought to be an 'actual piece of 

it" that had been captured airough the effect of reflected light off of a photographic 

subject, and onto the photosensitive chemistry of the film.37 

Together, the airee assumptions served to reinforœ the notion of the 

photograph's "verisimilitude," or the appearance of visual tnith, and its status as 

33 Linda Nochlin, Redism. (New York: Penguin Books, Inc.. 1971 ). 45. 
34 Martin Jay, Downcast Eves: The Deniaration of Vision in Twentieth Century French Thou~ht, 
(Berkeley: University of Caiifomia Press, 1 994), 1 29. 
35 "ln short, the referent adheres." Roland Barthes, Camera Lucida: Refledions on Photmra~hv. trans. 
Richard Howard. (New York: F a m ,  Straus and Giroux, 1981). 6. 
36 'Put simply, the photagraph is seen as a re-presenbtion of nature itseif. as an unmediated copy of the 
reai world. The medium itself is considered transparerit." Allan Sekula, 'On the Invention of 
Photographic Meaning," Thinkincr PhotoaraDhv, ed. Victor Burgin (London: MacMillan Education Ltd., 
1982), 86. 
37 The notion that the photograph is actually a piece of the photographic subject or nature reptuducing 
hefseIf are metaphors that have been often repeated in the Iiterature on photography. Several examples 
will suffice: '.,the Oagueneotype is not merely an instrument which serves to draw Nature; on the contrary 
it is a chmical and physical process which gbes her the power to reproduce herself." (1839) b u i s  
Jacques Mande Daguerre, 'Dagueneotype,' Classic E m s  on Pho- ed. AIan TracMenberg, 
(New Haven. Conn. : Leete's Island Books, 1980). 13; '...[the daguerteotype] painted by Nature's self 
with a minuteness of detail, which the pencil of light in her hands alone can trace... they canmt be CalIed 
copies of nature, but portions of nature herseIf.' italics in original, (1840) Samuel Morse quoted in Richard 
Rudisiil, Mirror Imaae: InRuence of the Daauerrmtpe on Arnerkan Sociex (Albuquerque: University of 
New Mexico Press, 1 971). 57; "Photographed images do not seem to be statements ahut the worid so 
much as pieces of it, miniatures of reality that anyone can make or acquire.' Sontag, On Photograohv, 4 
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material evidence.38 Photography, from its earliest moments, was investeci with the 

capacity for empirical 'exactitude." It became Wie standard for tnRMulness in 

reporting." 39 

A Uniaue Material Ontoloay 

7 h e  type of consciousness the photograph involves is indeed tnily 
unprecedented, since it establishes not a consciousness of the being-there of the thing 
(which any copy could provoke) but an awareness of having-been-there. What we 
have is a new spacetirne category: spatial irnrnediacy and temporal anteriority, the 
photograph being an illogical conjunction between the here-now and the tf7we- 
tnen."4* 

The original glass negatives have a pristine quality as precious objects and as 

representaüons of tvvo unique moments - the photographic moments, selected by the 

photographer, for the projects of his sponsor. These negatives retain, on their two- 

dimensional surfaces, tangible information as to the appearance of the photographic 

subjects when they had their pictufes taken. It is this sense of immediacy and analogic 

replication of the visible that confers. upon the photographic documents, a unique 

material ontology, ernpiricai authority and evidential force. 

38 'When photography emerged on to Me mid-nineteenth century public çtage it was. not surprisingly. 
conceived of within terms of mid-nineteenth-cenfury thought. In so far as it wncemed the image, and 
charactefked most schematically, this thought was in the process of opposing Realism to Rornantiiiçm. 
Kantian epistemology, positing a 'nournenal' worid behind appearances which couM not be known to the 
intellect, had allowed aestheticians to claim the primacy of the motions in art as the way to a 'deep' 
knowledge of the world denied to science. The attack on the philosophicai foundations of Romanticisn 
came from the Positivisrn of Auguste Comte: it is not the intellect which imposes its own structure upon 
extemal reaiity, as Kant would have it. rather it is the inherent order of the objective world which must of 
itseif be allowed to guide Our thinking; for mis we must accept that the reality we c m  s e  and touch is the 
only one there is." Victor Burgin, introduction, Thinkina P h o t o a r e  10 
39 Donald M. Lowe. History of 8wraeois PerceDtion, (Chicago: University of Chicago Press, 1982). 1 35 
40 Barthes, The Rhetoric of the Image, 44. 
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The two photographs reproduced for this report are not 'originaln documents. 

They are, strictly speaking. new pictufes - positives prints recently made from the 

original glas negatives in the City Archives. It is the negatives themselves that are 

the ?men arüfacts. They date from 191 2 and are thus historically contemporaneous 

with the photographer who took the pictures, and with the photographic subjectç who 

posed in front of his camera. The negatives are the utemplates" from which al1 the 

subsequent 'positive" prhts are taken. There were relatively few vintage or original 

paper prints recovered from the atüc because paper. of course, deteriorates more 

easily than g l a ~ s . 4 ~  

The negative-positive photographic method is the basic printing proceçç that 

has characterized the medium since it waç invented by the Englishman, William Henry 

Fox Talbot, in the 1 830's. Talbot patented his procesç. which he called Calotvpe 

("beautiful picturen f rom the G reek), in 1 841 -42 

The calotype negatives were made of paper that had been rendered 

photosensitive in a chernical bath. Talbot's method contrasted sharply wiai the other 

principal photographic procesç of the time, the Daauerreotv~e. The Daguerreotype is 

41 Russell and Price, Arthur S. Goçs: Citv Photoarmher, N. pag. 
42 The credit for the invention of photography is a sitared if contested achievement. T here are, at least 
four claimants: Louis Jacques Mandé Daguene (1 787-1 851 ) whose process, the daguerreotype, was 
announced in Paris before an enthusiastic assembly of the French Academy of Sciences and the 
Academy of Arts, 19 August 1839; William Henry Fox Talbot (1 800-1 8n), whose calotLpe process was 
presented by Talbot to the Royal Society in London aIsc in 1839; Hippolyte Bayard (1 881 -1 887) whose 
"direct positive" process, aiso revealed in 1839. was overlooked in the enthusiasm for Daguerre's 
method ; Hercules Fbrence (1 8O4- 1 879). a 'Frenchrnan living in Brazil,' had made photographic images 
as earîy as 1833. Florence was the first to actuaily use the terni "photography." The difficuky in attributhg 
any one of these individuals with the invention, is that they had al1 been experimenting, throughout ttie 
1830's. with their respective rnethods. The earliest known photographic image dates from approxirnately 
1827, taken by the Frenchman, Joseph Nicéphore Niépce (1765-1833), who iater collaborated witf~ 
Daguerre. Unfortunately, Niépce died before the public announcement in 1 839. The credit for the 
invention, perhaps, çhoufd go to Niepce. M a t  is perhaps more interesb'ng historically than detemiinhg 
who was the first through the gate, is the iâea of "çociai readinessm for the technology and that the several 
inventors were working, independently of one another, toward the m e  objective. Newhall, The Historv 
gf P h o t o a r a  Chapter two. 
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a "direct positiven proces yielding a unique image on metal plate without a 

The Daguerreotype had been publidy announced in Paris in 1 û39. Its inventor, 

Louis Jacques Mande Daguerre, had been awarded a pension by the French 

govemment when it purchased the proces from him.44 While the Daguerreotype 

enjoyed enormous popularity until approximately 1860. it had some disadvantages - 
the pictures were fragile and not easily reproduced. 

Talbot's method also had disadvantages mainly to do with the fuuy resolution 

or lack of crisp clarity in the positive prints. The translucence of the Calotype negative 

yields an indistinct image cauçed by the fibre texture of the paper. unlike the 

Daguerreotype which is charactefistically highly reçolved. 

But it was Talbot's negative-positive process that was most innovative and 

anticipated what photography would becorne. The potential for reproducing a 

photograph in multiple copies for distribution, was the special feature of Talbot's 

invention that caught the imagination of the public.45 

By the 1860's. both the Daguerreotype and the Calotype had been succeeded 

by a new method - the Collodion. or wet plate process, invented by Frederick Scott 

Archer in 1851. Archer's invention combined the best features of both Talbot's and 

Daguerre's inventions (high resulution images with the potential for indefinite 

reproduction) and eventually replaced thern.46 

43 Lmiriski, Pictionarv of Photcar- 54. 
44 Lewinsky , Oictionarv of Photoaraohv, 84. 
45 Between 1844 and 1846, Talbot published The Pend of Nature. a book issued in 'six installments by 
Longman, Brown, Green & Longmans of London" and was the first publication to feature photographs as 
illustrations. Newhail, The Hian, of P h o t o g w  43. 
46 The 'wet plate' or 'collodion proces,' invented by Freâerkk Scott Archer in 1851. 'aimost entirely 
replaced the daguerreotype and the calotype, and was used exclusively for the next thirty yearç. It is 
known as wet collodion because of the necessity of perforrning both the exposure of the plate and the 
processing while it is still fairly dam p." Lewinski, Qictionarv of Photoara~hy, 67. 
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It wes to remain the photographie process of choice until aie introduction of the 

drv olate in 1878.47 This latter process was the one used by Arthur Goss throughout 

most of his career-a Goss' work for the city was also aided by the use of magnesium 

flash powder, inventeû in 1887. facilitating interior shots in dim lighting conditions.49 

Goss' glass negatives were "contact printed." This means that they were placed 

directly onto the photosensitive paper, then exposed to Iight in the darkroom until they 

yielded a "positive" print airough further chemical development The photographs, 

reproduced for this report, are the same size as the original ghss negatives because I 

wanted to present the images as Goss migM have printed his own work. 

Throughout his years as Official Photographer, Goss produced an abundance 

of photographs for many diierent municipal depamnents and projects. He took 

photographs for the Oepartments of Public Works, of Health, of Parks and Property as 

well as the Toronto Harbour Commission and the Hydro Electric System9 

Goss was a meticulouç worker. He frequently labeled his images with 

identifiers, etched directiy ont0 the glas negatives, providing information as to the 

project the photagraph was to serve, the site location and the date. Goss was, in 

many respects, the original archivist of his own body of work. He maintained a careful 

filing system and kept copies of the work he did for the vanous municipal departments 

47 The "dry gelatin plate" proc8ss was invented by a British phyçician, Richard Leach Maddox, in 1871. It 
becéune cornmercially atmilable by 1879 when 'rnanufacturers in Great W n ,  Europe and Amerka now 
began to suppl y geiatin plates packaged and ready for use.' New hall, The Historv of PhotocrraDhy, 1 23- 
124. 
48 Aithough flexible film stock on transparent celluloid had been introduced in 1889, many photographers 
continueci to work with g las  negatives Arthur Goss' s work as an amateur photographer may have 
contnbuted to a creative purism and a loyahy to traditiinal methods (see below, Part Two - The ûffÏaal 
Eye). According to RScott James, Goss did not work with flexible film s tock until the 1930's. R-Scott 
James, Interview. 9 Septanber 1997 
49 'Fiashlight powdef or BIitrlghipuEver had been invented in Gmany in 1887 by Moîf Miethe and 
Johannes Gaedicke and consisteci of "guncotton with Nice its weight of magnesiurn powder on a metai 
tray" and when ignited bumed in a flash. The use of Ylashlight powder" enaMed photographers to take 
pidures a! night and in dimly lit interiors. Newhaîl, The Histonr of Phot- 133. 
50 Russell and Pffce, Arthur S. Goss: CiW Photogrémher, N. pag. 
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in his own section. The archive. recovered from the atac of Old City Hall after 1960. 

was largely compiled by Arthur Goss and his staff.51 

The two images. reproduced for this report, are from the negatives taken by 

Goss for the Public Heaith Department There is corroborating information visible at 

the bottom of the photographs. (The labels serves to give the photographs 

provenance and to amplify the documentary value of the record.) W i  the aid of Gosç' 

identifiers, the researcher is able to anchor the photographs within the larger historic 

context. and to use them as prirnary research material. 

These images were part of a reform program directed by the Medical HealUi 

ûfficer, Dr Charles Hastings, who çerved the city from 1910 until1929.52 Hastings 

had identified the "overcrowdingn of immigrant men in 'cornmon lodging houses" as a 

matter of parücular concern for the public health of the greater community.53 The 

photographs served to document examples of this phenornenon and Goss' iabeling 

provides the concrete connection between the photographs and the historic narratives 

they inform. 

51 Russell and Prb .  Arthur S. Goss: Citv Photoargpher, N. pag. 
2 Heather MacDougall, ActMsts and Ad~cates: Tomnto's Health DeDartrnent 1883-1 983, (Toronto: 
Dundurn Press, 1990), 31. 
53 Charles Hastings, Reoort of the Meûicai flealar mir Dedi- Wh the Recent lnvestiaation of Slum 
Conditions in Toronto. Fm bodvina the Recommendations for the Amdiaration of the S- (City of 
Toronto, 191 1 ), 8. 



Two Group Portraits 

'Like novelists, photographers of groups capture Our attention by tacit means as 
much as by oveR ones, by the import of a look. a touch. a way of sitang or standing. 
These are dues to meanings we can only guess at. And group portraits in turn make 
novelists out of us, testing our skills at deciphering body language. at imagining 
plausible narratives. They excite our imaginations with the prospect of dehring into 
complex realities, digging beneath surfaces, and ferreting out truths from appearances 
captured with the stop-acüon speed of the camera. Group portraits m e  iaden with a 
surplus of information, but there's always more we want to know - about the group's 
hiçtory, itç inner dynamic. "54 

On inspection, Photograph Cl and Photograph #2 are doseiy related. Both are 

are interior shots taken in rectangular rooms. The subjects are al1 male. The two 

photographs feature many of the same people. Bo# are horizontal pictures which 

suggest that the photographer has exploited the lateral capability of his camera to 

capture the full breadths of the rooms.s 

But the two photographs are also completely different. Although both pictures 

are group portraits, the effect of Photograph #1 is the opposite of Photograph M.% 

More obviously, Photograph #l is a fomal arrangement of subjects in a public setting 

identified in the label that accompanies the photograph as the 'Panto Nicola 

Restaurant, 356 King Street East-" The subjects are symmetfically arranged around a 

central axis which also senres as an access for the eye to travel through the center of 

the room from the front to the back. 

54 Alan Trxhtenbwg, The Group Portrait,' Multide ExDosure: The gr ou^ Portrait in Photmmhy, (New 
York: Independent Curators Incorporated, 1995). 17. 
55 The 'vertical' format usuaily characterizes aie individual portrait while the 'horizontal' is conventionaily 
used for çcsnic subjects such as landscapes. The 'horizontal' format in group photography situates the 
human subjects in a spatial field of vision. In pictonal t m s ,  the 'horizontal' format encourages a social 
definition of the grwp "...emMematic of the way we situate ourselves in space and organke that space 
a#=urding to aesthetic and cuîtural principîes.' ( W b  in originai) Graham Clarke, The Photoarmh, 
(Oxford: Oxford University Press, 1997), 22. 
56 The group provides an idenüfying context for the individuals; the seif-presentation of each person 
seems conditioned by the preserice of the others. €%ch seems to be aware of being part of a smdl, 
integrai group, aware of shan'ng an identity farger aian that of the separate self.' Trachtenberg, The Group 
Portrait, 20. 



24 
Photograph #2, on the other hand, is taken in a congested dormitory and is thus 

a more private çetting. The physical cîoseness of the subjects and a sense of 

crowdedness, are the most salient features. An interesting pictonal detail, apparent on 

dose examination, is the inclusion of Photograph #1 rreproduced in multiple copies 

and held up, by at least seven of the subjects in Photograph #2, for recording by the 

camera. 

This device serves to make the two photographs self-refemng. It aiso provides, 

however cryptic, the rudiments of a narrative çequence. It confers a temporal logic to 

the arrangement of the photographs. Photograph #l must precede Photograph B. In 

the three days. separating the two photographie moments, the photographer has 

developed and printed Photograph tl, in multiple copies, for distribution to the 

subjects in Photograph rY2 This is supported by the labels accompanying the pichifes. 

Photugraph #1 was taken on Febniary 23, 1912 and Photograph #2 on February 26, 

191 2-57 

There are çome other interesting details that make the two photographs self- 

refemng. Firstly, a careful head count will show that there are twenty subjects in eadi 

of the pichires And, as noted above. many of aie faces appearing in Photograph # l  

also appear in Photograph #2. For example, the man in the foregrowid of Photograph 

K!. with the buttoned tunic, appears in the Phoîograph #l at the rear of the room 

raising his hat to the camera. And the husky young man straddling his chair, in the left 

foreground of Photograph # l ,  appears in Photograph #2 at the rear. holding up hls 

capy of Photograph #1 for the carnera. 

Similarly, the motif of the two aproned figures at the rear of Photograph #l , 

flanking the central figure in a suit and tie, is repeated in the hHo men, also in aprons, 

57 Febniary 23,191 2 was a Friday and Vius Febniaiy 26 was a Monday. 'Perpetual Calendar." The 
dae Encv(Zfppedia ed. Peter Crystal, RR30; The suggestion of weeltend work by the 

photographer is consistent with Arthur Goss' tendency to put in overtime hours as City Photographer. 
(See beiow, Part Two - The Official Eye: Arthur Goss) 
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on eioier side of the door at the rear of Photograph #2. This would seem to have been 

anotkr deliberate attempt to make the two photographs selfireferring. 

The horizontal formats of each picture, with the sharp foreshortening of the 

rooms and the feeling of collaboration between the photographer and his subjects, 

serve to make the pictures quite similar despite differences in treatment And the 

inclusion of Photograph #1, within aie literal content of Photograph lt2. rnakes the 

pictures cornpanion pieces to be considerd together. 

Section Views 

A method for considering the photograph as a unique formal achievement is 

suggested in a short text, The Photoarapheras Eve by John Sarkowski. the former 

Curator of Photography at the Museum of Modem Art in New York City. Sarkowski 

provides a means of considering the photograph by itseif. In his understanding, the 

photograph is a self-refemng, integral kind of pichiremaking. He wntes, The study of 

photographic form must consider the medium's 'fine art' tradition and its 'functio~l' 

tradition as intirnately interdependent aspects of a single history."% 

Szarkowski regards the photograph as a pictorial form with its own uvemacular.n 

It involves a series of "section views" transacted by the photographer at the 

photographic moment. The section views are 'the thing itseff, the detail, the frame, 

time and vantage point."ss 

The photographer applies the "section views of the craft in two ways: first. from a 

worker's intimate understanding of his tools and materials ... and second he iearned 

from other photographs. which presented themselves in an unending stream."m And 

58 John Szarkowski. The PhotOara~hefs Eve, (New York: Museum of Modem AR 1966). 5. 
59 Szarkowski. The Photoaraoher's Fve, 8-1 1. 
60 Szarkowski. The Photoaraoher's Eve. 7. 
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the operative principle at work in the deliberation of a photograph is 'choice.' 

The photographer selects the subject matter accurding to the f̂ine art" and 

Yunctional traditionsn that have educated his point of view. The resulting picture 

reflects a process of visual editing to achieve "a substitute for the subject itseif - a 

simpler, more permanent, more cfearfy visible version of the plain fact."61 

It is Szarkowski's opinion that still photographs have "never been very 

sucœssful at narrative." By itsel, the photograph is antithetical to narrative flow. It 

does not advance a story so much as arreçt it at a partiwlar moment. Szarkowski 

mes, "The function of these pictures was not to make the story dear, it was to make it 

real." The role of a photographic record, in a narrative sequence. is thus more 

'symbolic." It encapsulates specific moments that becorne representative of a larger 

occasion-= 

The "section viewsn the photographer considers in taking a picture are 

interdependent interpretationç of events. The actions of the photographer can be 

compared to that of the historian. Each faces an "opaque Bass of fa -...and explores 

the tension between facts and meanings, between the visual details themselves and 

the significance diçcovered in and through them." But for the photographer, it is the 

viewfinder of the camera that serves to frame the subject matter of history. And it is the 

details he selects. that will be rernembered in the evidence of the photogtaph.63 

61 Szarkowski. The PhotoarmherJs EVQ, 1 2. 
62 Szarkowski. in this remar(<, is refdng to photographic documents of war, specifically the Amencan Cil 
War recorded by the Mathew Brady group of photographs and aie incomparaMy farger photographic 
record of the Second Wotld War.' Szarkowski feeis these documents 'neither explained, without 
extensive captioning, what was happening." Szarkowski, The Pti0tog~a)~hef's Eve, 9. 
63 Alan Trachtenberg. Reading American Photoaigphs: lm-- Histow MaMew Bradv to Walker Evans 
(New York: The Noonday Press, 1 gag), xiv; There is ... a fundamental anaiogy behneen historbgraphy 
and the photographic media: like the photographer, the historian is Io- to neglect his recording 
obligations over his preconceptions and fully to consume the raw maten'al he tries b mould .. .Srnail wonder 
that camera-ready paralkls historical reaiity in t m s  of structure, its general constitution. Exadly as 
historid reaiity, it is partly pattemed, partly amorphous - a consequence, in both cases, of the han- 
cooked state of our everyday worid.' Siegfried Kracauer, Histonr: The k s t  Thinus ûefore the Last, (New 
York: Oxford University Press, 1969), 57-58. 



Sarkowski's method can be applied to these photographs to appreciate their 

unique qualities and aitisüc merit Photograph #1 is beautifully composed. A group of 

men is posing for the camera in a rectangular r o m  viewed from a midpoint. The 

anangement of the subjects is so orderly that they seem to have been directed by the 

photographer for his purposeç. Were the chairs and tables shuffied. with the 

cooperation of the occupants, at the direction of the photographer? A collaboration, 

between photographer and his subjects, is suggested by the way the men are 

positioned for the photograph. 

Seven men sit on chairs at the nght of the frame and are facing the camera. At 

the extrerne left of the frame, two subjects sit on a ledge and lean against the wall. 

Two addiional figures are seated on the same side of the room in front of a stove that 

is partially hidden by two other subjects. 

At the rear of the rom, behind the Hove pipe. a row of eight men stands to face 

the photographer. This orderly line of figures encloses the back of the room. A central 

figure dressed in a suit and tie, is positioned so that the hanging light fixture seems to 

be directly over his head. But logically, the recession of the space of the room requires 

that this central figure and his fellows at the rear, be behind the light fixture as they are 

behind the stove pipe. 

The arrangement of the r o m  is symmetrical. Figures on the left and the right 

are separated by a corridor through the center. This device createç a visual 

progression: the viewer is encourageci to p a s  through the subjects in the foreground 

to the central figure in the row at the back who stands in the center of the photographic 

frame. Two aproned figures who flank this œntral figure, reinforce this syrnmetry and 

give the room a dassic orderlines. Balance and focus make the picture a formal 
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group p0rtral.M 

But oie photograph is filled with detail. The manner of dress, the hats, the 

moustaches, the unswept floor suggest a working man's establishment. The seated 

repose of the subjects in the foreground also suggests a moment of relaxation. 

For all mat, the subjects are solemnly posed. They face the camera, several of 

them actually looking away to something at the left (not in the frame), with a kind of 

sustained, deliberated stiliness. The photographer has likely asked thern to hold their 

attitudes, without moving, until the photograph was taken. 

ihe features of the two men at the left çeem washed out by light. This suggests 

that an artificial light source, a flash unit, was us&. It also seems that the lighted 

panel, pemaps a steamed minor, at the rear of the room, reflects a bright light where 

one might expect shadow. The faces of the men in the back appear not as back-lit 

silouhettes, but in clear definition, which would support the suggestion of arüficial 

illumination. 

There is a sense of temporary interruption in the photograph. The men have 

paused in conversation and tumed their chairs towards the photographer and held 

their separate countenances to be recorded by his carnera. The interruption makes 

Mis photographic moment more important than the occasion migM ordinarily have 

assumed. The grouping, arrangement of subjects and orderiy cornpliance, are within 

the frame of the photograph and make of the occasion not just an illustration of 

photographic deliberation, but a separate reality defined by the conventions of the 

photographic medium. 

John Szarkowski writes that photography provides a picturemaking proces 

64 Classical ~0mposition mnsists of "one center of interest m e r  placed centrally, or on the division of 
thirds ... with ail the other elernents of the picture toned down, so that they do not interfere and create 
visual tension ..." Lewinski. gictionarv of P h o t o a r w  79. 
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that is different from other pictorial conventions such as painting or drawing. A 

painting is made. A phootograph is taken.= When the photographer selects the 

subject, he uses a diierent set of niles than the painter who can reorder the content of 

the picture arbitrarily. 

When the photographer reorders the elements of the picture, 1 is the three- 

dimensional, prephotographic information that must be modified before the exposure. 

Sirnilarly manipulating the photographie document, whether by croppinq the negative 

or by photomontaae, comes aiter the photographic moment, and is not pan of the 

original exposure.66 In short, the photographic negative retains fairly precïse historical 

information about the subject at the moment when the carnefa's shutter was released. 

Photograph #Il  viewed without any additional information, is an irnpressive 

achievement in itself. It portrays an orderly group portrait of a collection of male 

subjects. 

What one can infer about the way the subjects have arranged themselves or the 

extent to which the photographer imposed upon his subjects to make them confomi in 

a certain way, is hidden wiaiin the photograph itseii. The tangible presence of the 

subjects, convinces us that this is how they appeared at the photographic moment37 

The photographer could stage-manage the room to a limited extent. But the 

details of the picture were preexistent. it is reasonable to assume that the hanging 

larnp, the stove pipe, the stearned mirror were al1 in place before Goss anived with his 

65 Szarkowski, The P h o t o g m d  6. 
66 Cropping is 30 delete some of the image area when printing.' Alfred A. Baker. Photograohv: Art md 
Technime, (Stoneharn, Mass.: Butterworth Publiaers, 1988). 289; Photomontage is "the pasting 
together or oaierwise combining separate and disparate pictutes to form a new visual ent ity..." Newhall, 
The Historv of P h o t o a r a  210. 
6f 'Our faith in Me M of Me photograph rests on our belief that the lens is immai. and will draw the 
subject as it is neither nobler nor rneaner. This faith may be naive and illusory (for though the lens draws 
the subject, the photographer defines it), but it persists- The photographer's vision convinces us to the 
degree that the photographer hides his hand-' Szarkowski, .he T 12. 
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camera. If he directeci the men to sit just as they are sitting, or to push the chairs and 

tables to the edg8s of the room to offer a visual corridor through the cent81 of the room, 

his instructions are now a part of the Iiteral content of aie pichire. The photographer 

used what was available to construct a well balanced photographic portrayal of the 

rmm and of its occupants. 

And how well he used it! The edge of the photographic frame is repeated in the 

vertical lines of the wallpaper, the vertical breaks in the wall and in the stove pipe. The 

dramatic foreshortening of the room skillully ernploys a singlepointecl perspective 

and ail the horizontal lines converge onto the head of the central figure at the rear. A 

line is weated by the shoulders of the standing row of men. The two figures at the 

extrerne left and the seated men at the right the room serve to enclose the space of the 

room parentktically. 

The floor seerns to dope upward as the ceiling slopes downward accentuating 

this effect. The cord of the hanging lamp and the lamp itsetf fom a line extending 

downward to meet the central figure and the line then passes through the figure to a 

visible separation in the floorboards which leads the eye to the front of the room. The 

line divides the frame of the photograph in half. 

The faces of the robust young men exude a feeling of healthy energy in repose. 

One subject at the right background gestures with a raised hat to the camera; another 

sits at the left in the foreground holding an open pocket watch as though timing the 

expoçure; several çubjects, at the back of the roorn, rest their arrns on each others' 

shoulders; the husky man seated at the left middle ground and straddling his chair 

lookç upwards with an affable expression. There is a dignity to these men with their 

steady gazes each ço different yet forrning a group. 

These are willing subjects. The rapport between these subjects and the 

photographer rnakes the photograph collaborative. There is honour to the occasion 
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and an interaction between the subjects themselves. They are having their picture 

taken. 

The exposure the of the photograph was likefy lesç than a second. With the 

use of flash which is suggested by effects of the lighting on the subjects, the exposure 

of the film was virhially instantaneous. Su there are no blurred details or sudden 

rnovements and the subjects are frozen in the tableau-captured at the precise 

moment the photographer has selected. 

What is not visible in the photograph can be inferred from what it does show. 

For example, the frame of the picture cuts the figure at the extreme left through his right 

shoulder. And at least two of the faces at the rear of the room are blocked by the 

heads of those in front of tbem. These limitations do rot disturb the integnty of the 

photograph. Rather, an interna1 logic or spatial coherence assures the viewer that 

hidden details exist, but are merely outside or hidden within the picture frame. 

Similariy, the floor continues forward and not just to the picture's edge as does 

the ceiling. While it may seem obvious, these suggestions of more content than the 

the photographer can show us (partiy by choice and partiy because of the picture's 

limits) are proof of the image's integnty and can be critical to its reading. What is 

imrnediate in the content of the picture provides the basis for inference outside literal 

content. Even the photographer's presence in the room, is only by logical inference 

since we cannot see him within the picture. 

To accommodate the physical limitations of the space, Arthur Gosç haç moved 

his camera as far back as possible. to capture on film as much of the room and the 

subjects as he could. But a bigger world exists outside the confines of the room 

delimited and encloseci by the frame of the photograph. The picture's claim to opticai 

truthfulness is both explicit in how it corresponds to recognizable reality and irnplicit in 



how the excluded details can be logically inferred.m 

Photograph t2 is quite difFerent frorn Photograph #1. Alaiough many of the 

subjects are recognizable in both pictures, t k y  are not captured in the sarne way at 

ail. The sense of orderly space is absent in Photograph 62. Congestion not order 

predominates. The rmm is dearly a domitory. Three beds are visible and there is 

little space between them. 

The seated subjeds in the foreground and the standing figures behind, suggest 

that the room is filled to capacity. The ali-maleness of the subjects is, as in the first 

photograph, a salient piece of information. A coat, a nimpled blanket and a çoiled 

pillow or mattress, behind the subject in the immediate foreground, suggest a 

disordered material existence. The heavy mats, the hats and other apparel suggest 

that it is Winter. 

By their gestures, the subjects in Photograph #2 seem to be saying çomething 

to the viewer. The cryptic inclusion of Photograph #l , held up in multiple copies, 

tentatively suggests that the subjects are saying where else they would ramer be 

receiving a guest. 

They appear to be çaying, through the evidence of their gestures - if you must 

see me this way (in Photograph #2) then you should know that this is how I prefer to be 

seen (in Photograph #l). Perhaps the photographer, through an ingenious pictarial 

device, is giving something back to his subjects to ïepay them for letong him take their 

68 "One way or another, s photograph provides evidence about a scene, about the way things were, and 
most of us have a strong intume feeling that it provides better evidence than any other kind of picture. 
We feel the evidence corresponds in some strong sense to reality, and ... that it is true because it does so." 
(iics in original) William J. Mitchell, The Reconfiauted Eve: Vi.wai T M  in the Post-Photoara~hic Er& 
(Cambridge, Mas. : The MIT Press, l992), 24. 



picture a second time. 

The orderlines in the restaurant contras& with the disorder in the donnitory. 

The dasical symrnetry of Photograph #l becornes congested concentration in 

Photograph #2. The seated repose and social distance between the subjects in 

Photograph #l becornes physical elbowing and intimate proximiv in Photograph #2. 

Of course. much of this information is conjectural. The photographs are like 

cryptic messages where aie proof that the code has b e n  broken is by internat 

inference. The pictures. in themselves. cannot provide the means to a conclusive 

interpretation. Roland Barthes considers photographs to be "messages without a 

coden and thus "continuous messages" in the ongoing deciphenment of their content9 

The attempt to decode pictorial content, is a proces of translating the viswl 

information into analysis and of coaxing the photograph to release narrative 

information. But what provides the incentive to do this? 

In one of his later work. Camera Lucida: Reflections on Photwraohv, Roland 

Barthes identifies two elernents of a photograph mat advance a process of inquiry. 

These aspects he calls aie "studium" and the "punctumn of the 'photographie 

messagen. The "çtudium" is "the publidy availaMe meaning of the image, its 

connotatively charged subject matter detemineci by the cultural context in which it is 

received. " 

The "punctum" is "that unexpected prick, sting or cut that disturbs the 

intelligibility of the culturally connotated rneaningsn of the photograph's "studium". The 

"punctumn cannot be reduced to a code nor "generalîzed for al1 viewers." The 

69 Barthes, T h e  Photographie Message.' trans. Stephen Heath.. ImageMusieText ed. Stephen Heath 
(New York: The Noonday Press, 1 977), 17. 
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"punctumn serves to 'pierce" the 'studiumn and calls for special attention.70 

It was the photograph within the photograph. that prompted me to develop the 

rhetoric of the two images as self-referring "signs" with a potential for nanative. 

Photograph #1 "punctures" the second by being literally reproduced. And it is the 

subjects thernselves who are doing the self-referring. 

Photograph #l can be considered a group portrait that ostensibly respects or 

honours the photographic subjects.7~ On the surface. the picture does not undermine 

or compromise the men in any obvious sense. In fact, 1 is unclear whose intereçts 

Photograph #l is actually serving. 

One migM speculate that it is seMng both the photographer and his subjects 

within a context that is mutually beneficial. Photograph #1 validates the photographer 

at his craft. It also validates the subjects themselves who are gathered together in a 

restaurant or coffee shop where they are meeting to socialize. 

Photograph #2 is l e s  respectful of the subjects. They are squeezecl into a 

room and pressed shoulder-to-shoulder on rumpled beds. But they refer back to 

themselves, with the indusion of the first picture. recalling how they were validated. 

But nothing can be said for certain outside the visual content of the two 

photographs. No story is advanced beyond the temporal progression suggested by 

the two images. Even recognizing the same subjects in both pictures, does not 

provide any clear narrative. They remain anonyrnous men who were photographed at 

two specified moments in time. 

What recornrnends the pictures for further inquiry is the interaction between the 

70 Roland Barthes, CFimera Lucida: Reflections on P t io toarm 26-27. 
71 'We are confronthg ... a double systern: a system of representation capable of funciionhg bath 
homnficaily and repressively. This double operation is most evident in the workings of photographic 
portraiture." Altan Sekula, "The Body and the Archive," The Contest of Mennina: Critical Histories of 
PhotoaraDhu, ed. Richard Bolton (Cam bridge, Mass. : The MIT Press, l992), 345. 
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photographer and his subjects. There is çomething happening, within the pidures, 

that captures a narrative sequence, but that is incidental to the larger occasion of the 

photographs. 

Conjechire about the visual evidence in aie photographs suggests more about 

the photographer's ingenuity with his camera and about his skilf in winning the 

subjects' cornpliance, than about the historical reasons for these pichires And the 

labels. attached to the photographs. help situate the images into a context. 

Arthur Goss was the skilled technidan who created Photograph 81. But in 

Photograph #2, the refom prograrns of his sponsor, Dr Charles Hastings, are more 

clearly senred. As will be shown, the contrast benNeen the images epitomizes two 

alternative ways of perœMng these immigrant men who are both honoured and 

dishonoured within the evidence of the two photographç. 

The contrast alço shows two distinct approaches to the photographie medium 

within Goss' own career. He has "picturedn the men differenUy in the photographs and 

provided two speafic ways of understanding him historically. Goss is working as a 

photographer with an independent point-of-view in Photograph #1 and as an 

instrumental technician providing information in Photograph a2 But his integrity is 

evident in many of the pictures he produced for the City and these photographs are 

good examples. 

The Photoara~hic Labels 

There are several sets of identifiers attached to the photographs. First are the 

photographer's own labels inscribed directly onto the negatives by Guss hirnself. 

These give information related to the project the pictures served. Here, Photograph #l 
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is labeled "Medical Health No. 57 Feb 23 191 2 N S [Norai Side] King St East" and 

Photograph # 2, 'Medical Health No 58 Feb 26 1912 N S King St East." 

A second set of identifiers is handwritten on the archival prints. Photograph #1 

is labeled-"Macedonians, Panto Nicola Restaurant #356 King St E. Feb 23, 191T 

and Photograph #2 - "8ulgarian Lodging House, '...in room shown, 25 men were 

sleeping in beds and on floor.'"72 A third set of identifiers was applied much later, after 

1960, when the negatives were restored and catalogueci: Record Group S32-57 and 

#8-32-58.73 

The information on these labels advances the narrative of aie photographs. But 

what is omitted from the labels: the specific idenüües of the subjects, may be as 

revealing about the historic reasons as what has been included. 

Captions and labels on photographs enclose the content They say: "This is 

what the picture shows." The naming of the subject is what the photographer or the 

editor considers its most salient identifier (Le. This is ... "Niagara Falls." This is ... "Joey. 

age 2."). 

Labels often serve to limit the content of a photograph. The enigma of the 

photographie document is that it usually shows much more than a summary label can 

describe. Thus. the photograph's label can serve to establish a rhetorical reçponse in 

the viewer by focusing on or excluding information. 

The individual subjects in these two images are not named. Their identities are 

relegated to a group identity - "Macedonian" in Photograph #l and 'Bulgarian" in 

Photograph #2. Startifig with the City Directory for 191 2, the address of the 

Photograph #I was indeed the "Panto Nicola Restaurant" at 356 King Street East. The 

n R.Çcott James. who restored the negatives, couid not r d l  fmm what source this additional 
information was taken. R . W  James Interview, 9 Septernber, 1997 
73 Records Group H-M. 8-32-57 8 Records Gmup 8-32-58, City of Toronto Archives. Department of 
Public Works Photographs. There is a total of 976 images in the Health Series. 
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restaurant is listed at the intersection of Power and King Streets across from the site of 

'Little Trinity Anglican Church."74 According to tillian Petroff, histon'an for the 

Macedonian-Canadian cornmunity in Toronto, this was the district where Macedonian 

people stayed during the sojourning period. 

During aie sojourning period many Macedonian men immigrated to Canada, 

and to Toronto, in particular, for work opporhinities but intended to stay for a relatively 

short period of time before retuming to their native villages. Petroff writes mat mis 

period lasted from 1 903 unti11912.75 

In the Tax Assessrnent Rolls for 191 2, litüe information about names is provided. 

In a cuflous oversight, in the derical entries for houses where normally the names of 

the occupants can be found, are here replaced with "various tenants." And further. the 

"occupations" are listed as "Macedonian."76 

This defical error c m  suggest two things. Firstly, the Macedonian occupants 

were tenants not owners. In fact, few of the buildings and houses in this area of the 

city list Macedonian owners (going by the names) although this was the center of the 

first sojourning community- where gathering places and boarding homes were 

located. 

Secondly, as wial the photographs' summary labels, the Tax Assessrnent Rolls 

identity Macedonian "tenantsn in groups and not as individuals. Where they worked or 

what aiey did for a living was, apparently, of no parücular interest to those who 

collected the information. Identifying the "occupations" as 'Macedonian" may also 

suggest dismissal: these houses with "vatious tenants" could be passed over. 

74Toronto C i  Directory 191 2 - Street Names. City of Toronto. Microfilm Reel 1 of 2, #297. 209- 
75 Lillian Petroff. aoumers and Settlers: The Macedonian Comrnunity in Toronto to 1 940. (Toronto: 
University of Toronto Press, 1995), xv. 
76 7ax Assessment rolls held little information about unpropertied and transient mjoumers. ' Petroff . 

iourners and Settlers, xvi; " houses with 'various tenants' under occupation 'Macedonian'", Toronto 
Tax Assessrnent Roll& City of Toronto (1 91 2) #275, Ward 2, Div, 1 . 73. 
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The naming of names, at the time of the photographs, was further complicated 

by language barriers and by the cornplexity of Macedonian names for an English- 

speaking city. For example. Petroff tells the story of Lazo Evanoff who worked at the 

Kemp Manufacniring Company. at River and Gerrard Streetç. His name was changed 

to Charlie Johnson to make it easy for his employer and CO-workers to remernber.77 

Macedonian sojourners who were 'used to avoiding Ottoman authorities. tried 

at first to evade Canadian officialdom as well." "Macedonians disappeared within 

official listings. obliterated by Canadian use of inadequate passport definitions of their 

nationality - as Bulgarian, Greek, Serb or Turk - in governrnent indices of population. 

Compilers of city directories in Toronto were apt to list Slavic boarding-house 

denizens as foreigners." Petroff concludes that 'Macedonians in North America 

sought officia1 non-existence. "78 

Difficulty in putting a name to a face al- refers to a œntral problem in using 

photographs as primary historical material for research. Without a concret0 identifier, 

there is no method, short of oral testimony, to name a face in a picture. Names are 

simply omitted from the official registers. What is included is the national grouping - 
'Macedonian" in Photograph 81 which becomes 'Bulgariann in Photograph #2! 

After considering the images. Lillian Petrof# commented: 'I can tell they're 

Macedonians just by looking at them. " But she can not put names to any of the faces. 

She may alço have based her identification on her knowledge of dress, moustaches. 

and the central importance played by coffee shops during the sojourning period.79 

But how could the same photographic subjects be 'Macedonian" in Photograph 

#1 and "Bulgarian" in Photograph #2? That answer lies with events in the Balkans - a 

n Petroff, Soioumers and Settlers, 44. 
78 Petroff, Spioumers Settle~s, xvi. 
79 lillian Petroff , Interview, 25 March 1997. 
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world away from Canada. 

At the time of the pictures. the Macedonians had begun to emerge from a 

fragmented, village-centred culture into a more unified although frustrated national 

cohesion.m Their revolt against the Ottoman Turks allied them wÏth the Bulgarians. 

The two peoples also shared a cornmon Slavic ancestry, a literary language and a 

religious liturgy.81 The photographic subjects might be more accurately relabeled 

"Macedonian-Bulgarian." The labels refer to this collective identity sirnply by naming it 

not the individuais. The labels only hint at Me cornplexities of the Balkans. 

Petroff writes that the sojoumers living in Toronto came 'principally from the 

Ottoman-niled provinces of Kostur (Castoria) and Lerin (Florina), now in noraiem 

Greece."w These provinces contained Turks, Bulgars, Greeks. Serbs, Macedonians. 

Albanians, V l a d  or Kutzo-Wachs, Jews and Gypsies-a John Reed ( the American 

journalist who subsequentiy wrote Ten Days That Shook the World) was tréiveling in 

Macedonia in 1915. He writes, "In a space of five square miles you will find six 

villages of six nationalïties, each with its own customs, language, and traditions. But 

the vast majority of the population of Macedonia are Bulgars."m 

The Macedonian-Bulgarian identity was more of a national aspiration than a 

political reality, at the time of the photographs. But the fact that the photographic 

80 Petroff, aioumers and Setters, 3-7. 
81 Petroff, Soioumers and Settier~. 8. 
82 'A uniquely 'interior' and precise 1 91 0 census of Toronto's (Macedonian population] give numbers of 
Macedonians by village of origin: 'Kostursko, Macedonia - 514, Lerinsko - 332. Prespansko-Ochridsko - 
1 21 , Bitolsko - 42, Kai yarsko - 32, Dimir-Hisarko - 1 5. BuigMa - 38.. . ' - totaling 1,094 indMduais.' 
Petroff, Soioumers and Settlerç. 14; 52: The city totais, from the 191 1 Census, Iist '&ilgm~ans and 
Rumanians' together. For Central Toronto. where the photographs were taken. the Census lists 543 
'Bulgarian and Rumanians,' both male and fernale. These latter figures give an idea of how rnany 
Macedonian-Buigarians sought 'official non-existencen in the Officiai Registers. mfto Ç e n w  Of Canada 
191 1. Vol. II, (Ottawa, 191 3). 402403. 
83 Paul Robert Magoai. HistoricaI Atlas of East Centrai E u r e ,  (Toronto: University of Toronto Press, 
1993), 87. 
84 John Reed. The War in Eastern Eurooe: Travds thrwcih the Balkans in 1915, 1916 (London: Orion 
Books Ltd, 1994), 158-159. 
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subjectç claimed this identity themseives. suggests that aiey were collectively 

committed to the contemporary independence stniggles in Macedonia. 

As a group these men have been referred to history through these particular 

photographie artifactç. Labels anchor photographs to a pafticular conte* Without the 

benefit of the labels, the pictures would be left ?O conjecture- to guesswork. 

The labels also sente to assign the images to an editorial agenda. The 

information recordeci was what was needed to identify the documents for the reform 

programs of the photographer's sponsor, Dr Charleç Hastings. This discussion now 

tums to review how Hastings's editorial agenda used photography in general. and 

these photographs in particular for the Public HealVi Deparnent he oversaw. 



Part Two 

Testament 

Instrumental  hot 

"With the rise of the modern social sciences, a regularized flow of syrnbolic and 
material power is engineered between fully-human subject and les-aian-fully-human 
object along vedors of race, sex, and clasç. The social-scientistic appropriation of 
photography led to a genre I would cal1 insbumental reslism, representational projects 
devoted to new techniques of social diagnosis and cantrol, to the systematic naming, 
categorization, and isolation of an othemesç thought to be detemined by biology and 
manifested through the 'laquage' of the body itseKn= 

For a photograph to serve as an instrumental tool, the terms of its usage have to 

be carefully defined. Allan Sekula writeç, ". . .the photograph is an 'incornpletet 

utterance, a message that depends on some external math  of conditions and 

presuppositions for its readability." As such, it "...cornmunicates by means of some 

hidden, implicit text; it is this text. or system of hidden linguistic propositions, that 

cames the photograph into the domain of readability."86 

Of course, a photograph cannot be "read" as one migM read a piece of 

correspondence or legal statute. Labeling devices, editorial clarification and context 

for the 'message" of the photograph need be brought into an historical framework. 

85 Allan Sekula. Photocrraohv Aaainst the Grain: Essavs and Photoarg~hic Works. 1973-1 983, (Halifax: 
The Press of the Nova Scotia College of Art and Design, 1984), 79. (Italics in the original) 
86 Allan Sekula, 'On the Invention of Photographie Meaning," Thinkina Photoar- ed. Victor Burgin 
(London: MacMillan Education Ltd., 1982). 85. 

41 
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According to R-Scott James, photographs are often misuseâ by historians.87 

James writes, Tew researchers or archivists take photographic evidence seriously 

enuugh to ask questions of it which they would automatically put to more traditional 

primary sources. For what purpose was the record created, when, by whom, and in 

what context?"M The answers to these questions becorne part of an hiçtorical 

photograph's meaning . 

As early as the 1 870's. the City of Toronto ernployed photography to record 

water works installations for annual reports. In the 1880's and 1 8908s, the City 

contracted with commercial photographers to document various pWic works on a 

more frequent basis. By 1899, the increasing volume of these municipal projectç led 

the City Engineer's department to begin its in-house photography program. 

Between 1908 and 191 1, the City Engineer's Office was reorganized into the 

Department of Public Works under a new Commissioner, Roland C. Hams. With this 

reorganization, the Department established a "'Photography and Blue Printing 

Section1 under the direction of the Chief Photographer, Arthur S. Goçs39 

The incentive for the creation of the "Photography and Blue Printing Sectionn 

was presented by G .G. Powell, Principal Assistant Engineer in a 191 0 report: "Our 

facilities for good photographic work at present time are rneagre, and as this is a 

branch of the work that is coming more into use everyday, I would suggest that the 

present accommodation be enlarged and proper facilities be provided for carrying this 

work out on a business-like basis. Accommodation can readily be provided by making 

87 '&&p~ no record is more consistently rnisused than Me historid photograph. It is not th& 
photographs are neglected - quite the reverse. Usas s e  plentiful and tend to be wildly enthWastic. But 
how often does the archivist find himself helping to compile a portfolio of 'historie" scenes for the 
nostalgie market or sefecting illustrat'ins for a text which is in dl other respects ready for the printefl 
FiScott James, The Historical Phutograph,' Ardiivariâ, No. 3, Winter 1976-77, 11 8- 
88 R.Scott James, The Historical Photograph, 120. 
89 Russell and Price, Arthur S. Goss: Citv Photmrmher, N. pag. 
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use of the room now occupied by the Medical Heaith Department as a laboratory, as it 

is intended to enlarge and move this laboratory to another part of the building."w 

Goss installed dark-room facilities on the third floor of City Hall. By June 191 2, 

he had two assistants. The Department of Public Works made the Photography 

Section available to rneet its own needs and those of orner city departments. "By the 

end of itç first year of operation. Goss reporteci that the -on [hadl produced a total of 

838 negatives and 2647 printç. In his 191 2 report. he further noted that aside from the 

work of his own Department he was producing photographs for Heahh. Parks and 

Property Departrnents as well as outside agencies such as the Toronto Hydro 

Commission and the Toronto Harbour Commission." 

Goss' work for the city would uitimately number in the thousands. Between 

191 2 and 1920, Goss documented housing conditions for Dr Charles Hastings.91 

Dr Hastings was part a new professional class of bureaucrats who felt the City 

had becorne an essentially negative phenornenon that "posed a S ~ ~ O U S  menace to 

the future of the nation."92 They perceived the City as "a poorly functioning rnechanism 

which had to be streamlined and regulated."93 

These bureaucrats were part of a larger Urban Refon Movement throughout 

North Amerka. Unprecedented industriai growth, physical expansion and increasing 

urban density were transfonning the city. The camera was enlisted in the programs of 

90 G.G.Powell, Çitv Enaineer's Annual Rewrt, (Toronto City Archives, 1910), 95. 
91 Russell and Ptice, Arthur S. Goss: Cihr Photoaraher, N. pag. 
92 "In the city al1 the ills of modem Society were concentrated and highiy visible. By the beginning of the 
twentieth cenhrry, it was widely accepted mat urban growth posed a serious menace b the future of the 
nation." Paul Rutherford, Tornorrow's Metropolis: The Urban Refonn Movement in Canada 1880-1 920.' 
The CXnaan C i t v : m  in U&an History, ed. Gilbert k Çtelter and Alan J. Artibise (Toronto: McCîelland 
and Stewart Ltd., 1 977), 436. 
93 Paul Rutherford, Tomorrow's Metropolis: The Urban Reform Movement in Canada, 1880-1 920.448- 
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the refomers to provide evidence to support their refoms.94 

The population of the Toronto had grown by slîghtly more than eighty per cent in 

the decade between 1 901 and 191 1 (from 208,040 persons in 1901 to 376,538 in 

191 1). 

The city's composition was changing rapidiy too. While remaining 

ovennrhelmingly Anglo-Celtic, there was a newer presence. The Census of 191 1 lis& 

63% of the population as 'Canadian-Mmn (205,439 individuals); 28Ok as 'British-bon" 

(91,378 individuals); nine per cent as 'Toreign-bomn (30,936 individuals). These 

figures represented a rnarked change from the 1901 œnsus when only six per cent or 

8,476 perçons had been "foreign-bom." 

The city census figures list Bulgarians and Rumanians" together. Macedonians 

are not named specifically. The broad category, Yoreign-bom," induded a wide 

selection of subjects from Europe and Asia.s An interna1 census conducteci by the 

Macedonian community in 191 0 lists 1,094 individuals, "mostly sojourners - bachelors 

or unaccompanied rnarried men.. .'% 

The foreign-born constituted a sizable number of ethnic groups.97 And the 

Toronto figures reflected a nationwide trend. Since 1896, when Sir Wiifrid Laurier was 

first elected Prime Minister and appointed Clifford Sifton to be Minister of the lnterior 

94 The intense (and the process seemed to be gaining momentum) concentration of industriai and 
financial power, the implosive -diration of funciions and services and the concomitant fragmentation 
of urban spaces, the new mechanical systems of transportation, communication, and coordination, and 
the hardening of social divisions, abetted by spreading ethnic differences (the 'other h a '  consisted 
chiefly of immigrant populations), aIf seem to hou a threat without precedent, a threat to stability of ideas 
and feelings as wdl as polity and social order." Alan Trachtenberg, 'Image and Ideobgy: New York in the 
Photographer's Eye, " Journal of UtQm History, 1 0.4 (1984) 455. 
9 5 F i  n f 1 11: i ' n i ~ .  Lit lnfirmiti . . 
Provinces. Districts and SubDistncts. Vol I IL (Ottawa, 191 3) 402-404. 
96 Petroff, ~ ioumers  and Setflers, 14. 
97 J.M.S. Careless, The Histowof Canadian Cities:Toronto To 1918. An Illustrated Histo-, (Toronto: 
James Lorimer & Company, Publiçhers, 1 984) 202 
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reçponsible for immigration, the variety of different nationalities coming to Canada had 

increased. 

Sifton had 'organized a revampeû and far-reaching program and was prepared. 

if relucgntfy, to admit agricultural M e r s  from places other than the British Isles, 

Northern Europe and the United States." But despite appearing receptive and 

wdcoming, the Canadian immigration policy remained preferential. 

'Unabashedly colonial." Harold Troper writes, "the govemment defined 

immigrants who did not originate from the British Isles as foreign." The most desirable 

immigrants were British or American born. 

From this prefemed category, there descendeci, by order of preference, the other 

groops to the least desirable. The 'British and American agriculturalists were followed 

by French, Belgians, Dutch, Scandi~vians, Swiss, Fînns. Russians, Austro- 

Hungarians, Genans, Ukrainians and Poles. Close to the bottom of the list came 

those who were. in botb the public and the government's mind less desirable: Italians, 

South Slavs, Greeks and SyrÏans. At the very bottom came Jews, Asians, gypsies and 

blacks. "98 

The expanded immigration was inf luenced by the national prosperity after 1 896, 

and the by Liberal policies of subsequent Laurier govemments. Sifton was succeeded 

in 1905. as Minister of the Interior by Frank Oliver, who had diierent views on 

immigration. He 'had never favoured the 'open door' policy." Oliver "moved 

immediately to make the Immigration Act more restrictive by broadening ministerial 

powers to reject and deport." 

But, '---even that did not satisfy some of the govemment's critics, especially !hose 

who believed that some immigrant groups presented an insurmountable ohtade to 

98 Harold Troper. 'Immigration," w i a n  Encvclomdi& (Edmonton: Hum Publishers. 1 985). 863. 
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'Canadianization.'" The "powers to reject and deport" could be arbitrarily applied.99 

A telling "series of events" in 1907 reveals the official attitude towards the 

Macedonian sojourners. There was an economic downçwing that year and some 

three hundred Macedonian sojourners returned to Toronto &ter "a long summer 

working in aie north" as railway nawh. 

The men had been promised the retum fare to the aty by their employer who 

had reneged on the offer. The Macedonians had spent a sizable portion of their 

summer earnings on their retum fares. Amving in the ctty on the eve of winter, many 

were broke and out of work. They were cornpelleci to seek accommodation in cottages 

in the East end of the city without adequate heat, clothing or food. 

City officials, feeling ovewhefmed by the plight of the men, cabled the federai 

Minister of the Interior, Frank Oliver, for assistance. In response, Oliver and his 

officials investigated the terms under which the MaGedonians had corne to Canada. 

Finding that a "steamship agent in the Balkansn had encouraged them to emigrate on 

the promise of ample work opportunities, "the dominion government cabled [the 

steamship's] agents in Britain to discourage further immigration from the Balkans." 

The upshot of tbese events, coupled with the sojourners refusal to accept jobs 

on the Temiskaming Railways" at low salary rates, resulted in the 'deportation of the 

nawies as undesirable public charges under section 33 of the Immigration Actnioo 

Among the critics of the government's "open door policy" was Dr Charles 

Hastings. In an address before the National Cound of Women, given in 1906 and 

later published in a professional journal in 1907, he writes, 

"It costs our Dominion Govemment nearly aireequarters of a million annually 
for immigration purposes alone. Thousands are being importecl annually of Russians, 
99 Robert Craig Brown and Ramsay Cook. Cm& 1896-1 921 : A Nation Trandomed. (Toronto: 
McCleiland and Stewart Lirnited, 1974) 68. 

Petroff. Bjoumers and Settlers, 41 -42. 
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Finns, Italians. Hungarians, Belgians, Scandinavians, etc. The Iives and environrnents 
of a large number of these have, no doubt k e n  such as is well calculated to breed 
degenerates. Who would think of comparing for a moment, in the interests of Our 
country, mentaliy. rnorally, physically or commercially. a thouçand of these foreigners 
with a thousand of Canadian birth?"lol 

But many immigrants did not choose to be farmers and did not think their stay in 

Canada would be permanent. They came to work, to earn rnoney and then return to 

their own countries. Owing to factors beyond their control ( particularly in the case of 

the Macedonian sojourners) many of the foreigkborn became longtemi settlers.102 

In Toronto, this period of rapid population growth was reflected in the expansion 

of oie commercial and industrial sectors and the extension of city boundaries-lm 

Increasingly, nativist populations rnoved from the urban center to newer residential 

districts. 

The older neighbourhoods became concentrations of the immigrant groups who 

had recently arrivecl and worked in the industries located near the city center.1w And 

the preferenüal subtext, characterizing the Canadian immigration policy at this time, 

was also evident in Toronto: specific districts of the City were enclaves of "foreignn 

habitation. Goss was cummissioned by Charles Hastings to provide concrete 

101 Uata Goder, 'Doctars and aie New immigrants." Canadian Eüinic Studies, 9.1 (1 977). 6-1 7. 
102 'tike the Irish before them, many of the 'foreign' immigrants, non-English speaking and largely non- 
Protestant, rejected a life of rural isolation, choosing to work in cities.' Troper, Immigration, 863. 
103 Careiess, Toronto ta 191 & Map # 6 and # 9 
l~...Toronto shared attributes with many North Arne- cities at the tum of the century. The Anglo- 
Saxon comrnunity that characterized Toronto received the thin edge of social transformation between 
1890 and 1910. Toronto also partook of another feature of North A m e m  urban evdution as its 
expanding business district furthered mpheral land speculation and made inexpensive housing 
temporarily availabie to the new arrivak from Eastern and Southem Europe. 6y land econornics and 
immigration, a portion of the city consisting of sub-standard housing became identifid with aliens." John 
C. Weaver, The Modem City Reaîized: Toronto Civic Affairs, 1880-1 915,' The Usable Urban Past: 
Plannina and Politics in the Modem W i a n  Ci&, ed. Alan F. J. Artibise and Gilbert A. Stelter (Ottawa: 
MacMillan of Canada Ltd., 1979), 49; The Macedonian's initial and most heavily populated sefflernent 
ares was the East End. This district both attracted and provided a large Macedonian labour pool for the 
local sheet-metal industries, iron and steel foundries, daughterhouses, and feather- and fur- processing 
companies.' Petroff, Soioumers and Settiers 25. 
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evidence about social conditions in these districts. His photographs were part of 

public record-keeping used to reinforce Hastings' reform agenda-1% Rhetoflcal 

devices that Hastings used in his incorporation of photographic records into his 

programs for change, provide a fascinating exercise in the construction of 

photographic meaning. 

Photography from its earliest years embraces a 'double systemn of representing 

human subjects- 'honorlic and repressive." As honorific, "the photographic portrait 

extends. accelerates. popularizes and degrades a traditional function - the œremonial 

presentation of the bourgeois self." As repressive, "...photography came to estaôlish 

and delimit the terrain of the other, to define both the generaked look - the typology - 
and the contingent instance of deviance and social pathology."l~ 

These two photographs were the property of the Public Health Department, filed 

as images of "foreignn subjects in their living conditions. By labeling the photographic 

subjects as immigrant types who were inadequately housed, Me pictures sewed to 

subsume the individual subject in a group and to blur individual differences. 

And so the names of the individual subjects were inelevant to the photographs 

usefulness. A private group portrait for a family album was necessarily honorific (of 

nameable and valued family members) the public portrait could be honorific or 

repressive depending upon whether one was looking up or down the social scale. 

Alan Sekula writes, "Every portrait irnplicitly took its place within a social hierarchy."107 

'Hastings believed that records were the 'bookkeeping of puMic h d t h  administrationn, supplying 
both direction and justification for radicaf heahh prograns.' Janice R. Sandomirsky, "Toronto's Public 
liealth Photography." Archivaria. 10 (Sumrner 1980), 145. 
106 Sekula, The Body and the Archive, 345. 
107 Sekula, The Body and the Archive, 347. 
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The emergence of the public photographie portrait had an important historical 

precedent in itç use by police in mid-nineteenth century France and subsequently in 

Britain and North Amerka. Police archives are an early use of photography by public 

institutions. 

The police attempted "to apply a taxonomie visual classification system onto 

human types." In this nineteenth century precedent, these devices applied an 

allegedly scienüfic means of identifying characterological types by their physical 

appearance and measurement 

Using concepts from phrenology and physiognomy, the compilerç of the police 

archives endeavoured to identify the "backward criminal typen through cranial 

measurement and bodil y charactefistics as indicators of Yeeblem indedness, moral 

degeneracy and poverty/disease equations."iW 

When a criminal suspect was apprehended. he or she was photographed and 

physically described and characterizhg measurements were taken along with 

anecdotal note-taking . The purpose of these praaices was to differentiate the 

"incorrigiblen from the "pliant" criminal. Photographs were incorporated into a system 

intended to i d e m  the fugitive type and predict the likelihood of reoffense and, as 

such, were part of a progmsticating "cornplex of observable data."rog 

Taking a photograph was capturing truth. The photograph became part of a 

'bureaucratie-clerid-statistical system of 'intelligence'. . . The central artifact of this 

system is not the carnera but the filing cabinet."llo 

lm Sekula, The Body and the Archive, 347-349. 
109 "The Paris police offiMi. Alphonse Berüllon. invented the first effective modem system of cmminal 
idenW~cation His was a bipartite system, positioning a 'rnicroscopic' ind~duai record within a 
'macroçcopic' aggregate. first, he combined photographie portraiture, anthropometric description, and a 
highly standardized and abbreviated wrïtten notes on a single fiche, or card. Second, he organized these 
cards within a comprehensive. statistically based filing systern." (iiics in original) Sekula The Body and 
the Archive, 353. 
110 Sekula. The Body and the Archive, 351. 
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This identifcation system was ultimately defeated by the sheer volume of 

material collected. And too few criminals were achialiy reapprehended to warrant the 

cost and personnel required to collect aie neceçsary data. It was supplanted by 

Yingerprinting." introduced in Britain in 1901 by Sir Edward Henry, as a more efficient 

and less cumbersome and costly twl in criminal investigation.111 

If the use of photographs for police idenitifcation was "microscopie," the work of 

Francis Galton, founder of the "Eugenics" movement. was at the "macroscopic" end of 

photography as an instrumental technology.112 Galton, a cousin of Charles Darwin, 

endeavoured to link "criminal anthropology" with "biologie determiniçm." He believed 

"he had invented a prodigious epistemological tool."i13 

Galton produced photographic 'compositesn of human faces, exposed on single 

photographic plates, b arrive at what he considered a "statistical constancy." Indeed. 

he called his method "Pictorial Statistics," and applied it to take composite pictures of 

mernbers of the same family-to establish "a ratio of hereditary influence."lt4 By 

superimposing one face onto another, Galton endeavoured to dissolve individual 

differences and arrive at a generalized typology. 

His explorations extended into "an essential ist physical anthropolog y of race. " 

The particulars of the individual photographic subject were combined with other 

subjects to produce generic portraits. 1 1s 

Galton considered his "rnost sucœssful compositen to be his "Jewish type." By 

111 Tagg, The Burden of R~pre-s O 
. - 

n Photcgraohies and Histones. 7. 
112 'Eugenics' was me science that deals with the effets on the individual of biologkaf and social 
factors The term was coined in 1883 by Francis Galton (1 822-1 91 1) as 'the &ence which deals with al1 
influences that improve the inbom quaMies." 'Eugenics,' Jhe CarnbridQig EncvcloPedi& ed. David 
Crystal (Cambridge: Cambridge University Press, 1990) 422. 
113 Gaiton published his 'findings" in 1869 with vereditary Genius, and in 1883 with Jnquiries into Human 
Facuttu- Sekula, The Body and the Archive, 367. 
114 Sekula. The Bady and the Archive, 369. 
115 Sekula. The Body and the Archive, 370. 
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superirnposing one face ont0 another as he had with his M e r  types, he amved at an 

"essentialist pictorial rendering of a racial prototypen116 (for prototype 

In the "microscopicn record-keeping of the police and the "macroscopicn 

theorizing of Frances Galton, there was a shared faith in the photograph's objective 

visual empiricism. The police system of individualizing the criminal suspect became. 

in Galton's composite printing, generalized discreet images to universalize the human 

face. 

In the latter part of the nineteenth century, the insütutionai uses of the 

photographic record proliferated. The medical profession, in particular. found in the 

visual empiricism of photography a valuable tool in the cornparison studies of human 

types. The fields of mental healai, physiology and sanitation, among many, al1 enlisted 

the camera in pursuit of scientific tnRh.li7 The photograph became the visual 

equivalent of 'textual shorthand." In the process. the photographer becarne an 

'instrumental technician", while the photographic archive, in general terms, was 

integrated into "a bewildering range of em pirical disciplines.. . "118 

The photographs used for this report f i  into Vie honorific in Photograph X I  and 

repressive tradition in Photograph #Z. The photographic subjects themselves make 

the distinction by willingly exhibiting copies in Photograph #1 in the content of 

116 Sekula, The Body and the Archive, 371. 
117 The development of new regulatory and disciplinary apparatuses was closeiy linked. throughout the 
nineteenth century, to the formation of new miai and antbropological sciences - cn'rninology, certain&, 
but also psychiatry, comparative anatomy, gemi theory, sanitatian, and ço cm -and the new kinds of 
p f ~ f ~ o n a l i s r n s  m a t e d  with thern, which took both the body and its environment as their field, their 
dornain of expertise, redefining the social as the object of their technical interventions.' Tagg, The 

118 'Roughly betwm 1880 and 1910, the archive became the dominant institutional basis for 
photographic meaning. Increasingly, photographic archives were seen as central îo a bewilciering range 
of empiricat disciplines, ranging f r m  art history to military intelligence.' Sekula, The Body and the Archive, 
373. 



Photagraph #2 

But as instituüonal images, filed with cursoiy labels for the Public Health 

Department, this is a moot distinction. The subjects are remembered as Yoreign" men 

crowdeâ into rwms and facing the cameca as "types." Microçcopic mug shots, used 

by police functionaries in the mid-nineteenth century, and the macroscopic composite 

images, created by the founder of the Eugenics movernent, can meet in the 

institutional appropriation of these photographs of a "social problem" in need of a 

remedy.119 

Charles Hastinas 

Charles Hastings was the Medical Health Officer for the City of Toronto from 

191 0 until 1929. During his tenure, the Public Heaith Department evolved from an 

under-funded and under-staffed municipal service that was beleaguered by political 

interference and inter-departmental rivalries to becorne a modem bureaucracy based 

on "scientific management principles." Hastings was aided, in his programs, by a 

reformist impulse that was transforming Toronto's infrastructure.1~ 

Charles Hastings is a perfect example of the efficiency experts who were 

transforming the city bureaucraties. A Presbyterian deeply comrnitted to social 

reform.121 Hastings also represents the nativist reçponse to "a generalized sense of 

119 The term was usualiy an adjective, and the relevant noun mat came to mind was 'problem.' In 
the 1820's and 1 830's. both French and English sources had use! the term 'suciai question'; Mer mid- 
century, however, Yhe social' became fragmented into a muftitude of 'problerns, ' arnong other reasons 
because of the growth of speciaîued professions encouraged a fragmentation of juriçd'ktions within the 
social." Mariana Valverde, The Aae of üa ht. Somand Water: Mord Refom in Enalish Canada. 1 885- 
1925L(Toronto: McCldland & Stewart Inc., 1991). 21. 

MacDougail. Activists and Advocates: Toronto's Health Deoartment 1883-1 983,26-27. 
121 Charles Hastings was 'Presbyterian elder. a past diainan of the Progressive Club. and a member of 
the Public Ownership League.' Richard Allen, The Social Gospel and the Refom Tradition in Canada, 
f8W-l928," P ~ O D ~ ~ S V  and Protest: Social Movements in Twentieth-Century Canada ed. Samuel D. 
Clark, J. Paul Grayson and Linda M. Grayson (Toronto: Gage Wucation Publishing Ud., 1975). 51 -52. 
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crisisn in the changing urban emAronment.122 

A combination of r e f m  impulse and personal mission made Hastings a 

formidable change agent during a period that was witnessing profound social and 

cultural transformations. As part of a new elite, scientifically trained and heir to a 

tradition of Victorian social reform, Hastings "believed strongly in the perfectibility of 

human beirtgs, and in ...[ his] duty to contribute to social change."la 

Hastings had had "a longstanding interest in community healthn prior to 

becorning Medical Health ûffice. He had participated in a small-pox vaccination 

program in 1885, had k e n  involved in the Canadian Medical Association's Milk 

Cornmittee in 1910 and was a founding member of the Canadian Public Health 

Association where he "developed contacts with Canadian, British and Amencan public 

health professionals and was keen to introduce their programs to Toronto."l24 

Hastings' acceptame of the position of Medical Health Officer on a long interest 

in public health reform and disease prevention, was assured by personal tragedy. His 

baby daughter died of diphtheria contracted from contarninated milk. One of Hastings' 

122 The distinction between say. humanitarian and tom planner or sanitay and municipal reformer was 
always blurred, especially in the heat of battle. They were all motivated by a generalized sense of crisis, 
found on a variety of fears, such as the spread of moral decay, the threat of class hatreds, and the growth 
of v&ed interesl. They were inspired by the possibilities of improvement, by a belief in their ability to 
rnoid the urban environment and to mate a humane, rational society. Though this was an essentially 
secular goal, their values, moral, humanitarian, politicai, economic - in a phrase their cultural baggage - 
was defined within a Christian context and jumbled together in the ddve for social reconstniction." Paul 
Rutherford, Tornonow's Metropolis: The Urban Reform Movement in Canada, 1880-1920, 448; Hastings 
can be described as 'a new kind of professional.. .a trained expert occupying a particular institutional 
position whose fght for recognition of his expertise was bound up with his determination to exercise his 
authority in reshaping the social and urban environment according to his expert and technicist vision." He 
was 'part of a new Hie in the making who identifid witti advanced techniques. çought out publicity in 
order to shape pubiic opinion. and readily allied themselves with pressure groups and like-minded 
courtcillors, frequently drawn from the same educated, professionai class" Tagg, The Burden of 
Reoresentatioq, 128. 
123 MacDougaiI, AdMsts and Ad- 31. 
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fim efforts, after his appointment in 1910, was to trace aie source of his daughter's 

infection to a local dairy. Pasteurizaüon of milk became a central objective and 

achievernent in the eariy years of his tenue-1% 

Hastings personifies "a stnigglen being waged in Toronto, at the time of the 

photographs, that was serving to widen "...the gulf between old and new 

Torontonians." Robert Hamey and Harold Troper describe this struggle: 'ln a 

Protestant society where God and deanliness on the one side and the devil and 

microbes on the other seerned to be locked in endless Manichean struggle." And it 

was against the newest immigrant groups that the struggle was invaiiably waged: 

'Scares about typhoid, cholera, scariet fever were always Iinked to the immigrants."l26 

As a medical doctor and a public official, Hastings saw Public Health as similar 

to his previous work in obstetrics.127 He adrninistered to the "CMC body" as he had 

administered to individwl patients. 

Hastings' approach to public health administration was based on a "disase 

model." The ailing "civic body" was to be assessed and diagnosed then programs for 

intervention and remedy could be applied.128 As noted earlier, members of the 

125 MacDougall, ActMsts and Advocatgs, 98. 
126 Robert Hamey and Harold Troper. Immiarants: A Portrait of the Urben Exoenence 1890-1 930, 
(Toronto: Van Nostrand Reinhold Ltd., 191 S), 25. 
127 MacDougall, A m  26. 

All of the first four Medica! Health Micers for Toronto, Hastings included, had done medical training in 
Great BrMn and been influenced by the 'sanitary id& originating in the Sanitation Movement of Jeremy 
Bentham and Edwin Chadwick from the period the 1830's and 40's. "Sanitarians believed that the state 
should be responsiMe for the prevention of outbreaks of infectbus diseases through regulation of the 
urban environment and provision of essenüal amenities çuch as pure water and efficient waste removal." 
The Medical Heatth ûfficers were aiso recent converts to the 'germ theary" of contagion that had gained 
currency since the dismeries of microbiology from the 1880's. Heaffier MacDougail, 'Public Health and 
the 'Sanitary Idea' in Toronto, 1866-1 890,' Essavs in the Historv of Medicine, ed. Wendy 
Mitchinson and Janice Dickin McGinnis (Toronto: McCleliand & Stewart, 1988), 62. 
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Urban Reform Movement presumed that the dty was intrinsically pathologicalJ29 

The post of Medical Officer of Health in Toronto was created in 1883.130 

Hastings was the fourth Medical Officer and was able to build upon the achievements 

of his predecessors who had successively Mned  the Medical Health Officer's role, 

fought for professional autonomy and established the credentials of the public health 

An article published in Maclean's magazine July 191 5, praised Charles 

Hastings and reviewed the improvements in the mortality rates of the city after he had 

assumed the Medical Health Office. Toronto had achieved the "Iowest.. [mortality rate] 

of any city in the world with a population of over 350,000." (The rates had fallen, from 

16 per thousand in 1904 to 1 1 .O2 per thousand by 191 4.) 

How had this been accomplished? "The answer is found in the application of 

sa'entific pflnciples to the civic regulation of public health." Hastings, in this account, 

became 'a turning point in Toronto's health career." His anival signaied an 

"awakeningn that was 'in the municipal air a l  over the continent of North America." 

The 'new light had broken on the subject of keeping people well by the cityful or 

129 Paul Rutherford, Tomorrow's Metmpolis: The Urban Reform Movement in Canada, 1880-1 920. 436 
1mThe Medicai Health Office had been created in 1883 by the federal govemment which had offered 'a 
conditional grant for the collection of mortality ç&üslics to al1 Canadian cities over 25,000 people who had 
permanent salariecl m e d i i  heaith officers.' A year prior, the provincial govemrnent in Ontario "had 
passed permissive legislation to create a Provincial Board of Health to supe~se local heaith work and this 
body was aictiveîy encouraging the creation of a medical heaith officership in the provincial capital." 
MacDougafl, Activists and Advocates, 1 7. 
131 The profesçionaiizaüon of the medical haalth office was greatiy advanced during the tenure of Dr 
Charles Sheard, Charles Hastings' immediate predecessor, who was a professor of Medicine at the Trinrty 
Medical School. Sheard continued this affiliation while serving as Medical Heaith O f f i  from 1893 until 
t9f 0. He was made Professor of Preventive Mediane in 1903. Sheard was weH schooled in the "gen 
theory of contagion' and esbblished 'a laboratory and a well run isolation hospital." Sheard also instituted 
a dipiorna program in pubiic health 'to ensure mat Mure medical officers received poçt-graduate training 
like ttieir British counterparts-' Sheard also persuaded the provincial govemment of James Whitney To 
strengttien the position of local medical health officers by amending provincial heafth legislation in 1909 to 
put funding for prevennive work on the m e  basis as taxation for school boards." MacDougall, .&j!&.@ 
and Advoc;ates. 16; 23-24. 



And as we might guess. Hastings was a man who was already awake to the 

monetary cost of me l o s  in actwl cash to the country in the dropping out of Me ranks 

through illness or death of hundreds of thousands annwlly who had made litüe or no 

retum to the comrnunity for the outlay on ttieir upbringing and education."132 

Maclean's magazine iists the elements in Hastings' achievement: "The FigM for 

Pure Water," "A Great City's Milk Supply," 'Saving the Babies," and "Building 8etter 

Bodies by ûetter Housekeeping." The artide suggestç Hastings had single-handedly 

reorganized the Public Heaith Department by applying the principies of scientific 

management, expanding the budget and staff of the department, extending heaith 

inspection into the comrnunity and by appealing directly to the public through 

published reports and monthly bulletins which built a lobby of supportersi33 

What the article doeç not indicate waç that Hastings was heir to the efforts and 

advocacies of his predeceçsars in the Medical Health ûffice.13 While his first p e n d  

in office was particularly auspicious, it was legislative penissiveness at higher levels 

of government, that enabled him to be an effective reformer-1% 

Hastings gained "two advantages his predecesçors lacked: legal backing for his 

position and permanent tenure during 'good behaviour' and residency." A provincial 

Public Health Act of 191 2, "not only renamed hirn the Medical Officer of Health, but 

more importantly. made hirn both the chief executive officer of the local board of health 

132 K.M.Yorke, 'Saving Lives on Wholesale Plan: How Toronto has been made the healthiest of large 
cities,' Madeans Maaazine 28 (July, 191 5) 20. 
133 Yarke, Saving Lives on Wlioleçale Plan, 20-22; 93-96. 
134 Each of the three previous MHOs had been limited by a 'lack of rnoney, political will. and public interest 
in long-term solutions," MacDougatl, Activist and Advocate~, 10. 
135 All the previous MHOs haâ bem hwtrated by political interference from elected ofcials and from 
other municipal departments. As city ernpbyees they were subject to the mayor and the aldemen, to the 
vicissitudes of 'ecanomic downswingD and held respansible for 'long standing environmental abuses." In 
short, wbat Hastings' predecessors lacked was 'legal powef in fulfilling their mandate in preventive 
med icine. MacDougaH, Activists and Advocates, 20-21. 
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and the administrative head of his department." 

Hastings was promoted in the city hierarchy and allowed to set his reform 

agenda without undo interference from city govemment The provincial government 

was aduiowledging, in the Public Heaith Act of 191 2, problems previous boards 

and health officers had fa-, and its cornmitment to modemizing public 

organizations. "336 

Similady. Hastings' system of keeping public records was in response to the 

broader movement of public accountability after 1900 that was manifest in the creation 

of "formidable cMc bureaucracieç to control police, public health utilities, parks and 

recreation and social welfare, "137 

This 'institutional thnisr was not only transforming the city departments but was 

also reconœiving of the city itself as an organization divided between bureaucratic 

jurisdictions. The dedicated professional expert became an administrator with 'broad 

powers" in his respectke field of expertiseJm 

Charles Hastings was an example of this "new professional."139 His 

achievement of legal authority in charge of the public health infrastructure conferred 

an imperiousness to his medical gaze mat administered to the city as a whole. 

Photugraphs and, by extension the photographie subjects themseives, came under 

professional purview. 

1% MacDougall, Activists and Advocâfgs, 27. 
137 Rutherford, Tomonow's Metropolis: The Urban Refom Movement in Canada. 1880-1 920. 445. 
138 Weavet, The Modem Ci Reaiized: Toronto Civic Affairs, 1880.1915.39-40. 
139 'Moral and Christian impulses were supplemanted by bureaucratic and scientitic dimensions, 
influencing the decision-making process, the control of pubfic services, alterations to the environment, 
and the tenor of social work." Weaver, The Modem C i  Realized: Toronto Civic Affairs, 1880-1915. 40. 



Constructina a R hetoric 

In July 191 1, Charles Hastings produced a report, Report of the Medical Health 

Officer Dealina with the Recent lnvestiaation of Slum Conditions in Toronto. 

Embodvincl Recomrnendations for the Arnelioration of the Same- 

The report dates from his first year of tenure as Medical Health Officer. In it 

Hastings makes a generous use of photographs, inspections reports and numeric 

tables to support his investigative findings and to lobby support for his reform 

prograrns. 

Neither of the two photographs, reproduced for this report, appear in Hastings' 

191 1 Report since they were taken in February 191 2. But the pictures he does use, 

give concrete indications of how he incorporated photographs to achieve public health 

reform. 

Hastings speaks directly to the pictures in his 191 1 Report. He ernbeds them 

within his editorial agenda. Like the 'germ theory of contagion," he exploits the 

technical objectMty of the camera to butbess his rnedical authofity and build the 

Report's argument.140 

The rnedical topographical survey had been an important part of the Public 

Health Movement f rm its earliest dayç.i4' Historically, the suivey had focused upon 

the extent of 'health problems of urban cornmuni ties... and to reveal their nature to a 

wider pubiic."142 

In the Yirst phase of me Public Health Movement," infectious disease epidemics 

were f e l  to have been caused by "miasmas" or oie fetid odours of human and animal 

140 '...photographs constituted a relatively new kind of matenal whose use and acceptance had to ûe 
negotiated, learnt and officiafly establiçheû." John Tagg, The Burden of Re~resentation, 143. 
141 George Rosen. A Historv of Public H m ,  (New York: MD PuMications. Inc. 1958). 176. 
142 Rosen, A Historv of PuMic Heafth, 21 1. 
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waste.1a The institution of preventive social measures was initially directed at 

sanitation problems, drainage and clean water supplies. But these improvements 

were considered as primarily engineering not medical problems.144 

But from the 1680's omnrards, with the discoveries of microbiology and germ 

theory, the physician had rnoved to a more central role in directing social intervention 

and change. This has k e n  called the 'second phase of the international public heaith 

movementn And after 1 900, the Wird phasen is characterized by the "introduction of 

health education."l~ 

By Hastings' time, a Medical fiealth Onicer was considered the expert in al1 

matters with potential impact upon public health. His investigations into housing 

conditions in Toronto, enlisted health inspectors, public health nurses, laboratory 

technicians and a photographer.146 After 191 2, the police wuld be enlisted to enforce 

his authority to "...enter. close, and placard overcrowded lodging houses and this was 

extended in 1 91 6 to apply to any prernisesn147 

Hastings begins his Report to the Chairman and Members of the Local Board of 

143 MacDougail, Activists and Advocates, 11. 
144 7 ha great preventives - drainage. Street and ttouse cleansing by means of supplies of water and 
irn proved sewage, and especially the introduction of cheaper and more efficient modes of removing al1 
noxiouç refuse from the towns, are operations for which aid must be sought from the science of the Civil 
Engineer, not from the physician, who has done his work m e n  he pointed out the disease that results 
from the neglect of proper administrative meaçures, and has alleviated the sufferings of the victims.' 
R o m ,  A Histonr of Public H m ,  208. 
f 45 MacDougail, Activists and Advocates. 1 2  
146 'By 1915, he had established fifteen divisions. ail of which reported to him. By subdividing inspection 
and nursing duties this way, each staff pemn had a specific task that could be monitored to ensure 
effiency and cost effectiveness. A new division which collected vital statistics gave Hastings the factuai 
foundaüon for his political lobbying." MacDougall, Activists and Advoçates, 27. 
1 4 m e  kgisiaüon that had given legai backing to his position and permanent tenure. the Ontario Public 
Heaith Act of 1912, had given Hastings the authonty to condernn houses as unfa for habitation. Shirley 
Spragge, "A Confluence of Interest: Housing Reform in Toronto, 1900.1912.' Arübise and Stelter, The 
&&le Urban Pas?: Plannina and PoI'ics in the Modem Canadian Ci, ed. Alan F. J. Arà'bise and Gilbert S. 
Steher (Ottawa: MacMillan of Canada Ltd., 1977), 251. 
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Health, July 5, 191 1, by defining slum condiions: "Originally the terni applied to low, 

-y, back streets, inhabited by a paor criminal population." His use of the terni, 

however, refers to the physical conditions his investigators reported: '. . . to poor, 

unsanitary houses, overcrowded. insufficientl y Iighteâ. badiy ventilated, with 

unsanitary, and in many cases, filthy yards. the very eaRh is reeking with kitchen slops 

and other refuse that have been thrown out several times daily, for want of a proper 

place to throw t h e m . " ~ ~  

He connectç the two definitions in a tone of foreboding that characterizes the 

whole Report: 'There are few conditions found in the slurns of European cities, or in 

the greater American cities, that have not been revealed in Toronto. the ditference 

being only one of degree, and the conditions of the lesser degree will, if not corrected, 

become those of the greater degree to-rnorrow."149 

If these physical conditions were not addressed and remedied, the original 

definition of "slurn" ("low, boggy, back streets, inhabited by a poor criminai 

population") might apply to Toronto. By eqwting the germ theory of contagion with 

substandard housing as a site for pestilence, Hastings suggests 'immorality, vice and 

crime" would be the inevitable consequence of i nac t ïon .~~  

In this inaugural Report, Charles Hastings is defining the Public Health 

Department's mandate under his guidance: observation, analysis and intervention.151 

By including housing reform within his puMew of disease prevention, Hastings is 

extending broadly into the urban environment. 

Of the six areas of the central wre of the city he suweys, the district where 

148 Hastings. Rewrt of the Medical Healtri OMcer, 3. 
149 Hastings, Pewrt of the Media Heaith Wk.:eri> 4. 
1%) Hastings, Reoort of aie Medical Health Officer. 23. 
151 Sanâomirsky. Toronto's PuMic Health Photography. 1 46. 



61 
these two photographs were taken was the "Eastern Avenue District, from the Don to 

Parliament Street, and from Queen Street to the Bay, cuvering an area of 1 80 

acresn1s2 This was the site of the Macedonian boarding homes, businesses and 

places of work.153 

Ail of the six areas surveyed were distficts populated by new immigrant groups. 

Hastings reinforces this information by providing a breakdown of the specific ethnic 

groups, concentrated in these areas, with a head count notable by the absence of any 

AngleCeltic group. The area with the greatest Macedonian populations was the 

Eastern Avenue District with "42 Macedonian families."l~ 

The main body of the Report is taken up with descriptions of the various 

conditions his inspectors found. The conditions indude "overcrowded rooms, dark 

roorns, tenement houses, cornmon lodging houses, cellars and basements and 

houses unfit for habitation, poor drainage, outside closets and privy pi&, lack of 

adequate water supplies, and rear houses."1~ 

Hastings summarizes the conditions found with tabulated totals, referring again 

to the ethnic breakdomis, and then lists ten problems in need of rernedy: "The Lodging 

House Evil; The tenement House Problem: Dark Rooms; Ba&-teback Houses; 

Basement and Cellar Dwellings; Unsanitary Privy Pits; Lack of Drainage; inadequate 

Water Supply; Exorbitant Rents out of all proportion to the retum given; Overcrowding 

in Houses, Roorns and Lots."l% 

Hastings writes, "A city like Toronto, with al1 its churches, with al1 its 

152 Hastings, Reoort of the Medicai Hdth Officer, 3. 
153 Petroff, a~oumers and Settlers, 24. 
154 Hastings, Rewrt of the Medical Heaith Officer, 7; Liilian Petmff concurs that the Eastern Avenue 
sefflement was the first and the largest but, wntrary to Hastings' tabulated sumrnaries. the Eastern 
Avenue District did not have many Macedonian %nilies.' The Macedonians, at the time, were pritnarily 
'single men or unaccompanied married menm - the sojoumers. Petroff, Soioumers and Settlers, f 4. 
155 Hastings. f h o r t  of the Medicai Health O f f i a  4. 
156 Hastings. mwrt of the Medicd Heatth Oflicer, 17. 
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philanthropie çocieties, with all its charitable benevolent institutions. should ceftainly 

Save its citizens from k ing  submerged in the one-roomed dwelling and under 

conditions which tend to destroy body and nduW9 

Despite his own dire predictions. Hastings stayed within the actual, physical 

conditions his health inçpectors found and focused on housing conditions. The report 

was intended for a nanow. profesional readership and it offered specific suggestions 

for housing alternatives. 

However. his recommendations for 'amelioraüonnl do include direct influence 

on the lives of the subjects to make them more amenable to "Canadian ways." In two 

sections of the report ("The Slum as a Hot Bed for the Germs of Diseasen and the 

'Social Aspect of the Housing Problernn) Hastings exceeds the empirical findings from 

health inspectors' reports and inchdes predictions (prognostications) about the 

"inevitable consequences" of inaction and offers specific recommendations for 

improvement 

Hastings al- referred to sunreys conducted in other centres (Glasgow. 

Finsboro [Finsôury] in London and Birmingham) where housing conditions influenced 

mortality. The "Suburban Garden City of Bourneville," built near the city of 

Birmingham, England had significantly reduced infant mortality among its inhabitants 

compared another district. St Marys, where conditions similar to Toronto's inner city 

neighbourhoods had also prevailed.1s 

Hastings begins one section of the report ("Social Aspect of the Housing 

Problemn) with a lengthy quotation from Dr George Frank Lydston. Professor of 

Medicine at the Chicago College of Physicians and Surgeons in the 1890's. In lund 

prose, Lydston describes "metropolitan slums" as bresding grounds for "immorality, 

vice and crime." For him, wretched habitations and filthy streets were " fertile soi! for 
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depravity and disease. " 

"Criminais and moral lepers are bom in the atrnosphere of physical and moral 

rottenness of aie slums of large cities." "Municipalities permit the existence of social 

cesspods and tax honest and industrious citizens to starnp out their reçults, as if such 

conditions were to be combatted only by dealing with the effects. This is about as 

consistent as treaüng a patient for symptoms of blood poisoning and neglecting to 

dean out the source of infection. the abscess cavities from which the poison is k ing 

generated. "1 59 

Of the Lydston quotation, Hastings writes, 'The foregoing pen picture is no 

exaggeration of what one meets in rnetropolitan slums, and cunstitutes a tnie 

repreçentation of what Toronto will be confrontecl within the near future if present 

tendencies are allowed to continue uncfiecked."l~ 

Hastings makes frequent use of suggestive metaphors. Night soil, mud, filthy 

yards are the breeding grounds for future calarnity. The theme of 'deanlines", as a 

preventative of infecüous disease, and "soil", as a breeding ground for pestilence, 

becorne a broad rubrics for "stamping out" conditions endangering public health and 

l59 Rewrt of the M a c d  Heaith OMcer, 23-24; The source of the quotation is possi&iy fmm an 
artide Dr George F. Lydston published in the Chicam Medical Journal and Examiner prior to 1890 
entitled, T h e  Pathologicai Causes of Vice," Lydston refers to this article in an updated version, 
'Matenaiism Versus Sentiment in The Study of the Causes and Correction of Crime" puMished in 1892 
Hastings does not give a citation but refers to the author mereiy as 'Lydstonn suggesting his name wouiâ 
be recognized by his readerstiip. Lydston was a physician committed to Eugenics. He had conducteci a 
study of 'aberrant m, a euphemicism for criminais, through craniai measurements and descriptions of 
deceased 'specimens" and publiçhed as 'A Study of a Series of Degenerate and Criminai Craniaw aiso in 
1892 George F. Lydston, Addresses and Essavs, 2nd ed. (Louisville. 1892). 93-108; 65-92. 
160 Hastings, 8 24- 
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morality. 161 

Wth these metaphors, Hastings uses rhetoric to wam about the consequemes 

of inaction. Lwid descriptions juxtaposeci with dire consequemes were intended to 

alert readership to force, action. It was part of what Mariana Valverde calls the ' formal 

structures of tum-of-thecentury social and religious discwrse." 

The "rhetorical flourishes" were "aie inconspicuous vehides in which truths 

about moral and social refonn were conveyed to the public." Hastings, in combining 

his medical authority with stem counsel, was wedding "the highest reaches of modern 

science with old-fashioned care of individual bodies and soufs."t~ 

Indeed, the entire Report constantly wams reader mat the housing conditions 

desxibed were a threat to the health of the greater community both physically and 

rnorally. Hastings exerts his medical expertise and authority to cal1 attention to these 

factors. And that the districts he surveys are heavily populated with recent immigrants. 

as he underscored repeatedly. 

Hastings makes use of nine photographs in the Report They are interspersed 

161 The metaphor of 'soiln as nurtunng g m s .  disease and mord depravity is reversed in Hastings' 
recommendations for 'ameiioration." 'Soil' is given a much different resonance in the section, "Pian for 
Housing." In brief, Hastings proposais include the mnstruction of "garden suburbs and ceoperative 
housing venturesm advocated by Henry Vivian, 'British trade unionist, M.P., carpenter, and secretary of 
Co-partnership Tenants Limited" who had helped plan the 'Hampstead Garden Suburb" in Britain and 
lectured in Toronto in 1910. 'Soit,' in this context, becornes a nutrient base for health and 
wholesomeness rather than disease and moral depravity. Shirley Spragge, A Confluence of Interests: 
Housing Refonn in Toronto, 251 ; Hastings quotes Vivian and reproduces a photograph of the 
Ham pstead Garden Suburb in his recommendations for 'amelioration-' Hastings. Remit of the Medical 
Health Officer, 26-27. 
162 Mariana Vaiverde writes. 'Resunating not only with the rnythicai content of Canadian Protastant 
culture but with the formai structures of turn-of-the-century &ai and religious discourse, the excessive 
metaphors ... were neither rhetorical flouristies not stumbling Mocks in rational arguments, but were rathei-. 
to the audience, the inconspicuous vehicles in which tfuths about moral and social refonn were conveyed 
to the public." Within this context, "the physician was perceived to combine the highest reaches of 
modem science with old-fastiioned care of individuai bodies and souk ..." The themes of "Iight, soap and 
watei'. in Valverde's study of mord refom. were extendeci metaphors Knowledge as 1ight;soap and 
water as cleansing bodies, souk and the 'abscessed cavities' ofmoral depravity-mmbined the refonn 
impulse of the  al Gospel,' defîned by various authors as "the attemp& to humanire andlor 
Christianize the politicai economy of urban-industrial capitalism.' with the scientific expertise of the 
reforming agents. Mariana Vaiverde, The Aae of Liaht. S o u  and Water: Moral Refom in Encilish Canada~, 
1885-1 925,3435; 18. 
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with the tabulated figures from inspection reports and anecdotal descriptions. And 

each serves to verify the commentaries. 

The authority of the photographs as visual testimony is incorporated in 

Hastings' extended professional expertise. He speaks to the pictufes and tries to 

"wnnect them to other kinds of evidence - to records of people and places - and 

evoke absent spaces - spaces which, in tum, he swght to connect with disease." 163 

One picture has the following description: 

This a rear tenement under the moming shadow of the City Hall, oceupied by 
six 'families. ' There are six dark rooms in it To the right is a 'Sanitary Convenience, ' 
intended to be used by al1 the inhabitants of the row, except those in the third house. 
At the door of the third house may be seen the outside entranœ to a closet in the cellar 
used not only by the people of that house, but by the workers in the Yactory' which 
occupies the top flat of all these four houses. 

In the foreground is a muddy, dirty, unpaved yard and lane. 
The tap with the pail under it is the soie water supply for al1 the houses, and the 

tenement-house, and the workers in the factory - 40 perçons in all. That tap is 
sornetimes frozen in winter. 

These are rear-houses. They cannot be seen from the saeet 
The rent paid for these houses is high. 
Finally, on the &y the photograph was taken, the owner had for some unknown 

reason cut off the use of the sole sanitary convenienœ for 30 people, by nailing it up, 
as shown in the picture. 

The bare branches of the tree shown tu the extreme right make the place where 
stands an outside privy of another type, the condemned and outof-date privy-pit. That 
closet belongs to a buse on the front street rented for $10 a month. One of the best- 
known real estate firms in Toronto wllects the rent. The house is unfit for habitation. 
The outside privy has been for some time overflowing. Its disgraceful state rnay be 
seen from the open street across a vacant W. lnto that vacant lot the husband of the 
poor woman who still struggles to keep that house decent casts, under cover of night, 
the 'night soil.' The same thing is done from seven other dwellings of which we have 
reports. 

In other words, what was happening in aie cities of Europe in the Middle Ages, 
happens in Toronto before our very eyes." M 

163 Tagg, The Rurden of Re~resentation, 144. 
164 Hasting, Reoort of the Medical Health Ofticer, 5. 
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By referring to materiai both inside and outside the picture frame Hastings 

employed the empirical evidence of the photograph to explain the larger context- The 

pictorial evidence anchors the empirical data from inspection reports to make 

Hastings' views indisputable . 

The location of the tenement "under the moming shadow of City Halln could tell 

the infomed reader that it is directly west of the civic center and posçibly observable 

from the upper windows of City Hall. This section, known populariy as âie Ward," was 

the district the Report describes as She Central City Hall District, from Yonge Street to 

University Avenue, and from College to Queen Street, covering an area of 142 

acresn1 a 

It is also apparent that Hastings had visited the site. He has been thoroughly 

briefed about extraneous information which was used to make the pictures 

instrumental. He extrapolates from a Iiteral desaiption of the photograph's content to 

include anecdotal information before returning to the central theme of the document. 

The photograph wouM flot serve his editorial purpose on its own- without his 

cornmentary. The stnichires would be unidentified, the tap unnoticed and the function 

of appended "sanitary convenience" unapparent. What informs the photograph, and 

makes it meaningful, is Hastings appropriation of its content into the rhetoric of the 

Report The themes of unsanitary conditions. inadequate water supplies, the 

165 The Ward" was heavily populated with new immigrants, predominantly Jewish, from Eastern Europe 
and Russia. Hastings identifies "1,207 Hebrew families" living in this distnct and the targest group 
represented of the twelve different ethnic groups Iisted as alço living ttiere. The contemporary reader of 
the report would be familiar with 'the Ward'. Hastings, Pemrt of the Medicai Heaith ûffïcer, 4; 'By 'the 
Ward', Torontonians had in mind an imprecisely defined region of their city. The Ward' served as a 
subjective shorthand designation or Toronto's foreign quarter. Confusion as to the exact blocks 
encompassed by 'the Ward' resulted, in part, from an arnalgarnation of watûs in 1891. Originaily, 'the Ward' 
confomed to its location to St. John Ward, running from Q u m  to W r  Street and bordered by Yonge 
and College (preçent-day UniverMy Avenue). Al1 of these were busy thoroughfares, y& the interior of 
'the WardB, a cornpressed network of nanow lanes, was a little-traveüed a r e a J h e  best definition for an 
understanding of 'the Ward' and particulady what it rneant to the rest of Toronto appeared in a1 91 8 study 
of poverty. According to it, 'the Warû' constltuted ' a condition, an attitude of mind toward Iife, a standard 
of lNing - not mer* a geographical iowüam' Inàinsic to mis notion and ta popuiar use of the temi was a 
tone of contempt." Weaver, The Modem City Realked: Toronto Civic Affairs, 1 880- 1 91 5, 43. 
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victimization of the occupants and the aireat to the greater community are "now before 

our very eyes" in the evidence of the photograph. 

In the second photograph, Hastings elaborates: 

"This photograph shows a double row of outside dosets [ouMoor pnvies]. 
These dosets frequently aimmunicate with lanes, h e m  the contamination from these 
when the overflow, together with oveflow from garbage receptacles, is such as to 
explain the extreme necessity of the paving of al1 lanes, inasmuch as the earth and 
dust which corne from these tanes muçt neceççarily be laden with bactefia."l66 

Hastings' advocacy and recomrnendation for paving the la-, iç justified by 

the "gem theoqf of contagion. The reference to bacteria-infected dust f rom the 

garbage and overflowing dosets, makes the air suspicious and the lane is made to 

seem sinister and putrefied. What cannot be supplied through the visual evidence of 

the photograph (the germs and stench) Hastings makes apparent through his 

description. He elaborates on another photograph: 

The houses shown in this picture are greatly overcrowded. In one of them 19 
men sleep in three rooms - 7 of thern sleep in one room; another rooms is very small. 
The cellar is unsanitary and a place of filth. In another room of these houses 13 
people live in 5 rooms. Exterml appearances are sometimes deceMng, as is manifest 
in this picture."j67 

This information is provided entirely on Hastings' authority. None of it, outside 

of the houses themselves. is actually in the picture. What the viewer sees is a row of 

house facades and not what is inside. The facades becorne, in Hastings commentary, 

symbolic of crowded and congested bedrooms. 

Hastings is investing the photograph with meaning and the unseen is provided 

through his descriptions. The visual empiricism of the picture would not suffice by 

be l .  It requires the cumulative impact of the verbal anecdote, the juxtaposition of 

166 Hastings, Rewrt of th8 Medical Health Onicer, 11. 
187 Hastings. Reoort of the Medimi Health OrTcer, 15. 



fads and figures to be berd evidenœ in his program of reform. 

Of the men who INe in the 'common lodging houses" Hastings Wrifes: 

These are not poor men - they are in receipt of good wages, $1 -75 to $2 a 
week for lodging and washing, and some get $3.25 and $3.50. In their native land, it is 
said, many of them worked for 2 cents an hour, or 30 cents a &y, but their whote 
environments have b e n  suddenly changed, and their ideas of sanitation are not ours. 
In these places a large number of men are thus lodged, which should be subject to the 
strictest sanitary inspection, and measures must be taken to prevent these new 
citizens from being exploited by persons who do not aven provide proper sanitary 
housing for them. Our inspectors have some evidence that certain smail hotels and 
old and roomy houses are about to undergo the dangerws transformation into foreign 
lodging houses. Every effort is being made to familiarize ouf new citizens with ow 
sanitary standards, and to nom them of ou? requirements, and then see that they are 
reasonably carried out. "1 68 

By applying his scientific expertise with paternalistic intervention and stem 

counsel, Hastings is advising how the best could, perhaps, be made of a bad lot. The 

parallels he draws between foreigners, housing conditions and infecüous agents are 

rendered tangible in the pictures. The occupants of the common lodging houses, 

through his commentaries, are made to seem Iike germs with the potential to infect the 

greater civic body. Hastings' medical authority added to the authority of the camera. 

In 1 91 3, a group of citizens known as the "ïoronto Civic Survey Corn mittee' 

approached the Mayor, the Board of Control and the City Council asking to be 

"allowed an Administrative Survey of the City's methods and expenditures to be made 

by speci-alists of the New York Bureau of Municipal Research."1m 

The project was approved and the City was surveyed in October and November 

168 Charles Hastings, Re~ort of the Medical Heafth Officer, 8. 
1mThe Bureaus of Municipal Research were an Am- phenornenon. They wem non-profit and 
operated in large cities and 'received backing from the business community and çIressed the importance 
of attending to the details of urban affaits railler then working for broad charter revision.' John C-Weaw, 
The Modern Crty Realired: Toronto C i c  AfFairs, 1880-1 91 5, 58. 
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of oiat year. A large Report was also subsequently produced.170 The Bureau's sunrey 

included a review of the physical conditions of the City: 

"It is important to make dear what a 'physical survey' comprises as the Bureau 

of Municipal Research interprets aie tem. It is not confineci to the disdosure of the so- 

called 'slum conditions', but indudes these as a part of al1 the physical conditions in a 

comrnunity requiring change or remedy, whether theçe conditions operate to make the 

city unsightfy, cause its people inconvenienœs, endanger health and lives. affect real 

estate values, detract frorn the city's reputation as a place of residence or business, or 

lower citizen pride."171 

Hastings made the documentation, inspection reports and photographs of 

housing conditions in various districts of the city available to these investigators frorn 

the New York Bureau of Municipal Research. 

The top priority, in the opinion of the suweyors, was the "need to eliminate over- 

crowding."1n Several of Arthur Goss' pictures were included in the report One is 

quite similar to Photograph H . 1 7 3  Another photograph shows a two-storied house 

with this caption: "Front view of a rooming house occupied by Macedonians. Upon 

enquiiy of some of the roorners it was leamed that this house contained 22 and 26 

people, which made an average of from four to five people per room."174 

The archive of pictures Hastings commissioned. became 'a vast substituüon set, 

- - - - - -. . . - - 

7 7 0  New York Bureau of Munmpal Reseerch. mrt an a Survev of the Citv Treasurer. Assessment. 

pf Municiml Research , (City of Toronto, 1913) 
171 New York Bureau of Municipai Research. 'Physid Survey of the City of Toronto*. Rewrt on a Survey. 
Appecidk E, 1 
172 New York Bureau of Municipal Research, Physicd Suwey. Appendix E 2 
173The photograph used in the Report featwes a group of men identified as 'Polish* in a crowdd 
bedroom. RG8-254: '# 50 Terauley St., Polish, Novem ber 25.1 91 3.' New York Bureau of Municipal 
Research. Physid SUW~Y,  Apperidix E, 10. 
174 Bureau of Municipal Research, Physical Sunrey, Appendix E. 1 2  



providing for a relation of general equivalence," what Allan Sekula calls, "an 

encyclopedic repository of exchangeable images. "175 Photograph #l and 

Photograph #2 are part of this accumulated evidence. 

Over-crowding, foreigners and menace convert the Macedonian sojourners into 

threatening m." In this context. there is little that could be describeci as "honorificn 

about these photographie portraits. Any specuiation about what is happening wiaiin 

the Iiteral content of the images is incidental to the agenda that the pictures were 

intended to serve. Indeed. even asking about the names. immigrant experiences. or 

their feelings about their pictures would assign the images to historical contexts that 

differ from the photographs' original purpose.176 

Hastings is a significant part of the comrnentary. Without his commission, the 

photographs would not have been taken, and the original negatives of these pictures 

would not exist. They were retained, within the filing systems of Arthur Goss, for the 

Public Health Department. And that is how the images were kept in the public memory 

of the archives. 

It is easy, at this distance, to criticize Charles Hastings for his thinly disguiseci 

racism, his paternalism and for ignoring the basic problems of poverty. But these 

judgements would be anachronistic. Hastings was typical of his time and of his social 

1 75 "ln structural tenns, the archive is both an abstract paradgrnatic entity and a mncrete institution. In 
both senses, the archive is a vas& substitution set, providing for a relation of general equivalence between 
images.' Allan Sekula, The Body and the Archive, 352. 
1 76 'The Remt of the Toronto Medical liealth Officer ûeaiiri~ with the Recent Investiaation of Slum 
Conditions in Toronto. Embodyiria Recornmendations for the Ameiioration of the _Same,prepared for the 
city by Dr Hasüngs in 191 1, containeci a typicai interplay of hostility toward barding, foreigners, and the 
burgeoning industriaf city itself. Charts of ovemowded rooms, dark rooms, rear houses, tenement 
houses, common lodging houses, cellar dwellings, and one-rwmed dweliings - ail obviously employed 
as indices of squaior and social disintegration - were juxtaposed page on page with Iists of ethnic 
households in the neighbuurhoods studied in the report. Boarding then. rather than king approached 
as a vuaüon of the 'malleable household, ' a sign of the resilience and initiative of migrant networks, was 
treated as urban pattiology." Robert Harney, 'Boarding and Sojouming: Thoughts on Sojourner 
Institutions, ' The Usable Urban Pa& 288. 
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clas. Contemporary natMst refomers would have found nothing sinister in his 

rhetoric. 

His achievements were quite impressive. During his tenure. "the sewage 

disposal system waç improved. The water supply was chlorinated. The milk supply 

was regulated, controlled and eventually pasteurized. Public health nursing 

programmes were initiateâ and school medical and dental examinations expanded. 

Vaccines were distributad cheaply and then distributed free." 

Hastings remains, however, a nativist and a wnservative reformer who wanted 

improved efficiency not social change. Michael Piva wntes, "Indeeâ the reforms 

asçociated wiai Hastings' administration only scratched the surface of a proMem 

which was deeply rooted in the societyXhe failure to recognize, let alone confront. 

poverty as the basic cause of poor public health was moçt clearly dernonstrated in the 

area of housing."ln 

Provision of public çewice in an urban, industrial economy that was being 

determined by "unbridled laissez- faire development" was what Charles Hastings 

sought. J.M.S. Careles describes these efforts as "an increasingly collecWized urban 

poliy178 The Macedonian-Canadian identity was forged within this context But the 

urban polity in 191 2, was as seminal as the hyphenated identities it unwittingly 

fostered. 

The photographs remain 'incomplete utterances," that depend upon "some 

external matrix of conditions and presuppoçitions" for their "readability."1m It is part of 

the enigma and fascination of the historical photograph that its meaning changes or 

177 Michael Piva. The Condition of the Wnrkina Cfass in Toronto. 1900-1 921. (Ottawa: University of 
Ottawa Press, 1 979), 1 41 . 
178 Careless, Toronto to 191 & 190. 
179 Sekula, The Invention of Phobgraphic Meaning, 85. 
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shifts when it is inserted into a different context, viewed discreetly or in a series, or 

invites newer commentaries. 

These two photographs inform other histoncal narratives as well, both 

contemporary to aie photographic subjects and subsequentiy. To encode them with 

respect to only one particular editorial context, would Iimit the visual riches they offer. 

A photograph is different from the photographic occasion. While the former 

endures, the latter ends. What the photographer saw and record4 is a moment- a 

bracketing of tirne that cannot be replicilteci. The moment seerns to be *capturedo in 

the evidenœ of the picture. 

There is an inherent aggression in the act of photographing a subject.l@ The 

photographer tums the subject into an object of observation. The transformation is 

nonreciprocal. The framing eye of the photographer and his camera converts the 

subject of observation into its objectness and "it" is "capture# on filrn.la1 

The resolting picture completes the transformation from subject to object by 

recording the subject's presence not as a moment of exchange, but as a photographic 

traœ wïthout reciprocity. The lack of reciprocity can lead the photographer into 

problematic moral and philosophic territory.l@ 

180 'However hazy ouf awareness of aiis fantasy, its is named without subüety whenever we talk about 
'loading' and 'airning' a camera, about 'çhooting' a film.' Sontag, On Photoara& 4. 
181 The nonreciprocity betwm look and eye, between being the subject and object of the gaze, is in 
fact reiated to a fundamental stniggle for power. For the one who casts the look is always subject and the 
one who is its target is aiways tumed into an objed' Martin Jay, Oowncast Fvs: The D e n i w n  of 
Vision in Twentieth C e n w  French Thouuht (Berkeley: University of California Press, 1993), 288- 
182 70 photograph people is to violate them, by seehg them as they newr see themsehres. by having 
knowledge of them they cari never have; it tums people into objects that can be syrnbolically possessed." 
Sontag, Qn Pho- p. 14 
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In the daily interactions between people, intersubjectivity is manifested in a 

tension berneen a submission and a resistance to how one is perceived. An 

autonomous sense of self is achieved through a synthesis of the observer's 

perceptions and the observecl subject's acœptance or refusal to concede to the 

limitations the objectifying gaze will impose. It is necesarily reciprocal since each 

perceiving subject is in tum perceived.183 

But a photograph is not an interactive phenornenon. Our attempts at an 

interpretation of gesture or facial expression, wiaiin the photograph, will not restore 

the reciprocity of the phobgraphic moment. The subject remains defined by how the 

photographer frarned it. And the photographic frarne limib aie range of the subject so 

the resulting picture itsel restricts the available information about the photographic 

moment 

In a photograph (using Martin Buber's terminology) the subjecl remains an 'if' 

and the interaction, an "1-it" relationship, with the viewer of the photograph, the "1," 

"standing in" for the photographerJW We often close our inquiries once we have read 

a photograph's label because it tells us what "if' was about. If we want to restore the 

reciprocity of the photographic moment. when the picture was taken, we need to 

question the camera's objectifyïng gaze. 

To rescue these subjects from the lirnited framework of the photographs, we 

also need to know the photographer's point-of-view because his 'gaze," in 

collaboration with the interats he served, transforms the subjects of the photographs 

183 'Intersubjectnnty" is a central theme in Existentid Phenornenology. The existentid philosophers can 
be divided between those who developed " intersubjec~ as 'a dimension of the self" - an inward 
particularity where one is defined and determined by the objectifying perceptions of others and those 
thin kers who understand it as 'the relations between man and man as central to hurnan existence." (italics 
in originai) Maurice Friedman, ed., The Worlds of ExiçteBtialism: A Critical R&wL (Chicago: University of 
Chicago Press, 1964), 173. 
184"But the separated ltof institutions is am animated clod without soul. and the separated 1 of feelings an 
uneasiiy fluttering çoul-bird. Neither of them knows man: infiutions know only the specimen, feelings 
only the 'abject'; neither knows the person, or mutual life.' ( W Ï  in original) Martin Buber, '1 and Thou.' 
trans. R o n M  Gregor Smith, Friedman, The Worids of Existen@!ism, 21 7. 
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into their objectness. In ou t l ~ng  the subjects, the photographer and the sponsoring 

agent, the photographic document confers an enduring otherness to photographic 

subjects. 

The anonymous men in these photographs cannot affirm or deny the literal 

substance of the pictureç. They are photographic traces captured on film, left to the 

devices of history to decode the messages irnplicit in the pictures. It is oie one- 

sidedness of the photographer's gaze that concems us here. Arthur Goss was 

performing his task in an official capacity for his sponsor. But what informed !I& gaze? 

William Arthur Scott Goss was born in London, Ontario March 4, 1881. He 

moved to Toronto, with his family, in 1883 and entered Rose Avenue Public Sdiod in 

1889. After his father's untimely death, he was withdrawn from school and sent to 

work to help support his family in 1891. From the age of eleven he was hired by the 

City of Toronto initially as an Mice boy and later as a draughtsman in the City 

Engineer's Office. He was a civic ernployee for his entire career-lm 

Goss did not work professionally in photography until 191 1 when he was 

appointed OfFïcial Photographer for the City. But pfior to this appointment, Goss had 

been a spirited amateur photographer. He had been a member of the Toronto 

Camera Club since 1904 and the Club's Second Vice President in 1905.186 

In the same year, Goss had joined with several club members to form the 

'Studio Club," rnodeled along the Iines of the British "Linked Ring Brotherhood." 60th 

organizations were part of an international rnovement promoting photography as an 

185 Russeil and Price, Arthur S. Goss: Citv Phatoarzmher, N. pag. 
1 86 Toronto Camera Cfub Minutes. 1 904-1 905, Microfilm, R e d #  tb 1 566, (Ottawa: National Archives of 
Canada), 342. 



art fom. They called themselves "Pictoriali~ts.~1~ 

Pictorialism was a reaction to the commercial and institutional uses of 

photography-lm As a creative photographers, the Pictorialists considered 

photography not just as a means of recurding and describing, but as a pictorial form 

with arüstic merit. "In the hands of pictorialistç the subject matter became relegated ta 

a seconâary rok and the image was treated as an end in itseKnim 

As a pictorialist photographer, Goss approached the photograph as an 

expressive. artistic medium tu be manipulated and imposecl yion as a painter might 

expriment with the surface texture and ordering of a painting. He used soft focus and 

delicate toning to create artful effects.190 

Goss exhibited his early photographs through the Toronto Camera and the 

Studio Clubs and was favourably reviewed both in Toronto and in BritainJgl His work 

as an amateur photographer was considered exemplary of an approach that was quite 

187 The Studio Club and the British Linked Ring Brothemood were part of a movement in amateur 
photography clubs on both sides of the Atlantic. The members were ammittecl to 'pictorialism" in 
photography and in the medium as art. 'Pictondismm was 'an artistic, creative movement in photography. 
started in the second half of the nineteenth century. PiioriaIists attempted to elevate the practb of 
photography to the status of pure art, equal to other eçtablisfied fine-art media like painting and sculpture, 
and to show decisiveîy that photography can be used, not only to record and describe, but aîso to create 
consciously artistic images." Lewinski, Picüonary of PhotogriaClhy, 186. 
188 'In seeking to distinguish their own work from this m a s  of utilitarian photographs, Pictoriaiists 
articulated a duai role for the medium in which images would provide an unnuanced record on the one 
hand, and, on the other provoke thought and feeling. Aesthetic photographers were convinced that in 
the past 'the mechanical nature' of photography had 'asserted itself so far beyond the artistic, that the 
latter might ... be described as latent,' and they sought to redress this perceiveci imbaiance by sefeding 
wbjects traditionai to the graphie arts, by emphasiUng individu& treatment and by insisting on the artistic 
presentation of camera images," Rosenblum, A WorM Histow of Photoaranhv, 297. 
189 Lewinski Dictionarv of Photoaraohy, 186. 
190 'Few examples of Goss's work as a pictoriaiist appear to have survivedl mostly as treasured mementos 
in the possession of fnends and relatives. Consequentiy, this aspect of his career has only recently 
begun to be expiored.' Russell and Price, Arthur S. Goss: City Phot-her, N. pag. 
191 The reviewers of Goss' exhibited images characterkticdly stressed his technical skill, his disceming 
eye and his artistic taste evident in his photographie prints. 'A.S.Goss1 child study is a most successful 
exercise in delicate wdlgraduated greys, and is quite the mos? pleasing and satisfying of any work of his 1 
have had the opportunity of seeing ... ' H-Morürner Lamb, quoted in Russell and Prim. Arthur S. Gosç. 

v Photoar- N. pag 
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innovative. 1 92 I t was his technical achievement aiat recornmended him for the 

position of Toronto's Official PhutographerJB 

While the Studio Club was çoon disbanded, Goss continued his affiliation with 

the Toronto Carnera Club until 191 5, w k n  his contributions to their exhibitions 

became 'sporadic."1~ He occasionally submitted images for the Club's annual 

exhibitions until as late as 1931 when his portrait of the Canadian painter, 

A.Y. Jackson, was shown. 195 

Goss had joined the 'Arts and Letters Club" in 1920, and become friends with 

several local painters in "The Group of Seven."l% His interest in pictorial 

photography, and particularly the landscape as subject matter, dovetailed with the 

Group of Seven's belief that the Canadian wilderness had a central role in Canadian 

identity. Goss accompanied rnembers of the Group on canoe trips and excursions into 

the Algoma landscape in Northern Ontario. He would be remembered as an 

enthusiastic woodsrnan and an expert canoeist, who tried his hand at landscape 

painting. 

In aie "Forward" to the City Archives exhibition of Goss's photography in 1980, 

192 'Goss attempted to set an example and won a reputation as 'undoubtedly one of the most succesçful 
pictoriaiists in Toronto' because of his characteristic me, simple and dignified yet full of poetic feeling.'" 
Sandomirsky, Toronto's Public Health Photography, 147. 
193 Arthur Goss and the Commiçsioner for the newly reorganized Department of Public Works, Roland C. 
Harris, were both rnembers of the Toronto Camera Club. Toronto Camera Club Minutes, 1906. Microfilm 
R e d  # H-1567, National Archives of Canada, 349; It was possibly b t h  Goss' technical skill and his private 
association with Harris that recommended him for the position of Official Photographer. RScott James 
indicates that Goss and Ham's were also neigh bours, living on the same &met in Toronto. R-Scott James, 
Interview, 9 September, 1997 
194 Russell and Price, Arthur S. Goss: Ci Photographer, N. pag. 
195 This pomt was shown at the annual Toronto Carnera Club exhibition at the Canadian National 
Exhibition in Toronto in 1931. T o r o n t o L  C a f  q u e  on Microfilm Red# H- 
1566, National Archives of Canada, Ottawa 
196 Goss took some memorabte images at the Arts and Letters Club of the arüsts who later f m e d  the 
Group of Seven. One, in particular, has ben reproduced repeatedly in the histories and catalogues of 
'the Group" - "Group of Seven at the Arts and Letters Club" circa 1 920, Ernest Cornet Collection, City of 
Toronto Archives. 
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the last surviving member of the Group of Seven, A.J.Caçson, remembered Goss as a 

kindly and modest man with 'unfailing good humour and w*Ilingness to lend a helping 

hand in any project" Casçon wn-tes, Goss "loved the north country and was a good 

woodçman and camper, never a cornplaint of any kind about the weather or the many 

things that can go wrong on a camping trip397 

How did Goss feel about applying his photography to his day-Way work for 

the City? As far as we know, he never complained. As late as 1920, however, he was 

still cornmitted to pictorialisrn.t~ But undoubtedly, his promotion to the position of 

Official Photographer in 191 1, had been a welcomed opportunity for a married man 

with a young family-199 However, his work as a professional photographer was 

radically different from his amateur efforts.= 

Goçs' gradua1 disassociation from the Toronto Camera Club suggests that his 

pflvate work as a photographer had receded under the burden of official commissions. 

His appointment to the position of Official Photographer also signaled a 

fundamental change in his approach to photography. At the direction of his sponsors, 

Goss moved from pictorial aesthetics to straight graphic recording. Artfulness was 

forfeited for volume and productivity. 

Goss became a working photographer under the direction of institutional 

sponsors. He produced many photographs that were only intended for departmental 

197 AJ-Casson. foreward, mur Scott Goss: C i  Photoar@her, N. pag. 
19s '1 bdieve it will be dong the Iines adopted by a group of Canadian painters to paint Our m e r y  in a 
Canadian way, that photographers m ust progress and that by a lile more concerted effort and study.. .we 
will produce something worth while and characteristic of ouf dimate and country.' Arthur Goss. quoted by 
Russell and Price, A mur S. Goss: Citv Photouwher, N. pag. 
199 Goss had married in 1903 and he and his wife, Ethei Munro Goss, had three chikiren: John, MW and 
Enid- Russell and Prim, Arthur S. Goss: C i i  PhotograDher, N- pag. 

'...Gossl photographs of housing conditions in the poverty-stricken core of the city and of sewer 
constni&n ... are an astonishing cuntrast to his work as a pictorialist..,' Ralph GreenhiIl and Andrew 
Birrell, C a n m  Photwraphv: 1839-1 WQ, (Toronto: The Coach House Press, 1979), 146. (See below, 
Part Three, Cultural Property) 
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use. Among the many images he produced were: pictures of diseased dairy cattie and 

animal cells under a microscope, the Public Health Laboratory, chlorination plam, the 

building of sewers and sewage disposal stations. laying streetcar tracks and the 

building of the Bloor-Danforth viaduct.201 These were not meant as art photographs 

but public records. 

Atbibuüng pictures in the City Archives to Gus directly is sometirnes difficuk 

Goçç did not sign the work he did for the City. But he kept most of his photographs on 

file with pertinent infornation, Men in his handwriting. directly onto the negatives. 

Also, we known that he worked with at least two assistants from 191 2. We do 

not know if the assistants achially took photographs or were simply ernployed to 

develop and procesç the photographs that Goss tmk. 

It is quite reasonable to assume, however, that Goss was completely 

responsible for the photographs reproduced for this report. They were taken duting 

his first year as Official Photographer (February 1 91 2) and he was not asçigned 

assistants before June. Since he was new to his job, Goss was likely taking a direct 

interest in al1 the work corning out of his section. Since Charles Hastings was also 

newly appointed, Gosç would have wanted to do a good job for him. 

Goss was conscientious throughout his career. Victor Russell and Linda Pnce 

write, "By the early 19201s Goss reported that the sedon was producing 1200 

negatives a year and more than 6,500 prints. Goss later wrote that the demand for 

work from numerous civic departments was such that it necessitated regular evening 

work, and that he was producing a range of phatographic services which included 

glass lantem slides, motion pictures and 'photomicrography'." 202 

A late photograph of Arthur Goss in the Arts and Letters Club Archive shows a 

201 'Al1 departrnents of Toronto's municipal government that were involved in community projects used 
Goss' afW the Photographie and Bue Rinting Section was estaMished.' Janice R.San&mirsky, 
Toronto's Public Health Photography, 155. 
202 Russell and Price, Arthur S. Ooss: Citv Photwrapher, N. pag. 
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tired and emaciated man, prematurely aged.203 Cason wn'tes that he visited Goss 

"... many times during his fast illness and once just a few days More he passed away. 

He was the same cheerful person, no cornplaints ..."204 

When these snippets of information are put together (the regular evening work, 

the tir& looking man in the Arts and Letters Club photograph and Casson's later 

remarks) there is the suggestion that Arthur Goss rnay have comprornised his health 

by overwork. RScott James states that Goss "died in the hamessn at the age of f i -  

nine in 1940.m His photographic Iegacy to the City rnay have been achieved at a 

considerable cost. 

The nagging subtext to the relatively littie information that has suMved about 

Arthur Goss. is that his creative energies were sapped by his official responsibilities. 

The early promise of his photographic aesthetic was transforrned by the mundane 

drudgeries of cummissioned work. 

Photograph #l has a special significanœ in aiese speculations. It does not fit 

into the reforrn program of Charles Hastings so clearly. It is Photograph #2 that shows 

the subjects overcrowded into their congested bedroom. This was the salient piece of 

information that Hastings wanted captured for his records of housing conditions. 

Photograph BI, on the other hand, shows the subjects, in a public setong, posing for 

an orderîy group portrait. 

But the converse could alço be argued. A recent publication that reproduœs 

Photograph #1 appends the picture with following the caption: "Macedonian saloon on 

King Street East, 191 1 -na This may be a bit of license on the authors' parts since 

203 Arthur Gosç file, Arts and Letters Club Archives, Toronto 
204 A.J.Casson. foreward, hrthur S. Goss. Citv Photoaraoher, N. pag. 

R.Scott James, Interview, 9 SBptmber 1997. 
: A Portrait of the Urban €xnerience, 206 Robect Hafney and Haroid Troper. lrnmiarants (Toronto: Van 

Nostrand Reinhold Ltd., 19?5), 62  
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there is nothing in the picture to suggest that any food or drink is being consumed. 

Although the label, "Panto Nicola Restaurant, # 356 King Street East" accompanying 

the picture in aie Archives, certainly suggests a food establishment, the word "saloonn 

had special çignificance. 

The Temperance Mavernent played an important role in the refom programs of 

the day.207 This association would agree with the public health agenda- The 

connections Hastings made between unmodified housing conditions and vice. crime 

and disease could then be a subteKt impoçed on this otherwise orderly group of men . 

Goss is using his camera very artfully in Photograph YI.  He has carefully 

frameô the subjects tu produce a successful group portfait, and used hard focus darity 

and various cornpositional devices to give the picture a classical symmetry. 

It can be argued that Goss is working more as an independent photographer. in 

Photograph #1, than as an ûfficiaf Photographer. His enthusiasrn for the photographic 

medium and its potential for art statements, is freshly exploited. This picture was taken 

duting the first year of his tenure as photographer for the city, while he was still active 

in the Toronto Camera Club. 

Photograph #2 provides hard factual evidence about overcrowding. 

Photograph Cl seerns viswlîy poetic by cornparison. The single pointed perspective, 

the convergence of Me rom, the orderly symmetry of the back row of men, the 

peripheral figures parenthetically enclosing the room and the visual corridor up the 

center al1 go together to make this picture aesthetically quite satisfying. 

The sense of a group encounter between aie photographic subjects and 

between the photographer and his subjects suggests. what one author calls, "the 

dialogic character of identity" in photographic group portraiture. Alan Trachtenberg 

writes, "We wonder about the role of the photographer in shaping a picture. How 

m7 This theme is devekped in more detail below. See Part Three - MovMe Types. 
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much cornes from his or her intentions, how much from the will of the group? Group 

portraits arouse more quesüons than oiey can answer, and thus seem paradoxicaliy 

open and dosed, easy to understand and utterly inscrutable. Fascination seems the 

perfect word for their contradictory effects."rn 

Finally, Goçç actually gives copies of Photograph 81 to his subjects in 

Photograph #2 and #ey hold it up prorninently for his carnera. These gestures are 

richly suggestive of an interaction. In pictorial terms, it is a form of tslking. The 

subjects talk to each oaier and to the photographer through the device. And together. 

they seem to be talking to the viewer in an ongoing interpretation of the pictures' 

content 

208 Alan Trachtenberg. The ~ r o u ~  Portrait, 17-19. 



Part Thfee 

Text 

Mettxldofoaical Fields 

"...the photograph is dependent upon its conte* The Yied' image it offers is subject 
to a continuous state of transformation and metarnorphosis..Each change of context 
changes it as an object and alters its ternis of referenœ and value, infiuencing ouf 
understanding of its 'meaning' and 'status'. "mg 

Aithough the large store of glas negatives from which these photographs corne 

would lay forgotten and neglected for decades in the attic of Old City Hall, when they 

were rediscmred in 1960 they acquireâ the status of historical documents. Under 

Arthur Goss, the images were part of the working records of the 'Photography and 

Blue Printing Section." Now they are historical records subject to the practiceç of 

This represents a fundamental transformation. Rescuing the pictures from semi- 

oblivion. was commendabfe work. The arch~sts not only restored and preserved 

artifacts from Toronto's past Their efforts also made it possible for later historians to 

review the past and to consider the pictures in new ways. The photographs have 

assumed a "lifen of their own. They have ken encoded for differing agendas and 

broadly suggest diffeflng contemporary motives.*j 0 

For example, Photograph 81 was reproduced by Robert Harney and Harold 

209 Graham Clarke, The Photoarah, (Mord: Oxford University Press, 1 997) 19. 
210 Roland Barthes characterizes the photograph as 'a message without acode' with the corollary that the 
'photographie message is a continuous message." He differentiates the linguistic message of the üüe or 
caption from the pictariai message which cannot be fulîy contained within the linguistic label. Roland 
Barthes, The Photographic Message, 1 6- 1 7. 

82 
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Troperas for their work, Immi~rants: A Portrait of the Urban ExDerience. 1890-1 930, 

published in 1975.211 The authors do not name Aroiur Goss as the photographer but 

credit the City Archives and the archivist, R.Scott James, who assisted their selecüon 

of images212 

Hamey and Troper use the photograph to encourage a dialectical interplay 

between words and image to underscore the ideoiogical issues of the immigrant 

experience for the period they surveyed. 

In another example, Photograph #l was shown in the first exhibition of Arthur 

Goss's work organized by City Archivists for The Market Gallery of the City of Toronto 

in 1980.213 And, Photograph #1 and Photograph #2 were exhibited, side by side, for 

the City's ûfficial PhotoaraDhers: The Work of Arthur &ales. Arthur Goss. Alfred 

Pearson show in 1992, also at The Market Gallery214 60th of these exhibitions 

featured catalogues with lis& of the photographs shown and essays. 

The exhibitions also served to introduce the work of Goss to a wider audience, 

encouraging an appreciation of his pictures as discrete images215 Goss becornes the 

"author" of the photographs. 

In a further example, Ralph GreenhiIl and Andrew Birrell reproduce Photograph 

#l in their monograph, Canadian Photwra~hu. 1 839- 1 920, with two other pictures 

of the Utban FxDerie 21 1 Robert F. Harney and Harold Trope?, Immiarants: A Portrart nce. 1890-1934, 
(Toronto: Van Nostratid Reinhold Ltd., 1975) 
212 Hamey and Troper, Immigrants: A Portrait of the Urban Exmrience. vi. 
213 r v  rt r . - Toronto's Official Photoara~her. 191 1-1 940, (City of 
Toronto Archives, 1 980) 
214 Arthur Beales (1 87 1-1 955) was Otficial Photographer for the Toronto Harbour Commissioners from 
1914. Alfred J. Pearson (1886-1955) took pictures for the Toronto Tranqxxtation Commission from 
1922 û f f i a m h e r s :  The Work of Arthur Beales. Arthur Goss. Alfred J. Pwson, ( City of 
Toronto Archives, 1 992) 
215 7he present exhibition has two purposes Firsüy, to give wider public exposure to a most important 
collection of historicaf photographs reiating ta Toronto. Secondly, to give belated recognition to the life 
and work of a man wtio played a çignificant role in the history of Canadian photography.' R.Scott James, 
prefacs, Arthur Goss: Citv Photm~her,  N. pag- 
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from the City collection, which they contrast to his work as an amateur216 The authors 

develop the history of photography in Canada by referring to advances in 

photographie technologies and to changing trends. 

GreenhiIl and Birrell appiy Goss' work to illustrate particular Vaditionsn or 

"genres" within aie history of the medium. His name iç induded with other 

photographers in the same traditions. Goss is considered as a 'Documentary 

Photographer" using Photograph #1 and as 'Pictorialisr in another exarnple.217 

At the time of this writing, an exhibition of seJections of Goss's work for the City 

is being planned for the Art Gallery of Ontario's 1998 season. This show is a well- 

deserved honour for a man who contributed so much to the City's pictorial history and 

may serve to increase our respect for photographs that were undervalued for so many 

years. According to Maia-Mari Sutnik, who is organizing the exhibition, Photograph Cl 

will be included in the show.218 

It is also an irony of history that work Arthur Goss migM have preferred to be 

remembered for, Iike his pictorialist images produced as a self-conscious art- 

photographer, are not the pictures most valued for this retrosrnve. 

Instead, his work for the City that will be celebrated on the walls of the Art 

Gallery of Ontario. Goss enters the art rnuseum as a professional 'Documentary 

Photographer" who produced mernorable images rather than as a spirited amateur of 

the pictorial. This conternporary preference for the documentary shows an evolution 

within the History of Photography. 

2% Ralph G reenhill and Andrew Birrell, m-hv: 1 839- 1 9?& (Toronto: The Coach house 
Press, 1979) 
217Greenhill and Brrelt, Canadian Photoarmhv 1839-1920,127-t28;146 
218 Maia-Mari Sutnik, lntenn'ew, 19 November 1997. 
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Each time the photographs are used, their historical meaning is qualifieci. They 

are subjected to wtiat Roland Barthes calls, an 'epistemological sliden of the 

photographs from 'works" into 'texts." They become 'methodological fields" for the 

praaces of history- 

The two photographs were contained within Arthur Goss' filing system for thirty 

years and after his death, they were were nearly destroyed in the attic of Old City Hall. 

Fortunately, their subsequent rexue and restoration have allowed later historians to 

reproduce and use them to illustrate the sojoumer period. Elçewhere, they become 

examples of a partiwlar 'genre* in the History of Photography and honoured on the 

exhibition wall. 

As 'works" of photography, the images are restncted by their historical 

frarnework. But as "texts," the photographs challenge the problems of their 

classification and become 'intertextual" signifiers. They becorne 'pluraln : - ". . . woven 

entirely with citations, referenœs, echoes: cultural languages ... antecedent or 

The notion that photography can be made a part of language is as old as the 

medium. Throughout its history, photography seemed to fall somewhere between 

words and pictufes, between typography and printmaking. 

The early difficulties in naming the technology, show Vie ambivalence that 

accompanied itç invention. " Daguerreotype, Crystalotype, Tal botype, Calotype, 

Crystalograp h, Panotype, Hyalograph, Ambrotype, Hyalotype.. ." were various names 

219 Roland Barthes, 'From Work to Text," Vans Stephen Heath, Brian Wallis, ed. Art After Modernism: 
Rethinkina Re~resentatian, (New York: The New Museum of Cantemporary Art, 1984) 169-1 74. 
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used at various times until the word 'photography" was finally agreed upon.220 The 

suffixes 'type" and 'graphBn adûed to the various names, was an indication of how 

photographs were understood. 

As rype," they were printed like words with ink to l a v e  an impression on a 

page. And as "graphicn renderings, they were the pictorial quivalent of "writing" 

vanscribecl by the agency of l i e  The successive inventions, in the latter half of the 

nineteenth century, were to facilitate reproduction on the printed page. Adopting the 

conventions of Iiteracy, photographs could be "read" Iike text.221 . 

The introduced in the late nineteenth century, made it possible 

inaugurated the era of mass distribution of photographs. The publisher would decide 

if pictures were direclly complirnentary to typography or typography to pictures. A 

change in context could effect a change in the photograph's rneaning. 

The photograph becornes a "signn among "signsn on the printed page. its visual 

empiricism is extended by linguistic messages that help elucidate the pictorial content. 

Barthes writes: "...the structure of the photograph is not an isolateci structure; it is 

communication with a least one other structure, namely the text - title, caption or 

artide..."= These latter signs provide what Barthes calls. an "anchorage" to "reiay" 

220 Alan Trachtenberg. Peadim Ame rican Ptro toar@s : lrnaaes as Hi-ew 6 r a v  to Walker 
Evans, (New York: The Noonday Press, 1989) 3; It was Sir John Herschel  (1 792-7 8ïl), English 
astronomer and scientist, who was responsible for coining the name "Photography." The terni was a is  
used by Hercules Florence, one of the inventors of the medium. Beaumont Newtiall, The Histow of 
Photoar_aDh_u. 21 ; 25 
221 Carbon printing (invented in 1855), photogravure (invented in 1 W), Woodburytype (invented in 
1 W), photolithography or coflotype (invented in lm) are dl examples of the successive inventions to 
reproduce photographs using pn'nter's ink. Beaumont Newtiall, The History of Photwraphy, 251 ; The 
hiçtorian, Oonaid Lowe, characterizes the period after the invention of photography as Typography 
Supptemented by Photography." He writes, The photographie revolution of the rnid-nineteenth century 
made the object of sight, the visual image, much more exact than the print illustration.' ûonald M. Lowe, 
History of 8ouraeois Percmtion, (Chicago: University of Chicago Press, t982), 8. 
222 Beaumont Newhail, T he H' istoy of Photoar- 251. 

Roland Barthes. The Photographie Message, 16. 
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the photographls reedability. 

Barthes asks, '"Does the image duplicate certain of the informations given in the 

text by a phenomenon of redundancy or doeç the text add fresb information to the 

image?" 

And answers that text can direct or constrain meaning: '...the text direcfs the 

reader airough the signifieds of the image, causing him to avoid çome and recei-ve 

others; by means of an often subtie dispatching. 1 remote-controls him towards a 

meaning chosen in advance. In ail these cases of anchorage, language clearly has a 

funaon of elucidation, but this elucidation is selective. a rnetalangwge applied not to 

the tatality of the iconic message but only to certain of its signs. '224 

Robert F. Hamey and Harold Troper's Imrniarants: A Portrait of the Urban 

Ex~erience. 1890-1 930 is a particular use of the historia1 photograph. The authors 

have assembleci a wide selection of images from numerous sources that refer in many 

ways, to the immigrant expeflence in Toronto between 1890 and 1930. 

Harney and Troper organize their material around central themes that serve to 

chart the immigrant experiences as a progressive joumey: from amving to Toronto, to 

finding shelter, accommodation and work in the city and to acdimatizing themselves to 

the "Canadian way" while adapting their "Old Worfd" customs and traditions to the 

rigors of a "New World." 

By the auaiors' accounts. the immigrants' transitions were not easy. Received 

. - 

224Baraies continu&. 'The &t is indead the creatofs (and hence society's) nght of inspection ovar the 
image; anchorage is a control, bearing a responsibility - in the face of the projechive power of pictures - for 
the use of the message. With respect to the liberty of the signifieds of the image, the text has thus a 
repressive vafue and we can see thai it is at this levd that the moraiity and ideology of a society are above 
al1 invested.' R o W  Barthes, The Rhetoric of the Image, 3û4û 
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ambivalently by the host Society, they met ra&m and insult. Those who were not 

English speaking, not from the traditional sources of Canadian immigration, were 

labeled "foreignersu who could threaten social order. 

Older battfes between the Protestants and the Catholics, the rich and the poor, 

the franchised and the disenfranchised, the temperant and the intempefant had been 

defining çtniggles waged throughout Canadian history. The immigrants would alço be 

subject to Canada's tensions. They were unwittingly made to assume positions along 

historic lines. The host society's effort to assirnilate and proselytize them into 

persuasions other than their own. to "Canadianizen them, were part of the immigrant 

experience. 

Hamey and Troper make these themes abundantly clear through photographs 

and restore a dignity to the immigrants facing formidable pressures. Each chapter of 

the book is prefaced by an essay and each photograph has captions and quotations, 

from contemporary sources, to wnstruct the fhetoric of the book's central theme. In 

their Introduction, the authors write, "Our pictures illustrate the lives of the new 

Torontonians: their economic struggles, their efforts to recreate their Old World 

settings, and their encciunters with the guardians of the Canadian receiving society, 

from the scout masters and evangelists to visiting nurses and policemen. The 

underlying tension between the immigrant's heightened need to cherish his past, 

while inserting hirnseif into the econorny and &ety of Toronto, infoms the whole 

esSay.= 

Photograph #1 is reproduced for Chapter Three of the text, "Work and 

Enterprise." In the opening essay to the chapter, the authors discuss the kinds of work 

the new immigrants did and the working conditions they endured at the time. Physical 

hardships, remote assignments on the rail ways, winter layoffs, money paid to rniddle- 

225 Hamey and Troper. Immiarants: A Portrait of the lmmiarant Ex~erimce, ix-x. 
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men such as "bankers" or "travel agentsn, al1 sewed to make the immigrants' working 

lives difficufta 

The Great Fire that had gutted Toronto's central core in 1904, accelerated a 

building boom that was already underway. The expanding city needed the skillç of 

men used to working with their hands. Factories, the building trades, digging the 

sewers, laying the Street railway tracks all required an indigenous workforce, skilled 

and unskilled, living close to the center of the city. The immigrants. amving en masse, 

were readily available to work on a contract basis. They were also pliable. "Capitalists 

and businesmen found the foreig ners hardworking . easily controlled. and at least 

initially, oblivious to unionism."~7 

The lack of job protection and the physical dangers inherent in the kin& of work 

they did. made the immigrants' working lives perilous. "Rheumatism and arthritis were 

chronic problems for men who iived by manual labour. Immigrants who worked in 

sewers and factory cellars found their bodies knotted up and useiess at a time when 

honest pensions were rare and social security unknown."m 

They sought solace and fratemity among their own groups. The institub-ons they 

established - their boarding homes, their restaurants and cafes and their churches - 
were extremely important as comrnunity centres for people from similar backgrounds. 

'Men of every nationality ran restaurants or cafes that were essentially for their own 

kind, especially for the bachelor workers. Such places were also haunts for the 

menfolk in the evening, substitutes for me cafes and tavems."229 

As with al1 the pictures in their text, Harney and Troper reproduce Photograph 

226 Hamgy and Troper, bmiarants: A Portrait of the lmmiarant Exberienca. 51. 
it of the lrnrni-ence, 227 Hamey and Troper, Jrnrniarants: A mrtra 52. 

228 Hamey and Troper, lmrniarants: A Po- of the fmmiarant m e n c e ,  53. 
229 Hamey and Troper, Immiarantç: A Portrait of the Irnmiarant Expmience, 56. 
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#l prominentiy on the page. The caption is 'Macedonian saloon on King Street East, 

191 1 ." To the right of Photograph # 1, a second pichire reproduced with the caption, 

"Young Macedonian workers wiai the Rev. John Kolesnikoff outside the International 

Labour Exchange on Eastern  avenue.'^ The Reverend John Kolesnikoff had corne 

to Toronto from Pennsylvania in 1908. "to suwey the opporhinities for Baptist 

missionary work among the Macedonian residents and other Slavic immigrants."al 

60th images are supporteû by a quotation from the perioâ and anecdotes about 

the lives of oie subjects.232 There is an interplay between the photographie subjects 

and the texts, emphasizing their collective solidarity. They do not seem victimized in 

the pictures. Rather, they are presented as robust and healthy young men. equipped 

for the rigors of their working lives.233 

The reference to the "International Labour Exchangen, in the second picture. 

shows a group of men in front of an ernployment bureau. The Exchange is presented 

as an organization catering to their needs. This is also the subtext of the "saloon." 

The latter was an informal institution fostering solidarity. Lillian Petroff disputes 

230 Harney and Troper, Jmmiorants: A Portrait of the lm rniarant E-ence. 62-63. 
231 Petroff. %@mers and Settlers. p. 60; The Bapüst Church was particulariy aggressive in its efforts to 
evangeiize the sojoumers. 'It established mission halls at various points in the city. A hall rented at 426 
King Street East to serve the 'Bulgarians, Macedonians, Servians, Montenegrins, Turks and Greeks' who 
resided in the neighbourhood.' The 0th- Protestant denominations dso participated in these efforts. 
Petroff writes, 'lt was the Protestant Church, caught in the enthusiasm of the 'social gospei,' that moved 
first to help the newmrners. Xenophobic social fears and anti-Catholic bigotry çpurred them on in their 
aggressive Christian rty..." tiltian Petroff, 'Macedonians: From Village to City." m a d i a n  Ethnic Sud ia9  
(1977) 30 

The mission hall serves many other useful purposes, such as the Labor Exchange and information 
Bureau, by means of which scores of foreigners are directecl where they may obtain ernployment." 
C.J.Carneron, Foreianers or Canadian& (Toronto, 191 3), quoted in Harney and Troper, Smmiarants: A 
Portrait of the lmmiarant ExDerience, 62; Cameron was 'Secretary of the Wst Horne Missions", at the 
tirne of the photographs. He had strong views on 'Voreignerç." In a later compilation of his work and that of 
his co-author, C.H.Schutt, first published in 1920 and reissued in 1935, they write: "The chief problem of 
the downtown is the problem of the foreigner - tha! is how to assimilate these masses of foregners, 
making aiem intelligent and moral citizens, loyal to our flag and capable of self-government." C-i-I-Schutt 
and C.J.Camemn, The Cal! of Our Own Land, 2n ed. mronta: Mundy-Goodfelfow Rinting Co. Ltd. for the 
Home Mission Board of the Bapüst Convention. 1935), 93 
233 Harney and Tmper. Immkrents: A Portrait of the Immigrant E-ence, 62-63; As disarssed above. 
Photograph 91 was taken in Febniary 1912 and not 191 1. 
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the idea that the establishment was a 'saloon." She feels it was the 'coffee shopn 

which played a central role as a social institution during the Macedonian sojouming 

period.234 But in calling oie site of Photograph #1 a 'saloon", the authors create a 

rhetoric between the two images made implicit in their commentary. 

The label, 'Macedonian saloon on King Street East, 191 ln, serves to position 

the photographic subjects as assertive in the face of the evangelizing efforts of the 

Baptist missionary. The authors suggest a dispanty between the customary habits of 

the Macedonian subjects and those of the Baptist mission shce Temperance was a 

defining feature of the latter's Social Gospel.rJs The photographic subjects, in this 

association, seem insistent by their proud expressions, of their prerogative to meet 

fratemally, and to drink their customary beverage whether alcohol or Turkish coffee. 

The juxtaposition of Photograph #f mth the text, printed beside the pichire, 

serves to give something back to the photographic subjects that Charles Hastings' 

agenda denied them. In the commentary, Hamey and Troper write: 

group of Macedonian names are posed with the Rev. John Kolesnikoff, a 
Baptist minister who came from Pennsylvania to work among the newcomers in 
Toronto. The average age of the transient workers was quite young, as aie picture 
indicates. For a minority of the workers, evangelists tned to organize their 
boardinghouse life and job opportuniües. The majonty who remained faitMul to their 
eastem orthodox faith were just as young. When they gathered in 19 1 1 to sign a 
protocol for the formation of a parish, elders were chosen from each village 
transplantecl in Canada to collect tithe for the church building. Of aie twenty village 
elders chosen, only four were over thirty years of age. The youthfulness of the nawies 
and the fact that many of them thought not as individuais but as dutiful sons and 
fiances set to America with no other purpose than the saving of cash, made them a 
very reliable work force. 'He obeys the orders of the boss. He is not anxious to go on 
strike, as ha counts that any increase in wages would in the short period he intends to 
remain in the country no more than reimburse him for the wages while the strike is on.' 
The building of a church and the matunng of the migrants meant that they would 

234 Lillian Pettoff, fntervïew, 25 March 1997. 
W1Loyai heaits' were needed ' to batUe boldly with that monster iniquity. the liquor traffic 
which ...g athefing under its banner al1 the supreme ills that afflict the peopie...stalks forth to chdlenge 
Christianity to mortal combat." W.H.Jenkins, -tist Cbnvenb . . 

.OR 1903, quoted in 
E.R.Forbes, 'Prohibition and the Sociai Gospel in Nova Scotia," Pro~hecv and Prutest: Social 



become a more permanent and less docile work force.'= 

The photographic subjects' capacity for indeoendent choice and se# 

determination. in the face of the paternalistic interventions of the host sodety, are the 

themes the authors wish to develop. In these associations, the men in the picture 

becorne less objectified. From the stillness of the tableau that Gosç captured with his 

camera, they are made to seem animated as a group, and their faces become more 

individual. 

The men are not threatening types in this reading of the pichire. Rather, they 

are subjects on the threshold of a new identity - Macedonian-Canadians. The 

dialectical exchange between image and text gives the pichire a significance that is 

different from Charles Hastings' system of public record keeping. While 1 is the same 

photograph, it has been %adn differently by the context offered by Hamey and Troper. 

"It is my belief that a chrysalis of the ethnic setüement of the North American 
eüinic group itself, its boundaries and its content, can be found in those first years of 
urban migrant life, now shrouded in creation myths and filio-pieties. Carefui shidy of 
the sojoumer, his frame of mind, his needs, his amoeôic institutions, and the impact of 
the sojourn on his identity will demonstrate this."= 

Any atiempt to restore the reciprocity of the photographic moments of these 

pictures has its own fascinations. The opaaty of the photographic surfaces is not 

easily penetrated, despite the illusion of depth. To 'enter inton the rooms of the 

Macedonian sojourners, in a figurative sense, c m  involve a number of different 

236 Hamay and Tmper9 Irnmjcuans: A Porttait of the Immigrant Ewerkmc8,62 
237 Robert F. Hamey. '8oarding and Belonging: Thoughts on Sojoumer Insührtions,' 

283. 
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strategies. 

But why would one want to do this? In the context of this report, the question is 

rhetorical. The general theme of the paper has been the critical investigation of two 

specific photographs as historical documents with strategies for "penetrating" their 

surface. 

The selection of the images. however. was arbitrary. They were chosen, from a 

large trove of examples, because aiey captureci my attention. At the outset, I had very 

littfe information to recom mend them for a dose appraisal beyond merely liking them. 

This subjective entry point could be described as a "ground zero" position from which 

the narrative of the pidures, and those to which they refer, were generated. 

The photographs are fascinating artifacts in themselves. As explored in Part 

One of the report, Photograph #1 is beautifully conceived. And its reappearance. in 

Photograph M. provided the incentive to decipher the pictures. Was a narrative 

sequence embedded within the photographs' Iiteral content? John Szarkowski's 

remark about the "narrative poverty" of the stÏll photography and his implied dialectic 

between a narrative sequenœ and the photograph as a "syrnboln of that sequence. 

started this process of historical reconstruction. 

With each elaboration, supported by references from other sources, the 

photogréqhs' pictorial detail became more and more suggestive of a multiplicity of 

motives. The antecedent factors. invoîved in m i r  making. merged with the 

contemporary, until they were "releasedn into the flow of historical time. Their 

remergence in 1960, brought oiem to the present as primary research material. The 

photographs have becorne "cultural artifacts." 

But whoçe culture? These photographs are ambivalent cultural artifacts. since 

they were generated by the Public Healai Department's photographer not by the 

sojoumers. The pictures refer to two cultures at a point of intersedion-when the 
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Macedonian guets and the host society recorded their living conditions in the city as 

an urban problem. Entry into the Iieral spaces of the photographs and the Iives of the 

occupants, needç small details viewed from both points-of-view. 

The narrative of the subjects' Iives, their traditional migration patterns, 

contemporary pol itical stroggles in the Balkans, the special village and family-main 

connections that favoured Toronto were fused in the photographs with immediate 

circurnstances: finding shelter, work and company arnong themselves in an 

ambivalent urban society. The photographic artifacts tkmselves generate narrative 

and illustrate points of convergence. 

For example, each photograph consists of a background, a middle-ground and 

a foreground. These separate, visual fields are interdependent within the pidofial 

logic of the pictures. The backgrounds are the walls of the rooms containing the 

photographic subjects who fiIl the middle-ground while the foregrounds are the 

restaurant floor in Photograph #1, and the closest sitting figures in Photograph #2, who 

seem to be literally presseâ against the picture surface. 

A larger world obviously exists outside the rooms. We are fortunate, with 

Photograph X I ,  to have been given a precise address: "Panto Nicola Restaurant, 356 

King St. E." With Photograph û2, the location is less precise but the label, "N. S. King 

St East", suggests to the informed viewer, that the boarding home is close to the 

address of Photograph #l . The background of the photographç, with the aid of the 

identifiers. can be inferentially extended into the larger context of the City. 

Similarly, the middle-ground, containing the photographic subjects, can be 

laterally extended. Just as the background of the pictures is potentially quite large, so 

are the subjects themselves extendable into aie environment of the neighbourhood in 

which they lived. We know that the East End of the Toronto in 191 2. was the area 

where the Macedonian sojoumers first setüed. The City Directories and Tax 
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Assessrnent Rolls. for the pend,  support this.238 We also know the East End industrial 

sector was where the men found ernployment.239 

Thus the backgrounds and Me rniddle-grounds of the photographs are used to 

reconstnid the historical narratives the pichires serve. But to "enter inton the rooms 

filled with occupants involves aie foreground- where the photographer positioned 

his camera to frarne the pictures. The viewer assumes this vantage point when 

looking at these photograp hs. 

The viewers' perception is strategic in the reconstructions of their narratives. 

But a critical distance can place the contemporary viewer in what one historian calls, a 

hypdhetical "nuil point" far from the immediacy of the photographie moments. This 

can lead to a feeling of "estrangement" from the objectified world of the pictures. 240 

But R is from this 'nul1 peine that the viewer's subjective reçportses begin to play a role 

in the interpretation of the images. 

The viewersJ feeling of estrangement can allows them "to see the subject in new 

and unexpected ways." Alan Trachtenberg writes, "Photographs entice viewers by 

their silence, the mysterious beckoning of another worîd. It is as enigmas, opaque and 

inexplicable as the living world itself, that they most resernble Me data upon which 

history is based. Just as the meaning of the past is the prerogative of the present to 

invent and choose, Me meaning of an image does not come intact and whole. Indeed, 

what empowers an image to represent history is not just what it shows but the smggle 

238 See above Part One - The Photographie Labels. 
239 Petroff, Spioumers and Settlers, 32-34. 
240 "The disconnection of the known from the knower is ... cailed the Myth of Archimedes. [the terni is 
Hannah Arendt's] The myth assumes that the knower does not occupy any piace within the known world; 
rather. from a nuIl point outside of place and time, the kmwer is able to know the world and its inhabitants 
objectively.' Indeed, Donald Lowe develops this idea ta describe the tradition of 'objective knowledge' 
that places the 'knowef (Le. the viewer) outside the field of knowing (i.e. the photographs) to foster a 
critical 'objecüvity." He w-, The diswunting of subjectivrty by objective knowledge resurts in the 
estmgetnent of hurnan beings from an objectiied world." Donald M-Lowe, History of Rouraeois 
PerceptionAl 63. 
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for meaning we undergo before it, a struggle analogous to the historian's effort to 

shape an intelligible and usable past"241 

To brhg the backgrounds, middle-grounds and foregrounds of the photographs 

into a aihesive reconstruction of the photographie moments, the objective world of the 

images and the subjective world of the viewer rnust subtlely interplay. The illusionistic 

three-dimensional spaces of the rooms can serve to bring the day-to-day realities of 

the mens' lives into sharper focus so they can be intelligibly descn'bed by later 

historians. 

Robert Harney wntes, "Once we see aie immigrants as serious actors in the 

city's history, then the need to know more about their associational life, the intensity 

and variety of netvvorks of acquaintanceship, the sub-economies which they created in 

various neighbourhoods and throughout the city. their emblems, folkways and 

ethnicism (enthnonationalisrn) becomes obvious." This can be achieved through 

'reading 'a narrative into cultural artifacts."242 

Lillian Petroff's history of the Macedonian-Canadian comrnunity in Toronto has 

been invaluable in the reconstruction of aie sojourners' lives She was aided, in her 

research. &y k ing a part of the community she was investigating. In a rnoving 

passage in the 'Acknowledgments" Section, prefacing her history, Petroff credits the 

late Robert F. Harney who, as "a student of neighbourhoods," had inspired her to 

undertake her research into the MacedoniamCanadian immigrant experience: 

"One day, [Robert Hamey] came to my house, picked up my grandmother and 

me, and took us to West Toronto Junction, my grandmother's former stomping 

grounds. the place where she spent the first thirty years of her life in Canada. As we 

241 Alan Trachtentwg. Deadha American Phot-- -i. 
242 Robert F. Harney, 'Ethnidty and Neighbouhoods.' Robert F. Hamey, ed. G m n g  Place: People 

(Toronto: Multicuttural Hiçtory Society of Ontario, 1 985) 1 9. 
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drove up and down the side sbeets, p s t  the dd  homestead and slaughterhouses, 

Bob gentiy and patientiy quiued Granny about home and neighbourhoods. mat 

aftemoon, he in effect introduced me to my grandmother. I began to leam mat the 

immigrant experience was both ordinary and extraordinary. My grandmother, in tum, 

discovered her own voice. Thus began what may prove to be the most interesting 

scholarly and literary venture of my life343 

In her exceptional history. Lillian Petroff employs traditional research meth~ds 

with the support of "memory culturen and oral testimony. to enter the lives of the 

Macedonian sojoumers. She traces their origins to the villages in a contested region 

of the Balkan peninsula. She studies their traditional patterns of migrating for work 

opportunities, firstly to other regions in the Ottoman Empire and then to North America. 

She examines the political clirnate of the homeland mat precipitated their immigration 

The ill-fated 1903 "Ilinden Uprising" was a critical event in the photographie 

subjectç' Iives. The Macedonian villagers, inspired by the independence struggles in 

Bufgaria and led by their own "Interna1 Macedonian Revolutionary Organizationn 

fought against the Ottoman Turks but lost 

'Armed with revolvers, flintlock rifles, and pitchforks, acting with and under 
direction of IMRO's local and district cornmittees, Macedonians began an illtimed and 
short-lived struggle against aie Ottoman Empire. For many, even those on the 
margins, the event changed the future irrevocably. Many participants had to abandon 
their farrns and villages in fear of reprisais. Many, only margimlly involved, grew tired 
of violence and uncertainty and emigrated. Others already in the New World 1st the 
urge to return to Macedonia. The insurrection was a watershed - the bumed and 
devastated homes and cropç stood as confirmation that there was no tuming back. It 
was signifcant for the history of both Macedonian migration and national identity."245 

Why did so many choose Toronto? Petroff writes, 'The human demands of 

243 Petroff, Sqiourners and Settfers. xvii. 
244 Petroff, Spjourners and Settlers. 3-1 1 . 
245 Petroff . W o  urners and SettIers, 8- 1 0. 
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Toronto's industries and the availability of cheap accommodation answered the needs 

of the early sojoumers and so set the stage for growth of the migrant community. 

Correspondence, money orders, and retumees with gold coins and urban, tailor-made 

clothes obviously enhancecl the myth of opportwiity-"2~ 

Petroff dates the çojourning period from 19û3, the date of the llinden Updsing, 

to 1912, the year of the two Balkan Wars, smcesfully fought by cumbined forces of 

Bulgaria, Greece and Serbia against the Ottoman Turks. The Wars culminateci in the 

Treaty of Bucharest in 1913, that 'parüüoned Macedonia into Pirin. Aegean. and 

Vardar regionsn awarded to the respective victor sbtes.247 Petroff vwites. "The 191 0s 

viftually froze the community in its tracks: the partition of Macedonia by the Treaty of 

Bucharest after the Balkan Wars of 191 2-1 3 shattered their dreams of retum, and the 

First World War blocked the exodus of family members from the homeland."248 

The year 1912 is thus very significant in the lives of the photographie subjects. 

Petroff 's narrative of aie preci pitating events that infi uenced decisions to em igrate, 

provides antecedent deteminants for the mens' presenœ in the City. Her narratives 

also sewe to breathe fresh life onto their faces. 

The men look back at the viewer, not as immigrant in mis reading, but as 

political refugees in an alien land. Their efforts to regroup and maintain ethnic 

loyalties, make oie roornç they occupy potentially vibrant places of camaraderie. 

What the Public Health Department called "overcrowdingn were in effect 

"amoebic institutionsn fostering a community life for "uprooted" subjects far from their 

native villages and their f rustrated national arnbitions.249 

246 Petroff. 15. 
247 Petroff, Sndlers 14. 
248 Petruff, Soioumers and Settler~, xv-xvi. 
249 Harney. Boarding and Belonging. 282-283. 
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The institutions they established for themselves - the cafes and boarding 

homes, were complex places of interaction. Petroff writes. "Photographs taken by 

Toronto's Department of Health also revealed - although officialdom failed to 

understand it - that these men in layered and ill-fitang clothing were preoccupied with 

Old World commitments and responsibilities."W 

The men were committed to frugality. To spend money umiecesçarily would 

undermine the reaçon for their sojourn. If they had to withstand the adversities of 

overcrowded lodgings and perïlous work assignments, it was for a greater purpose - 
to send money home and to save for their eventual return. 

Institutions they estaMished were organized around 'house rules and codes 

about residents' responsibilities." The shopping, the household chores, the cooking 

were delegated and the shiftiess resident was often asked to ieave. The men also 

endeavoured to help one another with life in Toronto. 

For example, the First Bulaarian-Enalish Pocket Dictionarv, written in 1913 by a 

priest of their newly established community church, SS Cyril and Methody, 

"acqwinted readers with the system of weights and measures and it also offered lists 

of meat, vegetable, fruit, and bread items in translation ..."SI 

The institutions were places where the men could speak their own language, 

enjoy their own custorns, sing native songs and cdebrate festivals. The centres 

fostered solidarity and resistance against efforts to assimilate the men into outside 

cultures. Their village associations and shareâ memories helped mate networks for 

finding work and related matters, such as dealing with bosses and landlords.~2 

The landlords were both corporate and private.253 It was not unusual for a 

250 Petroff, mumers  and Settlers, 16. 
251 Petroff, -mers and Settlers, 1 7. 
252 Petroff. Soioumers and Settlers, 1 8. 
253 Petroff, m u m e r s  and Settlers, 19. 
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single landlord to own whole blocks of boarding homes. The residents had to 

organize themselves around rent paying as well wltecting money for other expenses. 

That the houses were often substandard and overcrowded is substanüated by their 

memory culture. Petroff wntes, "Older respondents süll vMdly remember 

overcrowding and acknowledge the medical reports' accuracy."m 

Boarding homes could be run along hierardiical or democratic lines. The 

natural deferenœ of the younger residents to the older or the newcorners to the more 

habituated, set standards for decision making and dealing with the officials of the host 

Society. 2 s  

In short, these fledgling institutions helped foster comrnunity life and 

interdependence. Petroff wntes, 'The boardinphouse allowed sojourners to live a 

frugal life and save money and helped shape aie men's larger identity, that of being 

Macedonians in Canada. They offered a mode1 and training for such Mure settler- 

group endeavours as creating a community parish and nationalist political 

organizations."~ 

Similarly, the cafes and restaurants SHere the beginnings, or toe-holds, of 

permanent and stable community." The date of Photograph #l , Febniary 23, 191 2, 

was a Friday, a day suggestive of relaxation on the eve of a weekend.257 The repose 

of the seated figures also supports this interpretation. 

Petroff suggests that these recreational establishments may have fostered the 

transition from sojourners to more permanent settlers: "Habitua1 attendance at a café, 

for example, while helping that business, alço represented a potential threat to 

sojouming, for Ï t  was a first step from the migrant's maximizing of savings and his 

254 Petroff, mumers and Settlers, 22. 
255 Petroff, aioumers and Settlers, 21. 
256 Petroff, Spioumers and Settiers, 23. 
257 mPerpetuaJ CaleMar," The Cambridae Encvclo-pedia, RR3û 



The cumulative impact of Lillian Petroff's research into the eariy yeam of the 

Macedonian-Canadian experience, converts both Photograph 81 and Photograph a2, 

into rich cultural artifacts. Arthur Goss unwittïngly captured two cntical moments in aie 

birai of a North American ethnic cornmunity. But it is the distance of history that confers 

special importance onto aiese historical records. 

Petroff does not use any of the Public Health photographs for her history. They 

are ambivalent arofacts in the story of her community. She prefers the images and the 

paintings produced by the sojoumers and setüers themselves - pictures that celebrate 

community Ile.sg These photographs fall çomewhere between the photographie 

subjects efforts to self-detenine and aie host society's efforts to "Canadianizen them. 

These çojourners were a diverse group of men. Calling thernselves 

Macedonians reflected more their nationalist ambitions than the political realities of 

their homeland. The men were products of a village-based culture where allegiances 

were "ethnolinguisticn and religion-ôased and not nationally defined in the modem 

sense of the word.2fQ 

Macedonia was in effect a medley of different groups that were preponderantiy 

Bulgarian in ternis of language, culture and liturgy, although there were also Turks, 

258 Petroff, mioumers and SetIlers, 23-24. 
259 Wedding groups, a picnic, paintings by her countryman, Foto S. Tomev, church festivals, the 
consecfation of SS Cyn'l and Methody Church in 191 1 are among the iilustrations Petroff uses in her text. 
Petroff, Sgioumers and Settiers, xix-xxvi. 
260 There dearly exista a model of the desirae structure and insührüons of a properfy 'advanced' 
country, give or take a few variations. It shoufd fom a more or less homogeneous territon'al state. 
intmationaity sovereign, large enough to provide the basis of national economic development, enjoying 
a single set of political and legal institutions of a boadly liberai and representative kuid..., but alsol at a 
lower levei, it should have a fair degree of locai autommy and initiative." Eric Hobsbaum, The Aae of 
Emoire. 1 875-1 91 4, (New York: Vintage Books, 1987). 22; Macedonia would not achieve national 
sovereignty until it was declared independent from Yugodavia in 1991. Petroff. Soioumers and Settiers, 
182. 
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Greeks, Serbs, Albanians, Vladis or Kutzo-Vlachs, Jews and Gypsies in dose 

proximity to one another. Each group had diierent affiliations paftïcularfy with respect 

to religion. Their religious leaders histofically were also political leaders within the 

theocratic Ottoman Ernpire.261 

The formation of the Exarchate of the Bulgarian Orthodox Church. established 

in 1870, was dosely aligned with Bulgarian national ambitions. The Macedonians, 

being predorni~ntly Bulgars. came increasingly under the Iiturgical jurisdiction of the 

Exarchate. Their independence movement had been fueled initially by "ptieçts and 

teachers" with a loyalty to Bulgaria."262 

An important event in the transition of the sojoumers into settlers in Toronto. 

was the formation of their own parish, SS Cyril and Methody in 1910, at the corner of 

Trinity Street and Eastern Avenue, only one block frorn the address of Photograph #l.  

This church was under the 'spintual jurisdiction of the Bulgarian exarch and the Holy 

Synod." 

Petroff writes, "In their homeland, Macedonians had long viewed the church as 

the 'interpreter of self-consciousness and self-respect. " To accommodate their 

differences, 'a later protocol provided that aie 'Gospel will be read in Slavonic, 

Russian, Bulgarian, English and Greek. "2m 

Together, with their 'village-based brotherhoods and benevolent societies" and 

261 "Some of the reg ion's groups lived in compact ethnolinguistic temtories, while others were intemixecl 
and no dear tedoriai boundaries separated the m... Particulariy problematic were Thrace and Macedonia, 
located in the heart of the Ottoman East Centrai Europe.' Paul Robert Magocsi, Historicaf Atlas of 
centrai Eurooe, (Toronto: University of Toronto Press, 1993). 87 
262 The Macedonian question came into being when in 1870 Russia successfully pressed Turkey to 
dlow the formation of a separate Bulgafian Orthodox Church, or Exarchate, with authority extendhg over 
parts of the Tutkish province of Macedonia This step quickly involved BulgWa in strife with both Greece 
and Serbia The Greek Patriarch in Constantinople dedared the autocephdous Bulgarian Church to be 
schismatic, and the Gr* shafpiy contested the spread of Bulgarian ecdesiastical, cultural, and national 
influence in Macedonia-So began the three-sided context for Macedonia. waged first by priests and 
teachers, later by m e d  bands and amies..' E l ' i h  Baker, JMacedoni& Its PI- in Balkan Power 
Politics. (London: Royal Insütute of International Affairs, 1 950). 7. 
263 Petroff, ~iourners and Settfers, 50-54. 
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their national church, the Macedonian settiers found the ways and means to unify #eir 

diversities under a defining national identity forged wtiile absent from their homeland. 

The transitions and accommodations were not always easy. The immigrants were 

divideci along ethnic, religious and pditi~al lines but the net result of these eafiy efforts 

to find commonalities, was the formation of a MacedonianCanadian community.~ 

To bonow a later historical terni, the Macedonian settlers were 'multiculturaln 

frorn the outset. intemal divisions and hoçtilities were not conducive to rnaintaining 

their "Old World" traditions in the "New World." 

The receiving culture, coilectÎvely assumed in Charles Hastings' references to 

%nadian bomn and "their ways are not our ways," was ako an identity forged from 

diversity. The efforts to assimilate and "Canadianizen the sojoumers were actually a 

proceçç aiat had fostered what Ramsay Cook calls "limiteci identiaesn to describe the 

"regional, eainic and classn diierences that fom the subtext of "being Canadian."2= 

The hetofic of Charles Hastings' 191 1 Report, aimed to recaçt the immigrant 

men, through inspection and supervision, into more acceptable candidates for a 

Canadian way of Iife. But the movement towards a "collecüvized urban pdity," 

characterizing Hastings' reform programs, would in tirne, provide a climate for cultural 

diversity to coexist under the broad rubric of "being Canadian."= 

Canadians had hyphenated identities throughout their histories. The so-called 

English-Canadians represented quite a diversified collection of English, Scottish, Irish, 

Welsh with a variety of religious affiliations. Even the Loyalists, emigrating northward 

264 Petroff, IiQioumers and Settlers, 45. 
265 'Perhaps instead of constantiy deploring Our laclc of idenMy we should attempt to understand and 
explain the regionai, ethnic and dass idenmes that we do have. It might be just that it is in these limited 
identities that 'Canadianisml is found. and ttiat except for our over-heated nationaîist iritellectuals 
Canadians fïnd this situation quite satisfactory.a Ramsay Cook, 'Canadian Centennial Cerebrations,' 
International Journal, 224 (1 9W), 663. 
266 J.M.S. Careless, Toronto to 191 8,190. 
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after the Amencan War of Independence, were in reality a mix of Gennan, Dutch and 

Gaelic Scottish descendants as well as the BrifjSh.267 

The hegemony of the Anglo-saxon and Protestant majority, at the time of the 

pbotographs, was itself heir to a tradition that favoured a "gradualist" accommodation 

of diversity. While not minimalking the raciçt subtext of the immigration policies of the 

period, the Macedonian sojoumers arrived to a political system that the historian, 

J.M.S. Careles, describes as "the other side of revolution: the continuing, conse~ng 

side."= 

He writes. "Granted, the two older Canadian groups might display alarm 

over incoming alien elements as dilutants of their own heritages; but they had no 

overall mou tding pattern to impose instead." Unli ke the 'revolutionary patriot traditionn 

of the United States. the sojourners inhented "an histonc pattern of graduai adaptation 

and of conse~hg change which over time did work to integrate immigrants as 

Canadians, without cutting off old roots." In Careless's view, multiculturalism is 

intrinsic to "being Canadian. 

But these more recent considerations cannot erase the discourteçy the 

sojoumers suffered at the tirne of the photographs. The Macedonian sojourners were 

distniçted and subjected to çyçternic abuse both verbal and physical.2m They were 

accused of taking jobs away from Canadian workers.271 The "usn and the them" 

267 J.M.S. Careiess, 'Waspishness' and Multiculture in Canada,' metess at Work: Selected Canadian 
Historical Studies, (Toronto: Dundern Press, 1 990), 295-296. 
268 Careles. 'Waçpishness' and Muiücuiture in Canada, 299. 
269 Cardess, 'Waspishness" and Muiücutture in Canada, 300. 
270 'One Macedonian respondent remembered his &ock and sadness at being greeted by children 
pitching sbnes at him as he made his way from the Don Station...One only has to hear acmunts of fear 
that men had of rnoving beyond King Street East, the &y boundary of the East End settlement area: 'We 
were not daring to go above King Street. Farthest we could go was up to Power and Queen, that was the 
lirnit for us because the boys at the time were prejudiced against us and were throwing stones, tornatoes 
and ail that and so we took precauüonsl can't go, can't go." Petroff, Soioumers and Settlers, 74. 
271 Petroff, aioumers and Settler~, 43. 
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mentality, underçcoring the use to which the photographs were applied, cannot be 

entireiy bridged within histoncal context that made use of them. 

The contemporary "muck-raking" weekly journal. Jack Canuck, heaped scom 

on the new immigrants. Refemng to the çojoumers and to the condition of his lodgings 

(in mis case, Italian), the editor wntes, "He is content to 'pig-in' with a crowd of others 

and live under conditions which an Anglo-Saxon would be ashamed of."m 

It would take the perspective of history to understand the determinants that 

permeated the vabus levels of social commentary at the time of aie photographs. 

Toronto, in 191 2, was gradually emerging as a diversified u&an polity just as the 

Macedonian-Canadian idenüty waç itseif foming. Each took time to be manifested 

and for the contour of the intersdng cultural disparities to becorne historically 

disœmible let alone redresseci. 

In defense against the hostilities promulgated by the host society, the 

sojoumers kept to oiemselves. They negotiated their way through the nettled path of 

the nativist Canadian culture's effort to purge or assimilate them. If the men had been 

wrenched by force and will from their native villages, the "soiln of their new home 

needed to be nurtured oirough loyalty to each other and to their "Old WorM" customs to 

transfonn it into something they could cal1 their own. 

Regardless of the reasons these pictures were taken or how they were used, 

these realities are in their faces, immanent in the pictures, cornpelling the viewer to 

confront the ambivalent rnemories embedded within them as cultural artifacts. 

Together, the objective veflsimiliftide of the photographs and the subjective responses 

of the contemporary viewer fom a 'chrysalisn of the Canadian identity. 

My own patemal grandparents irnmigrated to Canada in 1910 from London, 

272 R. Rogers, ed. J J Pubii Do andTh ink, (Toronto) 1 
January 1 91 2, 14. 
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Enghnd. As a young working class couple with few resources, they were çponçored 

to CaMQ by a family in the St Catherine's area of Ontario. The terms of the 

sponsorship were that they were to work their passage as maid-servant and man- 

servant for a period of time upon their anival. My grandparents seldorn spoke about 

these early years. Few rernarks and anecdotes surfaceci but they indicated that their 

first years were difficult and demeaning for them. They were treated like slaves. 

But my grandparents never cwisidered themselves "immigrants." Rather, they 

were loyal English subjects rnoving from the 'Motherland" to another part of the British 

Empire. They were to remain more English than Canadian, throughout their lives, 

although they would have considered this a moot distinction. The word "immigrant." 

they applied to other people, usually Roman Catholic and not English- speaking. 

They had been rnarried in the Church of England and my grandmother, in 

particular, found support through various çororïties and lodges - the "Daughters of 

England", the "Daughters of St Georgen and the "Orange Order." These affiliations 

sewed to reinforce her values and her own sense of herseIf- 

As a staunch royalist and loyal English subject, my grandrnother was heir to an 

hierarchical system that was çocially preferential. Although a working-class wife and 

rnother al1 of her Me, she was finnly cornmitteci to feeling superior to others who were 

not as "Englishn as she was. In Canada, she found a community that buttressed her 

convictions and validated who she was. Within the larger context of her life. her 

"Englishness" was a way of disti-nguishing herseif from circumstances that were not 

always edifying.273 

About her early experiences in Canada, she was silent. The hardships she and 

my grandfather suffered as senmnts were edited out of their later accounts, as too 

troubling to remember. If there were paraliels to be drawn between their immigrant 

George H. Brown. Interview 1 3  Oclober 1 997. 
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experiences and those of other immigrant groups, rny grandparents would not have 

recognized thm. 

The yearç 1 91 0 throug h 1 9 1 4, were cloaked in a silence that their later English 

bwsterisrn served to obscure. As an historian, I have discovered that these silences 

in history are often as interesting as the noise. 

But there are m e  cornpelling paraltels between my own family's immigrant 

experiencsç and those of the Macedonian sojoumers. They both were =king 

renewed opportunity and material gain. And they both had to endure substandard 

conditions that were recfified when they became more permanent settiers. FuRfier, 

they sougM support and validation within their own immigrant communities. 

The fact that my grandparents found a preexisting, natMst culture that was more 

accepting of them made their transitions much easier. The distinctions my 

grandparents made to valorize üiernselves seem, in hindsight, to be impedirnents that 

were as isolating as those that were imposed upon other immigrant groups. The 

stratifications of the social world of the period were systemic. It would take years, and 

several generations, to redress. 

These photographie documents of Macedonian subjects negotiating their way 

in Toronto in 191 2 are bridges to my own immigrant origins. The preferential subtext 

of the Canadian immigrant policies then favoured the English born as most desirable. 

But the devices and practices of history have fostered in me, a means to recognize, in 

the faces of these men, the similarities and the differences in the immigrant 

experiences that are so "central to Canadian history."274 

274*-..the movernent of nation& of one country to another for the purpose of resettlement. is centrai to 
Canadian history.. .' Harold Troper, Immigration, 862. 



'Photographs adiieve semantic status as fetish objects and as documents. The 
photograph iç imagined to have, depending on its context, a power that is primarily 
affective or a power that is primarily informative.'275 

John Szarkowski, former Curator of Photography at the Museum of Modem Art 

in New York City, wntes: "...the study of photographie fom must consider the medium's 

'fine art' tradition and its 'funchional' tradition as intimately interdependent aspects of a 

single historyn276 

Victor Russell and Unda Price, in their essay written for the catalogue of the first 

exhibition of Arthur Goss' work for the City Archives in 1980, refer to the pichires he 

twk for Charies Hastings in this way: Today, this W e s  of pictures is compared to the 

infiuential work of social crusader and photographer Jacob A. Riis. in New York at the 

twn of the œnniry and much used by researchers studying social conditions in the City 

during this period.'2~ 

JefF Stinson. Associate Dean of the School of Architecture at the University of 

Toronto, writes in the Preface of the City's Official Photographers exhibition in 1992: 

"Arthur Beales, Arthur Goss and Alfred Pearson were al1 artists and skilled technicians 

at a time when the art of photography was barely recognized as such, and when 

clumsy equipment, difficult transportation, and rudimentary processing demanded 

dedication and tenacity, as wdl as knowledge in the exercise of their craft. The 

splendid images aMt they left us are a tribute to al1 of these qualitiesn278 

Ralph Greenhiil and Andrew Birrell in their monograph on Canadian 

Photography wnte, "The photographs of Jacob A. Riis in the slums of New York, and 

275 Alan Sekula. On the Invention of Photographie Meaning. 94. 
276John Szarkowski, The PhotoargpherEs Fve 5. 
277 Russell and Price, Arthur S. Goss: Cihr PhoWraDher, 7. 
278 Jeff Stinson. preface. Official Photoaraphers, N péq. 
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Lewis W. Hine's pichires of child labour in the United States are well known, but the 

work A.S.Go6ç in Toronto has receked lMe recognition ... Goss's photographs of 

housing conditions in the poverty-stricken core of the city and of sewer 

construction.. .are an astonis hing contrast to his work as a pictoffalist . .Gossls 

photographs for the Engineer's and Health Departments are unforgettable documents 

of how the other haf lived in Toronto."279 

Colle~*vely. these references serve to bring the work Arthur Goss did for the city 

into larger frameworks as documents and as sometfiing more. As documents of an 

historical process, the p hotograp hs can illustrate the specific circumstances, 

personalities and group dynamics involved in their making. 

But as something more, they can be related to other projects and photographers 

in other centres who employed the photographie medium in similar ways. There is no 

evidence to date that Arthur Goss was aware of the work of the Amencan 

photographers. Jacob Riis or Lewis Hine, nor they of him. But ail three men were 

near-conternporaries.280 Thus they can be periodized. compared and conbasted 

within the History of Photography as it has k e n  conceiveci by various historians. 

The parallels the authors draw between Goss and these others, have more to 

do with the "Docurnentary Traditionn within the medium and how it has been defined, 

than with possible direct linkages between individuals. The efforts, made by 

historians, to group photographers and to dassÏfy them and to make them pertinent to 

one another has a relatively recent historiography. 

The reœnt appropriations of his images as "Documentary Photographsn are 

representative of what Michel Foucault calls 'discursive formationsn within the 

279 GreenhiIl and Bineii. madian P h o m h v  1 8391 920, 146. 
Jacob Riis (1 849-1 91 4); Lewis Hine (1 874-1 940). Lewinski, Dictionary of Photography, 205; 141 ; 

Arthur Goss (1 881 -1 940). Russell and Price, Arthur S. Goss: CÏtv Photoar@pher, N. pag. 
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practices of history. He writes, 

=Whenever one can describe, between a nurnber of statements, such a system of 
dispersion, whenever. between objectç, types of statements, concepts. or thematic 
choices, one cm define a regularity (an order, wrreiations, positions and functjonings, 
transformations), we will Say, for the sake of convenience, that we are dealing with a 
dCScursive fonnaüon. ..The conditions to which the elernents of this division (abjects, 
mode of statement, concepts, thernatic choices) are subjected we shall mll d e s  of 
formation. The rules of formation are conditions of existence (but also coexistence, 
maintenance, modifcation, and disappearance) in a given discursive division."al 

For example, Arthur Goss, in taking photographs of Macedonian çojoumers in 

Toronto in 191 2 was not endeavouring to be reproduced in the later histones of the 

period nor to be anthdogized within a History of Photography. His intentions were 

historically specific and a part of the refom programs of his sponsor. 

But the cornparisons made by historians between Arthur Goss and the 

American photographers, Lewis Hine and Jacob Riis, provide a context for the former 

to be considered as a "Documentary Photographef at a critical moment in the 

articulation of a patticular photographie genre. This articulation is a "discursive 

formationn within the History of Photography and al1 three photographers become part 

of a tradition to which they unwittingly confomed.282 

The terni "Documentary Photography" was not identifieci and defined until the 

first official histories of the medium began to appear in the late 1 93O1s283 

Significantiy, one of these histories. Beaumont Newhall's Photoara~hy: A Short 

Critical Historv. was originally a catalogue for the first major photography exhibition at 

281 Michel Foucault, The Archamloav of Knowledae ancl The Discourse nn mou- trans. A.M. 
Sheridan Smith, (New York: Pantheon Books, 1 972). 38 (italics in original). 
282 'We do not speak of Jupiter hurling thunderbits because we do nat believe in Mm: the ancient 
Greeks did not speak of spac8 travel because they had no experience of it; the Vctorians suppressed 
certain aspects of sexuaiity out of shame. Foucault suggests that in many fundamental cases the 
explanation for such lingui* gaps is rather that statements are subject to a further set of rules r ne*^ 
grammaticai nor logical) to which speakers unwittingfy confon. Such a set of statements belongs to what 
he d i s  a discursive l0rmation." (iiics in the original) Gary G-ng, Michel Foucault's Archaeoloav of 
Scientific Reaçon, (Cambridge: Cambridge UniveMy Press, 1 989). 231. 
283 AJan Traditenberg. Peading Amefican Phot- 19û-191. 
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the Museum of Modern Art in 1937. 

The occasion was the hundredth anniversary of the medium.= Newhall 

devised a rnethod to organize the wealth of matefial he had gathered for the show. 

His thematic categories were placed within linear progressions that were largely 

detennined by how the medium was applied. 

Sometimes the ditferences between the categories could be very subtie. 

"Documentary Photqraphy" and Straight Photography' had separate chapters 

although, in practice, the two mtegories often intersect Later historians have 

organizeâ the material doierently.S But Newhall's original history has been called a 

"pioneenng work" and "one of the great achievements in 201h century art history."= 

He set a standard of scholarship to which later histofians would aspire. 

In the second edition of his history, Newhall defined a category for photographs 

that were pnrnarily "factual." These images he âîîerentiated from those that were fine 

art In his efforts to identify a typology for fachial photographs, Newhall used the ternis 

'documentary or historicaln interchangeably to describe pictures whose original 

purpose was 'sociological. "287 

Newhall was identifying an historical tradition to sort photographers depending 

284 'So I put together a histoiy of photography show and wrate the first edition of The History of 
Photo- It was the first of its kind. I have to explain this. There had been a very maIl show of 
photographs of Victorian architechire by Waiker Evans faiso at the Museum of Modem Art] that was not so 
much a presentation of his work as a documentation of an architecturai style...My show was quite different. 
It had eight hundred and fifty photographs It was mammoth for the üme. The show really was my 
introduction to this whole field.' '8eaumont Newhall: Photographie Memaries', Interview with Milton 
Estemw, Art New& 88.4, (1 989), 1 70. 
285 John Szarkowski. for example, see Condusion bebw. 
286 Andy Gnindberg, 'Legacy from Photography's Mount ûîympus,' New York Times, 11 Feb. 1990. 
naU. ed., H37+ 
287 Alan Trachtenberg, Readim American Photo- 190. 
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on how they used the medium.2w To situate this newly identifed genre within an 

historical continuity, Newhall looked for candidates who had pioneered Bis 

tradition.289 

Lewis Hine was rediscovered in the proceçç. At aie turn of the œntury. Hine 

had worked as a teacher with a camera.290 He took evocative photographs of 

immigrants arriving at Ellis Island. These images were intended for the classroom.~1 

Hine later took pictures for the "National Child Labor Cornmitteen that were intended as 

evidence against the conditions of child labour throughout the United States- 292 

For a connaisseur of photography like Beaumont Newhall, Lewis Hine's 

288 Beaumont lrlewhall did na, at first. like the term "documentary." Togetber. with is friend Darothea 
Lange. he searched for an alternative. He rejected 'historical photography" because of 'its connotation 
with the remote paçt' 'Factual' was applied and again rejected for it diminished rhat rnagical power in a 
fine art photograph that rnakes people look at it again and again and find new tnrths with each looking." 
M a t  Newhall and lange agreed upon were the essentiai features of documentary photography. While 
not rigid, they generally felt that such a photograph induded "aspects of joumalism, art, education. 
sociology and history.' It aJso had a goal beyond the production of a fvie print. 'Docurnentary 
photographers wanted to reveal their subjects in ways that would convince their audience that they were 
k ing  çhown reality. The purpose of docurnentary photographers' work tended to take precedence over 
the technical constraints.' These photographers were 'participant O bservers." They did research. They 
engaged with their subjects. "Actively interpreting the world necessarily required an active involvement in 
it.' KaRn Becker Ohm, Dorothea Lanae and the Docurnentanr Traditio~ (Baton Rouge: touisiana State 
University Press, 19801, 35-37. 
289 Alan Trachtenberg, Reading American Photograotig 191 ; The terni 'doaimentary" had been in use, 
in the United States, since the t 920's. It 'was first coined in 1926 by John Grierson, a British film 
producer, 20 describe a certain type of factual film.' Abigaif Soiornon-Godeau. Photqâphv At The Dock: 

vs on Photoamhic Histo- Institutions. and Practiceç, (Minneapolis: Universrty of Minnesota Press. 
1991), 299. 
290 Lewis Hine had sbrted his career as an educatwcatw His choice of photography as a vocation was 
unanhicipated and happened as an adjunct to his role as a tacher. He was bom in Wsconsin in 1874 and 
educated at the State Normal Schod in Oshkosii. His mother had been a teacher and Hine later noted 
that We education idea ran throug h the farnil y." Dale Kaplan, ed.. Photo S t q :  Selected Letters an& 
Photaaratihs of Lewis W. Hine, (Washington: Smithçonian Institution Press, 1992). xxiii. 
291 Hine taught at Me 'Ethical Culture Schools of New York City" between 1901 and 1908. The 'shident 
body consisted of eastern European immigrants." His principal. Frank A. Mann y, enmuraged Hine to take 
up photography and to photograph 'immigrants arrïving at Ulis Island so that E.C.S. pupils 'may have the 
same regard for contemporary immigrants as they have for the Pilgrims who landed at Piymouth Rock'" 
Daile Kaplan, Photo Story, xxiv-xxv. 
292 Daiie Kaplan. Photo Story, 
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photographs were not only fadual, but also of 'excellent quality" as photographs.2m 

Hine was elevated to the status of "a folk arüst, a primitive, whose instincts fudoned 

as an extra sense." 

The word 'primitiven waç not a pejorative, but the supreme compliment It meant 

that Hine's artistry was "intuitive" at "its unformulated, instinctual stage." Here was "a 

spirihial fathef in the articulation of "a tradition of content and purposive 

By invoking Lewis Hine, Greenhill and Binell present Goss in a similar context. 

Since Goss and Hine are working during the same period, and producing factual 

photographs for programs of advocacy, Goss becornes an underappreciated Pioneer 

in the arüculation of the same genre. 

Similarty, Greenhill and Birrell mnnect Arthur Goss with the Arnerïcan 

photographer, Jacob Riis. Riis was a newspaper reporter who produced a text with 

photographs entitied How the Other Hal Lives published in 1890.295 Like Arthur 

Goss, Riis took picaires of housing conditions on the Lower East Side in New York City 

to expose evidence of poverty. 

The invention of magnesium flash and the dryplate photographic technology 

allowed Riis to record the hostels and tenements at night. Also like Goss, Riis was flot 

fully appreciated until a later pedod, when reprints from his original glas negatives 

293Beaumont Newhall wriüng to Lewis Hine, February, 1 938: "Now there are two ways to !ook upon your 
work. The most obvious is the docwnentary or the historical approach; the other is the photographic ... You 
work -kas me of excellent quality, posse&ng th& straightf&ard. cfean technique which 1 believe to be 
the only valid photographic style.' Daile Kaplan, Photo Story, 107. 
294 The description, 'a folk artist, a primaive, whose instincts functbned as an extra sense" was actually 
written by Elnabeth McCauWd, a colleague of Beaumont Newhall, for the catalogue of a retrospective 
exhibition of Hine's work at the Riverside Museum in New York in 1938- ft was McCausland, and her fnend 
Berenice Abbott, who had brought the work of Lewis Hine to Newhall's attention in 1937. Alan 
Trachtenberg, Reaûina Amencan Photoaraohs, 1 90-1 91. 
2% Riis was a pdiœ reporter for the New York Sun. His carnpaign 30 expose the m i q  of the 
underpnvileged living in the crime-infesteci slums of the lower East Side' was a personal mission. He 
found that 'We printed word was not sufficiently convincing, and so he turned to photography by 
flashlght." Newhall, Th e Hi storv of Photrwr- 132 
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were exhibited at the Museum of New York City in 1947.. With this rediscovery, Riis 

becarne, 'a photographer of irnportance."296 

Arthur Goss, Lewis Hine and Jacob Riis can be considered progenitors of an 

approach to photography in an historical tradition. Goss is part of this tradition 

because of the type and high quality of the pictures he produced. 

For Jeff Stinson, Goss's official pictures can be rightly appreciated as art. Both 

Photograph #1 and Photograph #2 were featured in the Official Photoarmhers 

exhibition for which Stinson wrote the opening essay. 

As noted earlier, Goss was an "art-photographef More he becarne the Official 

Photographer for the City. He was cornmitteci to "pictofialiçmln particularly in the early 

years of his career. Photograph #l especially has features to recommend it both as a 

factual record and as an aesthetic achievement. But, of course. this judgement 

remains 'in the eye of the beholder." 

The potentiai of the photographs to be art, however, can be historically 

developed since it is reasonable to assume, that this was flot the photographer's 

original conception. Gosç did not sign them. and they were not submitted for any of 

the exhibitions rnounted by the Toronto Camera Club. These pictures were retained 

as file photographs for the Public Health Department and never reproduced in any 

other context until after 1960. 

As 'redismvered" images however, aie photographs becorne part of another 

tradition in the history of photography in the twentieth century. Just as Lewis Hine was 

"redixovered" by for Docurnentary Photography in Vie 1 930rs, and Jacob Riis in the 

1940's, so other photographen have been rescued from obscurity by enterprising 

296 The illustrations in Riis's original text were of poor quality. The "haif-tone" printing technobgy, 
invented in 1880's. had not yet developed to the point were images could be reproduced sharpîy. 
Newhall, The Histm of Phot- 133. 
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individuals wtw found merit in their work-297 

In another example, the French photographer. Eugene Atget, was 

"rediscovered" by the American photographer, Berenice AWott, in the 1920's. Atget 

took piaures of Paris for years as 'Documents for ATti~ts-~m Using equipment that 

was already antiquated, Atget produœd a trove of images remarkable for aieir 

precision and elegiac sublimity. After Atget's death in 1927, Abbott purchased the 

archive, brougM it to New York City and prepared an exhibition. As a result, Atget is 

now remembered as one of the "mastersn of the medium and Bereniœ Abbott is 

credited for her insight.299 

There are interesthg similarities between the rediscoveries of Eugene Atget 

and Arthur Goss. Both produœd glas  negatives, both photographeci prodigiously 

and both had their own labeling systems that later archivists, historians and curators 

have used to resituate the pichires in the larger framework of an "oeuvre" or body of 

w0rk.m Neither Atget nor Goss wnœived of his pictufes as "art" in any exalted 

But can Goss's work for the City be considered as an 'oeuvren defined as "the 

totality of works, as an author" and the photographs, reproduced for this report, as part 

of that "totality"W1 In other words. can the "same methodological presuppositions, the 

same assumptions of personal style and its continuity" be applied to Goss's work for 

297 7here is a phenornenon in the photographie comrnunity - dam I say tmiwn? -of contemporary 
photographers rescuing the work of historical photographers ...' Daile Kapian, photo Stow, xv. 
29û 'Eugene Atget's labors produced a vast body of work. which he sold over Me years of its production 
(roughly 1895-1 927) to various historical collections ... as well as to commercial builders and artists- The 
admilation of this work of documentation into a specifically aesthetic discourse began in 1925 with its 
notice and publication by the sumealists ..." Rosalind Krauss, Thotography's Discursive Spaces," Jhe 

299 Berenice Abbott, The World of Ataet, (New York: Paragon Books, 1 964) 
300 Rodind Krauss, Photographys Discursive Spaces. 296. 
301 'Oeuvre.' Funk 8 Waanails Standard College Dictionary, 1 973 ed. 
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city as one might apply to another 'sort of arüstrYcn 

To answer to this question, is to apprecïate these pictures as 'cultural 

property" like artworks, and to assign to Goss an intentional program of development 

where the photographs fit into a body of work as a mative *continuity." 

If we consider Goss, the way Beaumont Newhali considered Lewis Hine and 

Jacob Riis, as an "intuitive" progenitor working instinctively with the medium, then his 

deliberations in taking a photograph, are technical ones to be understood within the 

context of what had educated his point of view. He needs to be brought into the 

tradition he was "unwittingly" inaugurating, just as Hine and Riis were. As part of the 

rotality" of his oeuvre, these photographs can serve in aiernsehres, as examples of his 

creative achievement with the potential to be documentary "art." 

But if the answer to this question is ne Goss is placed into the historical context 

of the photographs as an instrumental technician under sponsorship. He is then 

remembered as the camera operator whose motives were those of Charles Hastings 

who comrnissioned the pictures. As such. the photographs are factual historical 

records and archival negatives with littie to recom mend thern fumer. 

This would discredit Goss and make him a mere adjunct to the refonn programs 

of Hastings. Quite a good case can be made that Goss was something more. These 

photographs, especially Photograph i l ,  have mer& that recommend consideration of 

Goss as an independent practitioner of his craft with the status of the art-photographer. 

Ralph Greenhill and Andrew Birrell describe an "astonishing contrast" between 

the work Goss did as a pictorialist and the work he did for the cify.303 The picture they 

reproduce from his amateur work for the Toronto Camera Club is of a beautifui sunset 

over a lake, whidi has been made a part of a poster adverüsing a photography show, 

302 Rosalind Krauss. Photography's Discursive Spa-, 293. 
303 Greenhill and Binell. B i a n  Photoamhv 18341 920, 146. 
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"Exhibition of Pictorial Photography" at the Toronto Art Museum (now the Art Gallery of 

Ontario) in 191 7.304 GOSS'S photograph is a softly focused and subtlely tond 

Goss had been an assertive rnember of the Toronto Camera Club. Together 

with his colleagues, Sidney Carter, J.P. Hodgins and Roger and Rex Stovel, he had 

been part of the breakaway Studio Club organized by Carter in 1905.305 Although it 

lasted only a year, the Studio Club had an ambitious program. Its members 'hoped 

that the Club would be a œnter for teaching the artistic potential of photography, and 

for sponsoring international exhibitions in major cities across Canada."= 

Sidney Carter was a member of the "Photo-çecessionn in New York City, 

organized by the American photographer, Aifred Stieglitz, in 1902. The aim of the 

Photo-Secession was the promotion of "pictorial, expressive photography." The 

Studio Club was modeled on Steiglitz's PhotoSecession and also on the British 

"Linked Ring Brotherho0d.~m7 

Carter corresponded with Stieglitz and describecl the efforts that he, along with 

Goss and Roger Stovel, had made to "influence the [Toronto Camera] Club to adopt 

pictorialist standards.' All three men had been elected to the execuüve of the larger 

organization in 1905. They had redecorated the Toronto Club's exhibition space and 

304 GreenhiIl and Birreil, Canadian Photoar@~v lû%-l92O, Plate # 72. 
305 Those photographers genuinely committed to photography as a means of personai expression 
became incr-ngiy disgnintled with the large, conservative photographie establishments and began to 

: A Pictorïat Guide, break away." Marianne Fulton Margotis. ed., introduction, Alfred Stieglitz, Cam- Work 
(New York: Dover FuMkations, Inc., 1978) viii. 
m e  early demise of the Studio Club was likely because Sidney Carter, its prime instigator, left Toronto 
for Montreal in 1906 where he later became an art dealer- Greenhil and Birrsll, Canadian Photoar@hv: 
1839-1924 128-129. 
307 Founded in 1902 under the leadership of Aifred Stieglitz, the Photo-Secession was a committed 
group of photographers invested in 'promoting and propagating pictorial, expressive photography.' 
Lewinski, Dictio= of Photoara~hv, 186; Shilarly, the 'tinked Ring Brothemood' was fomed in Britain 
1892 as a break-away dub from the larger, and more consenrative. Royal Photographie Society by 
photographers al- comrnitted to pidoriafism. Lewinski. ~ o t a ~ h v ,  161 (se  above, Part 
Two, The Official Eye: Arthur Goss) 
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'banished most of the prints which had previously decorated the walls." They had 

attempted to duplicate Stieglh's approach by 'covefing the walls with burlap of a 

neutral colour and provided relief wiai pottery and flowenng azaleas." The older 

members were not pleased with the changes.= 

As a mentoring influence for the Studio Club, Alfred Stieglitz and his aesthetic 

approach to photography provided Arthur Goss with an integrity that informed boai his 

amateur work and many of his photographs for the City. This integrity iç evident in 

P hotograph #1. 

Alfred Stieglitz's aesthetic was an innovative hybrid inspirad by the various 

visual art movements that were current at the tum of the century. In fact. Stieglitz had 

introduced many of these ideas to the United States in 1890. after completing his 

education in Europe.309 

308Greenhill and Birrell. Canadian Photographv 1&14192Q 128. 
309 Stylisticaily. Stieglitz's photographie aesthetic was a confluence of a number of European movements 
in art sud, as Symbolism and Cubism. Allan Sekula, On the Invention of Photographie Meaning. 100; 
Symbolism was a multi-faceted. loosely connected art movement in the late nineteenth and ewly 
twentieth century. It endeavoured to move the representationai emphasis of the pictonal away frorn the 
outside worîd towards a spintual inwardness. It aimed to resoive '...the contradictions between the 
materiai and spirituai worlds.' Syrnbolist paintings lean heavily on aliegory and metaphor, while remaining 
representational. Werner Haftmann, Paintina in the Twentieth Century. Vol 1, (London: Lund Humphries, 
1965) 36; Cubim was a more stïuctured art movement iniüdiy in Paris at the tum of the century. Rs 
proponents endeavoured to fit representational motifs into abstracted and autonomous configurations 
cornpelling the viewer to confront a painting as a unique experience. Where symbolist pictures were often 
of literary themes, cubist pictures were emphaticaily pictonal- autonomous pictonai statements. 
Haftmann, Paintina in the Twentieth Centurv, Vol 1.95; Steiglii was infiuenced by these movements in 
modem art, As a photographer, striving to promote photography as an independent art form, these 
influences required specific ad-on I>ecause Syrnbofism and Cubism could occur within the same 
photograph. Syrnbolism oçcurred within the sensibility of the photographer at the moment the 
photograph was taken- Cubism was manifesteci in the photographer's c o n m  for fom and composition. 
the intemai structure of the image. When a photographer took a picture, in Stieglitz's aesthetic, the form, 
the content and the artisüc sensibileRy merged into an epiphany of the spirit. Alfred Stieglitz, 'How the 
Steerage Happened," P h o t w ~ h e r s  on Photwr ~ h y :  A Cntiçzii Antholoqy, ed. Nathan Lyonç (New 
York: Prentice-Hall, 1966). 131. 
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Stieglitz's lifelong mission was to prornote both art photography in America and 

an indigenous, American art rnovement in the other visual media.310 He became a 

mentor figure for several generations of photographers, aïtists and curators.3il 

Stieglitz was cornmittecl to the fomal aesthetics of photography that required a 

visual preconception of an image, a deliberated composition and a high quality 

finished pfint.312 His aesthetic evolved over time with certain features constant. 

Firstly, the photographer perceived a photographic oppoctunity in the ongoing 

flux of events. Secondly, he or she compoçed the photograph with the eye and then 

framed the tableau with the carnera viewfinder with a mind to compositional variables 

such as mass and fom or light and shade and an understanding of how these formal 

properties would manifest on the two dimensional surface of the photograph. Thirdly, 

the finished photograph was both a study in abstract fom and an illusion of three 

dimensional depth. 

Although Stieglitz 'championed photographers* who worked as Pictorialists 

with their softly focused and often manipulated images, he preferred to work as a 

"straight photographer" which meant he worked closely with "the basic properties of 

camera, lens and emulsion."313 Above all, he relied upon his eye to frame a subject 

and his creative judgement in making it work as a photograph. 

310 Rosenblum, A Wrtd Histon, of Phot- 332-337. 
311 Stieglitz not only promoted photographers and artists in his art galleries in New York City, the first 
being the "291 * (Little Gaileries of the Photo-Secesdon at 291 F i  Avenue) but also influenced curators 
of art, particulariy Beaumont Newhail, who later acknowledged his debt to Stieglitz. Newhail. Beaumont 
Newhall: Photographic Mernories, 1 71. 
312 In a detaiied description of his photographic aesthetic, Stieglitz describes his methods in taking the 
photograph The Steerage" in 1907. He considerd it his finest - "If al1 my photographs were lost and I'd 
be represented by just one, The Steerage, I'd be satisfied.' This celebrated image is frequenüy 
reproduced. It was result of a previsuaiization process when he recognized the photographic opportund'y 
and a compositionai deliberation through the vieMnder of the carnera and then captured Ï t  on film. 
Stiegl'rtz, How the Steerage Happeneâ. 131. 
313 The esthetic use of the funcüonai properües of the photographic technique, the appreciation of both 
the carnefa's potentiais and its limitations, and the dimrce of photography from the canons guiding the 
esthetic principles of the other visual arts, was becaming recognized by critic and artist aiike. Alfred 
Stieglitz had consistenüy applied this principle." Beaumont Newhall, The History of Pham 11 1. 
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In a meeting of the Executive Cornmittee of the Toronto Camera Club on 

November 15, 1905 where Goss was S~M-ng as second Vice-President, the mernbers 

voted to remit $10.00 for a subscription to Camera Work. the periodical edited and 

published by Alfred Stieglitz frorn 1903 until it ceased publication in 191 7.314 

This journal was very influential. Allan Sekula writes, Through Carnera Work 

Stieglitz establisheâ a genre where there had been none; the magazine outiined Me 

terms under which photography could be considered art, and stands as an implicit text, 

as scnpture, behind every photograph that aspires to the *tus of high art Camera 

Work treated the photograph as a central object of the discourse, while inventing, more 

thoroughly than any other source the myth of the semantic autonomy of the 

photographic image. *315 

When Goss traveled to New York City to purchase camera equipment in 

1912,. he visited Alfred Stieglitz and exchanged photographs with his mentor.316 

Whatever transpired between the two men is, as yet, undiscovered and nothing has 

surfaced to indicate that Goçs and Stieglitz had a further association. But the 

conneetion suggests a further dimension to Goss' work as a photographer. 

As Goss progressed from the pictorialisrn of his amateur work to the straight 

graphie recording of his pictures for aie City, he retained an integrity and an 

independent point-of-view that informs rnany of his images in the City Archives. 

Photograph #1 is exemplafy. 

Photograph #2, while visualiy informative, is more clearly at the s e ~ c e  of 

314Toronto Camera Club Minuta Nov. 15,1905. Microfilm R d #  H-1567.343; Alfred Stieglitz. CMnem 
rk: A Pidorial G u i a d .  

315 Allan Wula. On the Invention of Photographie Meaning. 92. 
316 This information is from the coflected r-ch in the Arthur Goss Rle in the Cny Archives for the 1980 
exhibition of the photographer's work at the Market Square Gallery. Goss8 younger daughter, Enid Goss 
Lowe, was intewiewed by archival staff on Match 10,1980 at her home in Princeton, New Jersey. Goss 
apparentiy kept a diary as did his wife, EtheJ Munro Goss The present location of these diaries is 
unknomi- Arthw Goss File, City of Toronto Archives. 



121 
Hastings and his reform. But the WC inclusion of Photograph # I l  m i n  the content 

of Photograph #2, suggests to the viewer that the first picture was appredated by the 

photographie subjects and, by Arthur GOSS himseif who had reproduced an offering for 

the men he was photographing again. 

While the device may have been a ploy to the confidence of the subjects in 

order to take their pichire a second tirne. it stands out as a gesture of generosity and 

an expression of pnde frorn a photographer who was negotiating his way between 

artistry and documentary recording. 

The photographs, considered both as documents and as art, are converted into 

exhibitable "cuitural property.' The "aestheticn and nincti-onal traditions" in John 

Szarkowski's description become 'interdependent" features made inseparable within 

the form and the content of the photographs. But something happens to them in the 

process of making them over into doaimentary "art." 

The transformation of the photographs from archivai records into exhibitable 

pictures on a museum wall, redefines them as "aesthetic objects." They are made to 

seem "privileged" as 'unique-and-precious" artifacts.317 

Of course. 1 is the original glas negatives that command this kind of authority. 

As reprints from the negatives, however, Photograph #l and Photograph if2 are flot 

stricüy aesthetic objects but copies or facsimiles of the originals. They are 

reproductions similar to the reproductions held up by the photographic subjects in 

Photograph #2. And just as this report has been a meditation on the cryptic inclusion 

of the first picture within the content of the second, so reproductions in whatever 

wntext, can offer a challenge to me incorporation of photographs as unique and 

predous artifacts. 

317 Allan Sekula. On the Invention of Photographie Meaning. 95. 
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In an influential essay, written in 1936, the Marxist cultural critic Walter 

Benjamin develops this idea as it applies to the photogfaph as a "reproducible 

entity."318 In Benjamin's view, the photograph, airough its unique materiai ontofogy, 

disputes the "precious object" definition of an artwork that can be owned. 

Benjamin's thesis on "mechanical reproductionn considers photography as 'de- 

privileging" the art object and redefines Ï t  as sumething more generally available. He 

speaks of the "aura" of the work of art as a tradition baçed upon a 'ritual of ownershipn 

of the 'priviieged object" which he traces to 7he secular wlt of beauty, developed 

during aie Renaissance." However, wRh the advent of the "age of mechanical 

reproduction" and with photography, in particular, this tradition is, accocding to 

Benjamin, 'shattered." 

He writes, "...for the first time in world history. mechanical reproduction 

emancipates the work of art from its parasitical dependence on fitual. To an ever 

greater degree the work of art reproduced becornes the work of art designed for 

reproducibility. From a phoiographic negative, for example one can make any number 

of prints; to ask for the 'authentic' print rnakes no sense. But the instant the criterion of 

authenticity ceases to be applicable to artistic production, the total fundon of art is 

reverseci. lnstead of being based on ritual, it begins to be based on another practice - 
pditia." 

And further, 'Eariier much futile thought has been devoteâ to the question of 

whether photography is an art. The primary question - whether the very invention of 

photography has not transformed the entire nature of art - was not raised."319 

But, despite Benjamin's predicüons as to the emancipatory potential of 

photography, the institutional incorporation of the medium has endeavoured, with 

318 Walter Benjamin, "The Work of Ait in the Age of Mechanical Reproduction.' trans. Harry Zohn. Wa& 
& & m i n :  IllumiWnsf ed. Hannah Arendt (New York: Schacken Books, 1989). 21 7-251. 
319 Walter Benjamin, The Work of Art in the Age of Mechanical Reproduction. 221-227. 
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remarkable success, to assemble photographs as exhibitable and collectible 

commodioes. The market in tintage pflnts" in limited editions, photographers as 

creative visionaries with large "oeuvresn of artistic achievement and museum 

collections have made "authentic* photographic artifacts highiy coveted.m 

But whatever the larger implications of photography as art, the appropriation of 

the medium by museums and private collectDrs cm serve to bnng a kind of 'dosuren to 

these historical photograp hs.321 Just as the labels, attachecl to these photographs, 

can serve to lime their content to what Arthur Goss considered relevant to his Public 

Health Department commission. the museum appropriation of the images can restrict 

them to the "photographic" as vehides of artistic expression. Confined to frames and 

museum displays, they can lose their potency as cultural artifacts. 

320 The photograph. as a part of a 'lhited ediüon' of pnnts. is an artificiaily imposed convention 'bonowed 
from traditional printmaking processes' It is created by the photographer, or under hisnier supervision, 
Yor oommerciat purposes to set a maximum nurnber of pn'nts from a negative ...' Gordon Baldwin, Lookina 
al Photograohs: A Guide ta Technical T m s L  (bndon: British Museum Publications, 1991) 44; This 
convention could not be applied to current reprints from Goss' negatives sinœ these are not attributable 
to him directly. lt is his mgathms and the original archivai prints made by him or his staff, that have a graiter 
daim to "auttienticity." 
321 '1 would argue that the devolution of photographic art into mysücal trivia is the result of a fundamental 
act of cbsure. This dosure was eff8Cted in the first place in order to establish photography asan art" 
(itaiics in original) Allan Sekula, On the Invention of Photographie Meaning, 102 
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Conclusion 

In 1989, John Szarkowski curated a large show, entitied "Photography Until 

Now," at the Museum of Modem Art in New York City, to cornmernorate the one 

hundred and fiteth anniversary of the invention of the medium. It was called a 

"valedictory exhibition" to the retiring wrator's career and a "monument to the 'art 

p hotography' esthetic. "322 

A reviewer of the show, in the New York Times, Febniary 11, 1990. writes, " m e  

exhibition] is clearly the product of a single intelligence, one that has spent decades 

mulling over ways to best organize and explicate the photographic tradition." 

Szarkowski's "organizing principle," for the over 250 images shown, is "that 

technology has been a rnotivating force in the development of the pictofial possibilities 

of photography." He is quoted as saying: "I'm not trying to tell the story of photographic 

technology ... l 'rn trying to tell the story of photographic pictures. But as an organizing 

principle it allows you to talk about al1 photographers at once."= 

Szarkowski's organizing principle, to contain al1 photographic practices under 

the theme of advancing technology, was hotly disputed by çome critics. The idea that 

photography constituted a unified "tradition" was considered to be untrue and 

institutionally narrow. And Szarkowski's authority, as a senior curator of a major art 

institutÏon. was fet io be imperious and thus his aesthetic judgements were suspect 

One critic was particulariy acerbic. Abigail Solomon-Godeau, writing in 'Art in 

"Briefly summarized. this story of photography, Iike that of modem art, features 
certain fixed characteristics and recurring motifs. For example, a point of origin is 
proposed, alaiough premonitions and antecedents have prepared the way. As the 
story unfolds, great artists appear regularly on oie scene and speed the art on to i t s  
322 Abigail Solomon-Godeau. 'Mandarin Modernism: 'Photography Until Now". Ait in A m e m  
Decernber. 1990, 141. 
323 Andy Gnindberg. Legacy From Photography's Mount Oiyrnpus. H37+ 
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next way station. The aftists Mus culled from among their fellows (most of whom 
happen to be men) are thougM collmveiy to fom a tradition m i n  their medium that 
later generations of artists, may build upon, recyde or ever transfom. To the extent 
that the stary focuses on ind~duals, works or styies, history proper makes oniy fleeting 
appearances, when it a p p r s  at all. For the story is fueled by the conviction that it is 
possible to distill from the vast field of cultural production a precipitate of values, 
traditions. masters and masterworks that are tirneless and universal, never nanowly 
institutional or partisan. 

In the fomalist version of the story, a teleofogy of sorts is proposed, whereby art 
forms are seen to evohre toward the self-conscious expression of each medium's 
unique, specific nature. In photography, of course, thiç 'nature' is complicated by the 
medium's successive technological transformations. Yet even here the emergence of 
recognîzable masters and masterpieces is taken to be a mural, even organic process 
- like crearn rising ineluctably to the top - reflecting the tautological belief that 
cuiturally privileged objects are possessed of innate and intnnsic 'quality.'"324 

Between John Szarkowski's "modernist? view of the photograph as a formal 

craft and imprint of reality and Solornoffiodeau's "post-modemisr view of R as an 

institutionally invested property, there is a dialectic: the asthetics of the photograph 

versus the institutional authority that defines its use, aesthetic or othefwise. Where 

Szarkowski sees the photograph as a uniquely formal amievernent to be considerd 

an independent creative product, critics Ii ke Solomon-Godeau or Douglas Crimp, see 

it as embedded within instituaonal practiœs and cultural determinan&.= 

This report has endeavoured to steer a course between these divergent points- 

of-view. Photograph Ir1 and Photograph ü2 can be seen as self-referring pichires both 

"finished" and "unfinished" as documents. As 'worksn, they are representations of the 

particular interests contemporary to their making. But as "textç." they are o p e m  to the 

manifold possibilities of history. 

The debates about photography within art institutions and art periodicals. seem 

324 Abigail Soiornon-Godeau. Mandarin Modernism: 'Photography Until Now'. 143. 
325 'After over a century of art's imprisonrnent in the discourse of modemisn and the institution of the 
museum, hmetically sealed off from the rest of cufture and society, the art of posbnodemism begins to 
make inroads back into the world. It is photography. in part, that rnakes this possible ...' Ihuglas Cfhp, 
"The Museum's Oldflhe Library's New SubjM. The Contest of Meanina: Critical Histories of 
Photoara~hy, 9. 
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to W r  out Walter Benjamin's prediction mat the medium has. in its way, 'transformeci 

the entire nature of artn= AS artifacts, testaments and texts these pictures are many 

thingç at once. They are 'records, tools, artworks, decorations, commodities [ana 

relics" - ever-mutable and ever-changing, like history itself. despite their staying the 

same.327 

326 Walter Benjamin, The Work of Art in the Age of Mechanical Reproduction, 227. 
32f Sekula. Photoarqphv Aaainst the Grain, 33. 
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Petroff, 25 March 1997; R. Scott James, 9 Septernber 1997; A. R. N. Woadden. 13 

Septernber 1997; George H. Brown, 13 October 1997; Maia-Mari Sutnik. November 

19,1997. 
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