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ABSTRACT

This thesis examines postcards of Pacific peojplaswere produced in Sydney by

the photographic firm Kerry & Co. during the first decade oftthentiet century.

Like other visual images and technologies of that period, postcards have played an
important role in shaping contemporary understandings of indigenous peapdes

despite created for commercial purposes, they also relate to the production of
anthropological knowledge at the turn of the centdryis studyis divided into three

parts. The first part is devoted tioe sociecultural and historical contexts in which

the Kerry & Co. postcards are embedd®drticular attention will be given to the
companyods postcard sample book around wh
body will revolve. The second part, focusing tre three Aboriginal series, is
characterised by a microhistorical approach to a photographic encounter on Wailwan
land,andp t he consideration of O0contact zonce
dynamics in front of Kerrybés camera. The
of theorigins and identities of the nameless Aborigidgd o s peopdr ,d athel o n
identification of theiragencyduring the sharedmoment ofthe postcard imageky s
production.The third part of the thesis focuses on the Samoan series which, for the
0recycledd nature of its twelve motifs,
Ker r y 0 s indigendug peoplie. The headdrésigia becomes a cultural marker

for Samoa in Kerryds stereotyping appar a
as born as a metaphortheir motifs being sipped of personal meaningdready

bef or e ent ectirynlgargeeethat, fpcdusing dnapostcards as material
objects in their own rightdisclosesmany aspects of thdynamic relationships
betweensocieties, and reveals how active they are in creating meanings about

cultures.
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WARNING FOR ABORIGINAL READERS

| wish to advise that the present thesis includes images of deceased individuals and
other subject matter which may offend some viewers.

The thesis includes images wofdigenouscommunities and individuals from the
following areasof Australia:

Queensland
New South Wales

Torres Strait Islands

Please contact the author if you wish to discuss any specific concerns regarding
images that form part of this thesis.
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CHAPTER ONE

Introduction

Topic and research questions

This thesis examines postcards of Pacific peoples produced in Sydney by the
photographic firm Kerry & Co. during the first decade of th& értury. Like other

visual images and technologies of that period, postcards have played an important
role in shaping contemporary understandings of indigenous peoples. However, until
recently, they have been marginalised in anthropological research, andckhis
archive remainsundex x pl or ed. This is probably due
and complex nature that necessitates an interdisciplinary approach in order to
excavate the multiplicity of agencies and subjectivities at work. | argue that, focusing
on postcards as objects in their own right and considering the various contexts of
their creation, use and consumption, much more information about dynamic
relationships between cultures may emerge. Postcards are, indeed, objects that not
only describe andhirror what goes on in a society and in our interactions with other
people and cultures; they also construeti@ighips, and thus, realiti€sf. Ostman

2004: 430)

Various reasons made me chose Kerry &
thesis. The firsis a methodological one. There are indeed two approaches that seem
to me suitable for the study of historical postcards of the Pacific. One is the
consideration of how a particular place or island was represented on postcards
produced by different photogphers or photographic companies during theated
postcard craze (189%915). The advantage of this approach is that the researcher
can plunge straight into the Pacific; the disadvantage is that the context of creation
and production of the single goards take a back seat in favour of the comparison

and interpretation of the subjects featured. The other option of approaching postcards
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is to focus on a single photographer and explore the specific context in which a
particular body of postcards is endloked. In so doing, one follows paths that may
also bring one provisionally away from the actual centre of the discussion. However,
the details concerning the circumstances and timing of the production of a group of
postcards are required before more dafiai and grounded answers about the
representation of a particular place can be proposed. This is the @pprbave
chosen for my thesis.
Why specifically Kerry & Co.? To date, little or no attention has been given
t o t he 6behind t h e busicessnieitiated oby thet Bydneyp ost c a
photographer Charles Kerry. TheChaslesl y book o
Kerryds Feder(lB81) than coiAcidedtwithathei namesake exhibition
organised at the Art Gallery of New South Walesspite thedgitimate critique by
Lendon (1982: 14i4147) and Thomas (1989: 10, 59), this publication was the first to
provide a biography of Kerry, combined with
well as a short presentation of the surviving body of glass plajatimes. The
descriptive part, however, constitutes only a third of the book. The other two thirds
are conceived as a catalogue where, instead of offering a representative selection of
Kerryds photographic wor k, Mi dshowingthee st r i ct s
transformations that characterised urban and rural Australia at the turn of the century,
while little space is given to those featuring Aboriginal people and absolutely none to
those showing other indigenous people of the Padifideed, ofabout hundred
plates and images presented in full and-paf ge f or mat , few represe
portraiture, three remember his work with Aboriginal people, and only one shows a
postcard. Considering that the serdeection in
percent of the negatives in the Tyrrell Collection and that ninety percent of the
negatives were made for the postcard industry, it becomes evident how little
representative Millarés selection is (cf. Le
Various schéars have chosen one or the other Kerry & Co. Aboriginal
postcard to elucidate the politics of representation in commercial photography (for
example Cook 1986: 31; Peterson 1985: 169j 172 and 2003: 128; Stephen 1993:
41). However, these studies use mgempostcard as examples of a mode of
representation and do not engage with their specific creation contexts and with the

di scussion of these <cards as multilayered
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production was a welllefined strategic choice aimed bhbosting business; not
considering the processes revolving around this innovation, however, simply
reinforces the silences that so often characterise visuarialatrom the colonial
period.

The existence of the Tyrrell Collection at the Powerhouse Muse@wdney
was another reason for me to choose Kerry as the focus of the thesis. The collection
holds many original prints produced by the company, 903 to be precisg, and
thus offered a good point of departure for the analysis of the Kerry postbatds t
already had identified ahé Metropolitan Museum of Art.

The fourth reason is related to the
postcardsao. As an Australian photographe
business mainly as an alternative waypodmoting his photographs of Australian
subjects taken during the last decades of thece@tury. A considerable part of his
photographic archive, however, comprises images of indigenous people of the
Pacific, which, in turn, were selected as postcardifsadnterestingly, the series
devoted to indigenous peoples features only Aboriginal and Samoan people. An
analysis based on the comparative examination of these two postcard groups
Australian and Polynesiainseemed to me a fertile field for teasingt ohe various
dynamics and agencies at work in the <cre
and the role of the materiality of postcards in shedding light on the vast Pacific visual
economy.

Nested within the examination of these dynamics and mikterepects, |
explore the following questions:

1) Which sociecultural and historical contexts shaped the production of Kerry &

Co. 06s postcar ds o fpartRipated ih thisprogess?p |l e, and wl
2) Who are the Aboriginal and Samoan people appeasing Kerry & Co
postcards, whose nameless portraits circulated widely across the world, shaping the
image ofthe Aboriginal andthe Samoan in particular, and ttie Pacific people in

general? Indoing thislamfoli ng Cr oft 6s passionate out

| wantto know who they were, where they were from, what became of
them. Their names should be invoked, although this acts against
traditional cultural practice, these people deserve to be commemorated as
the individuals, community members and elders they werat
disembodied, cut off from their traditions, their spiriteavar to rest.
(Croft 1997: 11)
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3) To what extent is it possible to excavate the indigenous agency at work during the
photographic encounters that &e rCeardddtse dp otshie
industry?
4) Are historical postcards, as artefacts created in diverse-autitasal encounters,
fruitful sources for anthropological research?

To examine these issues | draw on data accumulated during fifteen months of
archival research in the UniteStates, Australia, England, Fiji as well as in a-two
month stay in Apia, Samoa. Utilising the outcomes of this research, my dissertation
analyses the intricate layering of relationships, motivations and needs that brought
Kerry & Co. 6s gnalsandSamoanspeopld intcAelistende and into
circulation, beyond the boundaries of Australia at the beginning of the&@ury.
I n so doing, I would I|Iike to aband-on the the
sided instrument of dominatonandaot r ol . The concept of the 0609g
gazeo to use John Urrybés (1990) formulati on,
who is looking, assumed to be familiar, and that which is looked at, assumed to be
different and strange. As | will discusslbw, this implies an objectification of the
person looked at who is considered passive and is made speechless. This discourse
obviously silences the indigenous voices and agencies that enlivened the
photographic encounter andatH am interested to excate.

I n the remainder of this introduction |
research context, the sources and the methodologies; | review the relevant theoretical
Il iteratur e; I out |l i ne t hematkrialtysoéimagast i onds co
visual economy and social biography, and conclude wghramary of subsequent

chapters.
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Research context, sources and methodology

The most frequent question | was asked when stating that my dissertation focused on
historical postcards of the Pacifimas A But where are these post
postcards are not the classical objects one would associate with museums or archives.
If at all, then more as purchasable souvenirs representing the works of art displayed
in the galleries than as valuablejexdis as such. Fortunately, during the last decade
some public institutions have started to consider historical postcards as objects
worthy of attention, as they proved to be interesting sources fo)h{atbrical,
anthropological and linguistic researciChristraud Geary identifies the most
influential development that has generated an academic interest in postcards and in
visual materials in general, in the #daval ar
1991 36). Postmodernist thinking, characterised byeinphasis on reflexivity and
on a critical exploration of the various representational modes ofEnoopean
peoples, applied itself with great facility
frozen stereotypes©o, a t rhist acbdlaes decaudedheyat t ent i o
seemed to better reflect and enforce the preoccupations of their creators and viewers
along with demonstrating how these invented the represented cultures (Geary 1991
361 37). As a consequence, collections of postcards weraectethrough either
purchasing private collections or groups of postcards from dealers, or by elevating
postcards kept in messy mystdsyo x e s from t he status of unc a'f
paper6 to museum objects iin thiamalandown r i ght
technical advances (digitalisation and computerised cataloguing), professionalization
also played a crucial role in the archiving of photographic material. Without these
innovations and the recent revaluation of historical postcards by pudtikuiions, a
research project such as mine would never have been feasible. In fact, the biggest
practical problem in postcard research is the detection of the source, and private
collections are not always easy to identify and access.
The preliminary ressch for my PhD was carried out during a rimenth
study of the postcard collection held by the Photograph Study Collection (PSC) of
the Department of the Arts of Africa, Oceania and the Americas at the Metropolitan
Museum of Art, New York. This experiemcwas not only important because it
introduced me to a vast body of Oceanic historical postcards; through the numbering

and cataloguing of a great part of this collection by me, | could better explore the
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material aspects and so became aware of the neulagkers that constituthese
rather ambiguous objects.

The PSC collection devoted to the Pacific cultures consists of about 2,000
historical postcards, among them 62 postcards produced by Kerry & Co. After
having decided to focus on the Kerry postcal@dso studied other collections, both

Figure 1.1 Blackburn Collection, Honolulu, December 2007

in public and private hands, in order to fill the gaps and complete the narratives of

the various series. Among the collections | worked on, are two public ones held by
the Bernice P. Bi s hop O péstcarels), mnd iome pridadelya i 0 i
owned by the collector Mark Blackburn, Honolulu. Totalling about 15,000 objects

the latter is the most extensive collection of Polynesian historical postcards

wor |l dwi de. Al 't hough | Sometoomedy ncaonmisci &d e a
he nc e 0 d & they ean beussldand moved in an instant, and so accessibility is

not guaranteed as in the case of public collection$ wish to emphasise their
importance as rich archives for the exploration of different regimealaévTaken

together, the body of about 20,000 postcards, including also some single postcards or

small groups of postcards identified in various archives or found at sales fairs,



8 CHAPTER ONE

constitutes the main source for my project. Although | have always preserved
modern postcards sent to me by family and frienéishad never developed a
particular interest in the collecting of historical postcards. It was only during my
researches that | adopted this practice in order, on the one hand, to fill in the gaps
that energed from the collections studied, and on the other, to gain access to the
original materiality of Kerryds original P O ¢
various visual materials are presented in this thesis. The reader will notice that the
reprodwction quality differs according to the type of access | had to the various
materials. While | could work with higguality scans of the PSC postcards, in most
other cases | had to rely on digital photographs taken by myself in not always ideal
conditions.For this reason, postcards belonging to the same series, but coming from
different collections, appear in the figures in slightly different colours despite the
similar materiality of the object

Theoretical orientation

Postcards served as souvenirs faurists, as collectibles, as vehicles of

communication, and as mediums of artistic and documentary interest; these multiple

functions and their particular materiality combining text and image, generate

different ways to interpret them within their apprapei context as well as within

contemporary thinking. They can be approached from a linguistic and semiotic

perspective as a form of communication (Baranowska 1995, Ostman 2004, Rogan

2005, Jhala 2000), from an art historical perspective as popular avir(E2@04) or

from a social historical perspective (for example Gardi 1995, 1997, Rydell 1984,

1993, 1998 or Peterson 1985). Ostman emphasises the extensive variation across
postcards and their wvariability, amn inher ent
amoeba adapts to whatever circumstances it encounters. This is why research on

postcards, on postcarding [the act of sending postcards], and oncsticral
significance of this phenomenon requires a t
2004: 425).

'During arecenttidyinggp in my parentsd attic | di scovered, to
several ring binders containing hundreds of postcards ordered by geographical region, which | had
6xt al oguedo6 ddoadc i ng my chil
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Like other photographic formats, postcards can be used for two related but
separate types of visual analysis in ethnography. They can serve as documents of a
peopleds |ived experience ( Co l-nhakirgrfor1986)
understandg how photographers and their publ
culture and history (Peterson 1985, Alloula 1986, Albers and James 1988). In this
thesis on the representation of Pacific cultures in Kerry & Co. postcards | will be
concerned with the lagt type of analysis, and will concentrate above all on the
post car ds§ done iointhey mudtiple layers that form the postcard as a
manufactured object (cf. Webb 1998: 115), and the decisive element for the choice of
a postcard.The theoretical issues af importance because to date only limited
consideration has been given to postcards, with the consequence that today there are
very few theoretical frameworks readily available. There are many books illustrating
postcards, but they rarely rise above tescriptive (for example Blackburn 2005,

Main and Jackson 2005, Stephenson 1997). Postcard images are treated simply as
evidence of how things were. Impressed by the actuality of the images, these
publications fail to consider the social and politicatemmstances that made their
creation possible.

I will use the contemporary approach to picture postcards outlined by
Christraud Geary and Virginiaee Webb in their boolelivering Views: Distant
Cultures in Historical Postcard$1998). This is the first arregional study on
historical postcards framed by an epistemological and technical context. Geary and
Webb suggest as a first step the identification of the photographers, sponsors,
producers, printers and printing methods. This is followed by a detaialysis of
the picture, caption, message, design, stamp, and, finally, of the cancellation mark.
From this study information emerges t hat
and to reconstruct the precise circumstances and chronology of prodddtiers
fundamental for the second step: the interpretation of the image. Drawing on the
anthropological approach to photographs formulated by Joanna Scherer (1990,
1992), Geary and Webb suggest t hat t he
includes tk st udy of t he photographer 6s View
academicbs perspective on the photograph
the image and an analysis of the subjec

construction of theindienous subj ect and the audienc:e
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aspects that should be considered in postcard research (Geary and Webb 1998: 8,

115). This can be excavated through the study of the various traces left by the user on

a postcard (message, comngentritten on the picture, manipulation of the image);

through the analysis of the single imageries that constitute a collection; and through

the reconstruction of a postcardods i magery
commercial/scientific environment The difficulty in acquiring this information

about the circumstances of its creation and consumption discouraged pbsaixzd

research, to the effect that postcards were negleasedhey were considered

unreliable sources. Through the analysis ofrKgr & Co. 6s postcards r e
Aboriginal and Samoan people, this thesis demonstrates that the sifting of archives

helps reconstruct, even if only partially, the necessary information for shedding new

light on aspects of pastrds considered inexplorabl

Parallel histories: photographs and postcards

Although printed postcards have been denied a place in the official history of
photography (cf. Jeffrey 1981, Newhall 1981), probably as a consequence of their
0copy6 and Orepr oduwarneido ntébo samntiuhsi | tah et tihse por
ouniqued work of art (Benjamin 1969[1936]),
interwoven with the one of the photographic medium. As a consequence,
photographs and postcards share a similar development that chsedctiéne

interpretation of the images displayed on their surfaces (cf. Edwards Rothey

1992). As Edwards explains, the power of the still photograph lies in its spatio

temporal dislocation of nature, which causes the decontextualisation and
recontextialisation of those that exist within it (Edwards 1996: 200). Fragments

work as a pars pro toto, they become symbolic structures that transform into

6objedb, culturally formed i mages.

In this process the signifier and the signified collapse into onehanot
the physical subject itself becomes indivisible from its symbolic or
metaphorical meaning, the symbol becomes reality. Yet the relationship
between signifier and signified is not fixed but arbitrary; thus the
meaning of images becomes impermanente-ficating, appropriated

i nto the viiscouvese. Eslwards11996:200% | d

My approach to the Kerry postcards is informed by the groundbreaking research that

emerged in the 1980s in England, USA and in Germany from the interest in the
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historical rdationship between anthropology and photography. In conjunction with

the exhibitions that preceded or followed them, the bdoks Site to Sigh{(Banta

and Hinsley 1986)Der Geraubte Schatte(Trheye 1989 and Anthropology and
Photography 18601920 (Edwads 1992)? presented for the first time a focus on
methodological issues concerning the analysis of historical visual material in
ant hropology. As Elizabeth Edwards state
the way in which they are structured, for negentational form makes an image
accessible and comprehensible to the mind, informing and informed by a whole
hidden corpus of knowledge that i's calle
(Edwards 1992 8) Referring to the semiotic approach in Edidvérs ant hol ogy
following studies, Christopher Pinney has stated that central to an understanding of

the controlled photographic encounter, classification and display of indigenous
peopl e, is the fAsalvage par adiegdmeetyal a f or
living people as belonging to another era (Pinney 1992, 1997). As Morton and
Edwards explain (20091 3), the earlier work on photography had been informed by
models developed in relation to text which criticised how anthropology constructed

its object (for example Fabian 1983, Clifford and Marcus 1986). The view that
emerged has been that the photographic methods of early anthropologists were
constrained by the theoretical paradigms that they adhered to and by the power
relations of nineteentbentury colonialism. There is much evidence to show how, in
specific cases, images were constructed to fit a particular scientific paradigm. This is

the case, for example, with the anatomical portraits inspired’.by Hu x | ey 6 s
biological anthropology, wikh simultaneously objectified the powerlessness and
subject status of the people captured by the camera (Edwards 1988, 1990), or with

the photographs by E.H. Man arranged to illustrate pages dubtes and Queries

that fitted in with the culture trait c@ept (Edwards 199R Especially for European

managers of Victorian Aboriginal reserves, photography was intended to be a
disciplinary apparatus, a form of surveillance and panoptical control, and as a
consequence it has been common to regard photogrdphsligenous people as

trophies bagged by the colonial hunter in a relationship characterised by distance,
exploitation, and coercio classic example in postcard research is the contribution

by the Algerian poet Malek Alloula, who, in his bodke Colmial Harem,describes

% This book is based on a project that the British Royal Anthropological Institute had initiated in 1984
with the intent to analyse its anthropological visual archive.
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the postcard as the fertilizer of colonial

the manner t hat great seabirds ogicardsduce guan

exclusively in the context of assimilation politics. He discusg®s images of
Algerian Harem women taken by French studio photographers in Algeria, and
considers the subjects as victims of the reigning power relaticthe same that
constitute the norm in colonial discourse and that have already decided on the truth
of the images. Other author&ieenhalgh 1988, Coombes 1994, Dibley 1997,
Maxwell 1999, HoopefGreenhill 2000 and Levell 2000), adopting elements from
influential postcolonial critics such as Edward Said (197%8d Homi Bhabha
(1994),* have criticised thelisplay of indigenous peoples from colonial peripheries

in i mperial exhibitions focussing on the

r e

coloni al ot her 6 c ® inladnetdpleorical sense,abltlalgo imaet ai | ed

literal sense through the postdanedium. Under the influence of theorists such as
Susan Sontag (1979) and John Tagg (1993[1988]) who followed a Foucaultian
derived configuration of surveillance, gaze and objectification, indigenous people
had a passive attitude in the photographic munaed were incapable of speaking
and acting. This model, aimed at giving back a voice to indigenous people, failed
because the strong focus on the unbalanced power refafionsoked that mch

writing on photography lost sight of the dialogic space thatjuently emerges

3 With his most influential workOrientalism (1978), Edvard W. Said (193%2003) profoundly
challenged the Marxist perspectives which, for most of the twentieth century, had dominated the study

of col oni al i sm. Said | ooks at the coherence of West e

way Westernersigcussed the Orient developed a set of discourses which located the Western in a

higher position in relation to an inferior nalestern other. Considering that when the West was

studying the Orient it was also the time of colonial expansion and domin&#d, says that

Orientalismi which tells us less about the Orient than it does about theWWeetates an object that

could be manipulated for political and economic purposes. Drawing on the work of Michel Foucault

to highlight the ways in which orientsi discourse hangs together of its own accord, with little or no
reference to the actually existing Orient, Sai dés
misrepresentation, and ignorance towards the East. Alon@sidatalism The World, he Text, and

the Critic (1983) andCulture and Imperialisnf1993) are also imponté books of criticism.

* Homi K. Bhabha (1949 is interested in a psychoanalytic approach to colonial power. He suggests

that colonial discourse only seems to be successfits domination of the colorgsl, because in
reality it is marked by radical anxiety. Bhabhads
the colonial situation marking moments in which the colonizer was less powerful than was apparent,

or when the colonisd were able to resist the dominance exercised over them. Like Said, Bhabha
suggests that traditional ways of thinking about the world have often been complicit with longstanding
inequalities between nations and peopleThe Location of Cture, Bhabha (1994 creates a series

of concepts such as, for example, the Ahybridityo
of the world into sk and other (see Chapter Six).

® The focus on the unequal power relationship between the whiitographer and the, usually, black

colonised subject, is a an element that characterises many studies published in the 1990s (among them
Freedman 1990, Prochaska 199hiBkrout 1991 or Bate 1993).

WO |

of
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during the process of picture making (Pinney 2003: 14). As a consequence those
voices became even more silenced despite best intentions on the part of Said, Bhabha
and other postolonial theorists (cf. Morton and Edwards 2009: 3).

Inrec ent year s, a number of s-mhkl agéd h
using postcards as their primary source of evidence. From the 1980s to present,
Patricia Albers and James William have focussed on the representation of Plains
Indians and published extéwsly.® Nicholas Peterson (1985) reflected upon some of
the ways in which the belief in the passing of the Aborigines affected photography
and the postcard industry in Australia in the lat8 48d early 20 centuries. As we
have seen, Malik Alloula (19 has examined the voyeuristic and colonial mentality
hidden in Algerian postcards based on photographs taken by French photographers.
Annelies Moors and Steven Machlin (1987) have shown how picture postcards of
pre1948 Palestine were made for the EAmerican audience to promote
imperialism. Ellen Handy (1988, 1998) has investigated the depiction of Japan,
describing the Western invention of the Japanese geisha. Postcards representing
African people have been the research focus of Raymond Cofb@§8) David
Prochaskd (1991) and Christraud Gedry(1991, 1998), who also presented
examples of indigenous postcard photography and sponsorship from the West
African coast. Although there are several publications dealing with historical
postcards from the [edic (for example Blackburn 2005, Cook 1986, Noury 1996,
Quanchi 2004, Spennemann 2006, Stephenson 1997), few authors have studied
ethnic imagemaking in Oceania. Virginthee Webb (1998) has discussed the

exotic/erotic depiction of people, especiallyvadmen, in the Pacific, and Elizabeth

®See bibliography under O6Al bers & Jamesbo.

"Cor tsevgrb was published in Dutch and German and focused on the use of photographic
materials as historical sources (see Corbey 1989,,19990Q).

8 Prochaska bases his study on the excellent work by Philippe David who catalogued the Fortier
postcard colletbn. Edmond Fortier was based in Dakar, Senegal, and became the single largest and

most important postcard producer in colonial West Afriee ®avid 1978, 1984, 1986).

® An important corpus of postcards Geary has extensively worked on is the histastehre

Collection at the Eliot Elisofon Archives of the National Museum of African Arts, Smithsonian
Institution, Washington, D.C.. Geary has given particular attention to the missionary postcards that
Amonotonously repeat e sdurdbdnd articdating the aleaks sof ther e v ol v
colonial/missionary enterprise [in Africa]. They construct binary oppositions of a political and racial

nature between the white missionary and his changes, repeating in essence one of the salient
characteristics of the Africanist discourse, which was built on dichotomies such as
06savageb6/ 6civilisedd, chaos/ order, naked/ clothed
(Geary 1991 49; see ao Miller 1984 and Wirz 1982).



14 CHAPTER ONE

Cory-Pearce (2005) has used early postcard photography to describe some ways in
which clothing introduced byw®opeans was taken up by Maori.

Whilst the nature of picture postcards depicting indigenous people offers a
fertile field for applying the conventional model of the colonial gaze, and although
this approach has introduced critical readings of photography and postcards in
anthropology, the ensuing analytical compression reinforces the silences and denies
the emergnce of many of the histories contained
analysis of Kerry & Co. postcards of Aboriginal and Samoan people, | will apply
alternative analytical strategies suggested by authors interested in the material and
referential workig and meaning of images as objects rather than as representations
(Appadurai 1986, Kopytoff 1986, Poole 1997, Edwards and Hart ;2004am
considering postcards as spaces and moments of complex interaction and negotiated
relationships, where the subjed&the images actively participated and influenced
the process of picture taking/making. As an artefact created in diverse personal cross
cultural encounters, postcards are indeed interesting for sociology and anthropology,
and through a ontlGiecek)ttheye cdrGaZgqlipet eloquency and
reveal much about the subjects of the postcard image or about other people involved
in a oOopostcard projecto. El'i zabeth Edwards
because we expect them to tell us somegthut find them not particularly generous
at first glance. They have different layers of meaning, which must first be removed,
one by one. She encouragesmerpreting and re&ngaging historical images from
radically different perspectives in order tdieulate various forms of truth value
attributed to photographs over time and space. Like other photographic reprints,
postcard pictures are indeed ambivalent and can be interpreted in myriad and often
contradictory ways, depending on who is viewing tieype and in what context
(Sontag 1979, Berger 1972). It is this potential ambivalence or, rather, multiplicity

that makes postcards at once daunénd very productive to study.

Visual economy and agency

The inequalities that characterisepresentatital domains have been explored by

Deborah Poole in her book on Andean photogragision, Race, and Modernity: A

Visual Economy of the Andean Image Wd¢rld 9 9 7 ) . She introduces t he
economyo preferring it to fihnkingamutthe ul t ur eo,
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relationships and sentiments that grant images their meaning. Because the term
6cultured carries a sense of shared mea
communities of people, and tends to be seen erroneously as a boundegcentity
Gupta & Ferguson 1997), Poole finds the
for thinking about visual images as part of a comprehensive organisation of people,
ideas and objects. This concept captures at the same time the sense of movement and
value and the potential for transformation and exchange. She writes (1997: 8) that
A1 ]n the more specific sense of a polit
that this organisation bears some relationship to the political and class structure of
society as well as to the production and exchange of the material goods or

commodities that form the I|ife blood of
i n using the concept Ovisual economyo6 is
national and culturaboundaries (1997:1B ) which fits very we

worldly natureWi t h t he term Ai mage worl do Pool e
social and discursive relations that connect those who make and produce images with
those who consume the(®997: 8). Applying the idea of a visual economy to my
project implies an understanding of the specificity of postcards; how Westerners

imagined the Pacific through them, and the role that Pacific people played in the

creation of those images. Thereforegth ma i n guestion i s not
postcards meano, rat her we should ask fh
soci al processes of accumul ati on, posse

1997: 10). Despite the fact that among the visual nageanalysed by Poole
postcards are not includé8iher analytical method is useful for my project because

the three levels of visual economy she developsrganization of production,
circulation, and shifting in meaning and value (19971i® i are cental to the
understanding of t he working of a postc
implies that postcards, like persons, have their own agencydarsbmething,
because they are not just representatio
capaci es t o cause social ef f ect therecipientshe wo |

of the effects of action. Although the notion of agency had been raised by Mitchell

10 She looks at 18century imags, 18-century engravings, cartefvisite, anthropometric
photography, paintings and photaghy from the 1910s and 1920s.
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(1996), and also addressed by Layton (1981%ell, building on previous
publications (e.g 1992, 1993, 1996), posited that art is not about meaning,
symbolism, aesthetic, or putting objects into social contexts; it is about the workings
of social relations, which are made manifest through action. Because agency can
proliferate through multiplagentive relationship€,objects such as postcards can be
regarded as material extensions of the agency of those who create or use them.

With the intention of emphasising the search for elements that will confer

identity to the indigenous people reprasemd i n t he postcardsdé | mag
term Oagencybd al so t o refer to t heir acti
encounters with Kerry, as wel |l as to the pr
thesis acquires the significance of transforming thgeaified postcard people,
designated AAboriginal Chiefo or AAboriginal
real names, histories and lives. Yet names are often more than identity markers; they

can be inextricably linked with kinship and with a coommut y 6 s hi st ory, and
to convey past events into the present and even the future (Brown and Peers 2006:

111). Historical images are therefore particularly important for people who hold

those names t@ay (Brown and Peers 2006: 115).

The materiality of images

From the delicate singularity of the jewlide daguerreotype to the magsoduction

of the light and coloured pictured postcard, personal engagements with the image

changed over time. The American writer Oliver Wendell Holmes articulated around

1864, how the invention of the stereoscope prompted a tactile engagement with, and

a physical movement into, the image, leading to the unification of the subject with

the object (cited in Trachtenberg 1980: 75). Through their portability and faculty of

being owned,the first photographic prints such as stereographs, edeteisite or

cabinet cards revolutionised peobThieds way of
“Arthur Maurice Hocart, fthe neglected mastero (see
notion in his 1936 publishelings and Councillorsto ask why human beingo things (Hocart

1970[1936)).

“Artists create 6indexesd, e.g., postcards that can
patrons. See Strathern6s notion of Opersonified obj e
BThisisasim| ar concept to Strathernés notion of Melanesi
of o6fractal personhooddé6 which conceive of objects as

personhood (Strathern 1988; Wagner 1991).
14 Stereographs were aipaof photographs mounted on cards that could be looked at through a
stereoscope, a cabirgtyle viewer. The pictures were taken from different viewpoints corresponding
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Is an important aspect of understanding the meaning of postcards, especially in a
colonial context. Michael Taussig (1993: 25) contends that modernity is
characterised by a tactile mode of experience, linked with the impulse towards
mimetically embracing the other through visual reproduction. The invention of
photography recharged the mimeticpmtse, and the camera provided a way for
colonists to reach out, to touch the object of their regard. When postddelshose

by Kerry & Co.1 arrived on the market, they rapidly multiplied the number of
circulating images and thus contributed to tlwdowial fascination of looking at,
sending and co'flecting the 6otherd.

The Omateri al turné in anthropology &
and complexity of social meaning in relation to objects and their sociability.
Similarly, some theoreticglositions that have emerged from history, philosophy and
critical theory have concentrated on the mundane social existence of objects (Miller
1998) and have argued that discussions of artefacts should be separated from
Saussurian linguistic models appliéd structuralist approaches in anthropology
(Saussure 1959; Lé@dtrauss 1963, 1966). A material culture analysis, starting out
from an ant hropological position of dir e
hidden meanings that can be considered adgesi between mental and physical
worlds (Miller 1987: 9699). Recent developments in visual anthropology also point
in this direction (Banks and Morphy 1987). Rhotographs, Objects, Histories
(2004,), Edwards and Hart suggest shifting the methodolodizals in the analysis
of images away from content exclusively in favour of a deeper consideration of the
material and presentational forms and the uses to which photographs are put. The
forms are indeed central to the function of a photograph as a saahént object.

AThe materi al characteristics have a pro

to the spacing of the eyes, and the stereoscope was constructed so that each sgesoohe

photograph, giving the impression of a thoimensional image. Cartelevisite are small paper

printsi usually collodion or albumen prinis measuring 6.4 cm x 10.2 cm mounted on a thicker
paper card with the phreetThgidea ¢f preducing phatographs for saleon t h
was developed in Paris by André Adolphe Eugéne Disdéri in 1854. He patented a method of taking

eight or more separate negatives on a single plate through the use of a special camera with several
lenses and anoving plateholder. By the early 1870s, cargsvisite were supplanted by cabinet

cards, in answer to the demand for publicity photographs by actors and actresses. Thd4iinisx

10.21 were mounted on cardboard backs measuring 11.4 cm x 16.Benhdll 1981: 4950, 57,

72).

“The term 6otherd is used here in th@besssandse that
Otherswher e he defines O6othersd as human beings Awl
alien observers asimsme pr of ound way probl ematicd (Stocking
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different material forms both signal and determine different expectations and use
patterns. 0 ( Edwga @ 8)sThisain particHlarly true & Qolsdrd

research, for there is a multiplicity of di
accordingly generate different understandings. | am thinking, for example, of
viewing a postcardodos image that, on one occa
postcardds sur face, then maybe as an al bumen
digital image on the computer screen, while we are looking at the original glass plate

or at the lantern slide in an archive. At the same time a postcard may appear in a

private decorated album or be substituted by a miniaturisation in a sample book that

has a public function (see Kerryobés sample b
forms of materiality are dictated by the social uses of a specific image, in this case of
appstcardds picture, and serve to shed I|ight
which the image is entangled but also active, performing its work (Banks 2001: 51).

Edwards and Hart (209415) have argued that without divorcing the materiality of

animage from the image itself it is useful to adopt an approach that acknowledges

the centrality of materiality because it i a
socially salient objects, as active and reciprocal rather than simply implications of

authorty, control and passive consumption on the one hand, or of aesthetic

di scourses and the supremacy of individual v

Social biography: trajectories and world lines

|l f we consider that a o6t hinkinggmpasdser i all yo
also processes of intention, creation, dissemination, consumption, discarding or
recycling (Attfield 2000: 3), it becomes evi
related to its social biography. Indeed, according to this concept formuigted

Kopytoff (1986), an object, in order to be understood, must be seen as belonging to

the processes listed above. It is impossible to understand its function or meaning by

analysing a single point in its existence, as it is constantly enmeshed in social

relations that, in turn, make it active in these processes (Appadurai 1986; Miller

1987, 1998; Gosden and Marshall 1999). This methodological approach leads to the
exploration of an objectés trajectories that
relaed to its status changes, as for example the oscillation of a picture postcard

between public and private spheres. A possible scenario could be that a postcard in a
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shop (public) is bought by a person who writes on it (private), is sent to his/her
relative or friend through the mail (public), is pasted by the receiver in an album
(private), put in the attic by a descendant (very private), rediscovered and brought to

a flea market (public), purchased by a collector (private), sold to a museum (public),
catdogued and maybe exhibited (very public). What Appadui&iB8@ 15) calls

Aregi mes of valued entails exploring the:
di fferent cultur al and historical mi | i et
hope to detet meaningful phases of their existence in which they interacted with
different people, creating invisible bridges through their exchange and becoming
caught up in the politics of value (cf. Kopytoff 1986: 69). | will explore this
especially in Chapter Sem, where, in order to better differentiate between a
postcarddébs geographical moving from one
spatialt e mpor al travelling during its soci a
Atrajectoryo (l1986eppandfMiiwmbowskildneoo (1
oworld Iineb is defined in physics as t}
space, with the addition of the time dimension. | find it therefore particularly useful

to highlight the temporal aspedt problematic to identify with precision in
microhistory (Peltonen 2001: 34350) i in the displacement of a postcard.
Additionally, the conjunction of spatial immediacy and temporal anteriority
characterising photograpiyBar t hes 6 d e s c-thenpdcoming hegt he t
nowo ( 19i7iF evendmbie strongly emphasised through a postcard as
multilayered object. In my use of these two termini | will consider the trajectory as a

pattern of movement correspondingtoasegmt i n a postcardbdés wo

Outline of the dissertation

This thesis is divided in three parts comprising two chapters each. The first part is a
historical analysis of Charles Kerrybds b
& Co. The second and the third parts are devoted to thelst o f Kerry &
postcards of Aboriginal people aBédmoan people respectively.

In Chapter Two Isituate Kerry and his photographic legacy in a socio
historical framework by using as main sources various articles and advertisements

that appeared in themagazines Australian Photographic Journaland the
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Australasian PhotdReviewbetween the 1880s and the 1950s. These publications
report in a detailed way all the news about photographers and technical innovations
in photography, thus providing the contéxtwhich Kerry lived and worked, and in
which his photographic eye was informed.

In Chapter Three | present where and how Charles Kerry implemented his
most productive ideas and stunning innovations that led to the creation of postcards
depicting indigenos people of the Pacific. Unlike most of his contemporaries, Kerry
succeeded in establ i Smiwhich almostéall @aduction y of cur
steps, from the creation to the finishing of a product, could take place. This chapter
discussestheproses es of Kerry & Co. 6s postcards, and
the studiods postcard sampl discussedikRartssi t uat es
Il and IlI.

Chapter Four examines an event based on an Aborigma ceremony
photographed by Kerry irQuambone, N.W, in 1898, using microhistorical
methods. By reassessing the photographic material of the Quambone event through
the study of contemporary sources which, to date, have only been partially
considered, or even neglected, | aim to draw infeeerabout more general processes
and interpretations related to the nature of colonial photograptizieters.

Il n Chapter Five | first di scuss Kerry &
the motifs, the processes o frdcaptians. Boer i esd co
obtain insight into these three aspects, | have undertaken a comparative study of
various material and presentational for ms of
second part of the chapter | trace the sacitbural frames in which thearious
photographic encounters presented on the postcards took place, and the nameless
postcar d p e opheamié o excavaberthmmdigénous identities and the
agencies resulting from such encouonters by &
coined by Mary Louise Pratt (1991, 1992), and later borrowed by James Clifford for
his critique of museum practice (1997).

In Chapter Six analyse the imagery of @ASeries N
the notion of stereotypes formulated by Homi Bhabha fBhal994) who maintains
that the stereotype is @henomenon in which both coloniser and coledis
participated. This helps to consider photographic sessions at the turn of the century

as real encounters, and not simply as episodes of domination by ome @fro
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anot her . I wi || di scuss how in HkKmaryos
becomes a cultural marker for Samoa, and how the whole series can be considered as
born as a metaphor because their motifs were not created by Kerry himself but
recyclal from the wider Pacific visual economy.

In Chapter Seveh f i rst discuss aspects of the
and materiality that shed 1| ight on Kerr)
manufacture and product i onaost distinguishingl |l oo
characteristic: the ability to move through time and space and weave a network of
relationships across continents. The analysis of their physical displacement, caused
by diverse interests or needs in the visual economy, allows us ttfyiddre
meanings and the values attached to postcards in the course of their social existence.

In the conclusion | revisit the central questions related to the identity of
Kerryds subjects, t heir contribution in
historical postcards as subjects of anthropological research. | argue that in order to
excavate the dynamic relationships between societies that postcards engender at
various levels, it is necessary to focus on them as material and socially salient

objects.
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PART |

A FACTORY OF CURIOSITIES

The first postcards to come into use in Australia were issued by the New South
Wales postal authorities in December 1875. They had -prpreed stamp with the
words OPost Carddé at top dcemhe eingtheudioi
address only to be written on this sideo
for the message (Cook 1986: 19). Ori" Movember 1898 the New South Wales
Postal and Telegraph Department issued the first series of pictucanosstwhich
immediately became so popular that within six weeks 117,000 postcards were sold
(Cook 1986: 21). Despitthe factthat the number dropped drastically after Christmas
and New Year, it soon became evident that illustrated cards were goingthe be
answver to a growing tourism market.

The Sydney photographer Charles Henry Kerry was among the first in
Australia to realise the potential of the small, illustrated card (Figure 2.1). His
business, originally based on portraiture and later on tvakel views (see Chapter
One), boomed after he introduced the picture postcard, making him the most
successful Australian photographer of his time. Drawing on a large collection of
photographs taken during the last decades of tHec&8tury, Kerry first lanched
postcards presenting views of the Australian outback and of Sydney streets. Later, he
introduced series displaying Aboriginal people amtigenouspeople of the Pacific,
usually wearing traditional dress and carrying weapons or objects consigeied t
of their culture. In order to understand which role these postGadiscussed in
depth in Parts Il and Ili played in the representation of the cultures depicted, and
which processes characterised their creation, circulation and consumptiesgitpr
in Part | a biographical discussion of Charles Kerry (Chapter Two) followed by the
presentation of the photographic company Kerry & Co. that he founded in 1893
(Chapter Three).
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Figure 2.1 Charles Henry Kerry (18571 1928) (Anon. 1898a: 61)
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Charles Henry Kerry (18571 1928) and his time

As an irfluential personality active in several fields, Charles Kerry attracted the
attention of various authors during the last century. Especially in the early 1980s,
when photographic history started to interest scholars, quite a few studies mentioned
Ker r jotograpms of New South Wales (e.g. Thomas 1989, Willis 1988) and of
the Aboriginal and other indigenous peoples of the Pacific (see Annear 1997, Conrad
2003, Cooper & Harris 1997, Croft 1997, Davies 2004, Mesenhdller 1989,
Nordstrém 1995, and Theye 1989Even if not extensively, some articles and book
chapters also discussed groups of post ce
both aspects of Australian life (Cook 1
Oceania (Peterson 1985 and 2003, Edwards ,198$hen 1993, Stephenson 1997,
Webb 1998). In all these publications the reference to Kerry is generally limited to
single aspects and, with the exceptions of Nordstrom (1995) and Stephenson (1997),
is not framed by a biographical sketch of Kerry. Kexngl his photographic work are
presented as a comparative element in a wider discussion that mostly focuses on the
representation of indigenous people at the turn of tfece@tury. As mentioned in
Chapter One, the only study presenting an analysis ntieglicated to Kerry and
his photographic wdrhlkriesD&erdy®s HWMedéai
(Millar 1981) that offers a short biographical introduction and a wide selection of
Kerryods studio photographs, b upbstcacdo mp | et
production.

To situate Kerry and his photographic legacy in a sb@@torical framework,
| use as main sources various articles and advertisements that appeared in the

magazinesAustralian Photographic Journabnd the Australasian PhotdReview
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beween the 1880s and the 1956sAs leading publications on Australian

photography, these magazines published by supply companies report in a detailed

way all the news about photographers and technical innovations in photography, thus

providing the contextin which Kerry lived and worked, and in which his

photographic eye was informed. Administrative documents related to Kerry & Co.,
information given by staff members in Kerryo
and printed material from his photograpbareer disseminated in public and private

collections all over the world, constitute the other body of sources used for this

biographical sketch.

Early life

Charles Henry Kerry was born o ®pril 1857’ on hi s fat hero6s sheep
Bobundara stationosith of Cooma, a town in the Monaro region of seesistern

New South Wal es. His father Samuel Kerry was
grazier from Derbyshire, England, while his mother was the rative Margaret

Blay (Burke Q. 1952: 142, Burke K983: 577). Growingup in a rural environment
characterised by open spaces must have cons
towards the Australian landscape and its natural phenoiiheglaments that re

emerged later on in his photographic work. An anomwms wr i t er and Kerr
contemporary, emphasised how the nature around Bobundara conttibutege

Kerryds character:

It has often been contended that mountain air has a marked influence on
the character and energies of a man, and develops a vigoratisutiom

and a powerful mind. These indeed are some of the characteristics of Mr.
Kerry, and another influence peculiar to the mountagd man is the
great love with which he clings to the soil of his childhood. It is the air of
liberty and freedom thais dwelling in these higher regions and that
inspires the mountaineer for a lifetime. (Anon. 18%2)

% In Sydney the publishing houses Bray and Lichtner put out nine issues dfustealian

Photographic Journain 1886, while Harringtons put out a journal of the same name from 1892 on.

Baker and Rouse dflelbourne published in 1894 the first issueTbie Australasian PhotBeview

which was the Australian edition of the Britithotographic Review of Reviesf. Newton 1988:

69).

" Various sources (Cato 1977 [1955], Millar 1981 and Stephenson 1997)rely@Quent i n Bur ke o6's
article of 1952, which wrongly gi WewSouth83Nalegs as Charl e:
Registry of Births, Deaths and Marriagésww.bdm.nsw.gov.aucites 1857, which was also used by

Keast Burke for the entry in thaustralian Dictionary of Biograph{1983: 577578).
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Despite his strong attachment to his homeland, Kerry had always been intrigued by
what he could find outside his familiar environment. It seems thdeweloped quite

early an interest in exploring places, what may explain why he decided to become a
surveyor. He imagined himself gaining field practice and working in a drafting
department, learning also the theoretical aspects of surveying (Anon: &8R8His
experience at primary school in Bombala, however, did not really correspond to what

he had imagined as the start of his O6car
old, but already had clear ideas regarding his future. He soon realised tha@lBom

could not offer him the necessary knowhow to become what he wanted. So Kerry
decided to convince his father to send him to a secondary school in Sydney. He
arrived there in the late 1860s. The new environment fascinated him so much that,
instead of cmenting his interests for surveying, it orientated him towards
photography. As a teenager Kerry took hi
Bobundara (Burke Q. 1952: 142), and soon after had the opportunity to accompany a
travelling photographé} on a country tour. Because he enjoyed this photographic
experiencd even if mainly focused on portrait work he decided to drop the idea

of becoming a surveyor and to embark on a photographic career instead (Anon.
1898, 62).

Establishing a photographiccareer

Charles Kerry started his photographic career at a time when Australia was
experiencing a rapid economic growth due to the influx of free settlers during the

gold rushes. In 1875, at the age of seventeen and after having left school, he joined

the portrait studio of Alexander Henry Lamartiniere at 308 George Street, Sydney
(Figure 2.2). This was going to be the first of a series of collaborations that
characterised Kerrybés early career befor
in 1893. Lamaihiére was a portrait photographer of considerable experience from

whom Kerry had the opportunitg learn all technical secrets.

18 Unfortunately, it has not been possible so far to identify the travelling photographer who introduced
Kerry to photography. | would like to remember at this point thatai$ ¥hanks to many travelling
photographers that the new medium could flourish in Australia by quickly expandingaistak

towns (see Ennis 2007).
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Figure 2.2 A. H. Lamartiniere, 320. George Street. Sydney. Photograph of George Darrell, actor &
playwright, portrait 1872i 1873, carte-de-visite, 10.6 cm x 6.4 cm, Mitchell Library (SLNSW), Sydney,
accession number: P1/443 (AS/ML6)

Not only did Lamartiniere unexpectedly force Kerry to take over the task of the
studiobdbs management, after rddesertedthesfier s of c ol
with all the liquid assets, leaving Keriya t t hat ti me unaware of t
financial situationi burdened with debts. Instead of giving up, however, Kerry

decided to stay on and to improve the portrait business (Burke Q. 1932:

Wor king wunder the name of OLamartini re &
Directory 1883: 401), Kerry photographed important events, distinguished visitors,

but also hundreds of wedding groups and babies. Greatly facilitated by the
introduction ofthe dryplate process in the 18885he could develop and process

prints over night at his George Street store and put copies on sale the morning after

(Burke Q. 1952: 142). On the back of his cadewisite Kerry informed his

customers that copies obgraits could be ordered at any time, and that portraits

enlarged to life size, painted in oil or water colours were also available (Figure 2.3).

His total commitment and perseverance turned out to be rewarding; indeed, by 1883,

he had managed to get mftdebt after having even insisted on paying the interest

that had accrued on them (Burke Q. 1952: 142). The new start was emphasised by

the firm being renamed O6Chas. H. Kerry, Phot

19 Using the gelatine drplates, all landscape photographers needed to carry was a camera, a tripod
and abox of plates. Indeed it was no longer necessary to travel with a darkroom and a range of
chemicals and trays, as used to be the case before with the coltodienl glass plates that had to be
developed immediately. According to Newton (1988: 48), tmapiete equipment for wedlate work

coud weigh over twentwo kilos.
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in 1884 (Sand®és ) Durng the following Ye8r8 His bust&S
boomed and he considerably extended his network of customers, becoming one of
the most appreciated ptographers in New South Wales.

FROM THE

‘o TUDIO

\S

- v

Attt
Phutagraphevs.
308 GEORGE STREE]
SYONEY.
JOLIES CAN ALWAYS BE HAD

Gl o any athe Yolkait
darged ah te lye d paintad i
Oil o Water ¢ Aoy

Figure 2.3 Portrait of William M. Maclaidy, Printer & Manager, A. W. Beard. [c.1883] by Lamartiniére &
Kerry. Part of an album of portraits collected by John William Richard Clarke, ca.1866i 1909. Mitchell
Library (SLNSW), Sydney, accession number: PXA 549/3 (AS/ML7)

In order to cope with the increasing amount of work, Kerryid#etin 1886 to go

into partnership with another photographer, C. D. Jones (unknown dates). The new
studio named 6Kerry & Jonesd (Sandds Dir
introduce the dry platé for everyday work (1898 62), and specialised iportraits

of sportsmen, graziers, businessmen and children (Figure 2.4). Another successful
studio in Sydney, and main rival of Kerry & Jones, was Falk Studios set up by Henry
Walter Barnett (18621934) in 1885. Barnett always offered the newest techaique
which helped him to monopolise society
1981: 14, 24 and Newton 1988: 75). Despite that each studio had its regular
customers, there were sitters of one studio who also had their portraits taken by the
rival studb. One of these was Robert Louis Stevenson ((1B3®4) who apparently

visited Kerryébés studio every time he ret|

®Kerry & Jones used the brand 6Thomasé, and t he
appreciated for newspaper illustrations (Anb898§,: 62).
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2.6) (Cato 1977[1955]: 67). Because Kerry was an opied person always

interested in what was happing abroad, we can imagine that during the sessions

with the Scottish novelist he took every opportunity to have a conversation and ask

about
0 st or ythewriteremush certaly have had enough material to entertain Kerry,

and,

the situat.

maybe,

Kerryos i

oni Sitrev@amma.0 SASaanoanu niatma |

dea of i

SSsSui

ng

Samoa (c. 1905) may have originated from tlesmunters (see Chapter Three).

GEORGE STREET,

/f&i/szé ’éﬁ/(’,}

Figure 2.4a

SYDNEY

Back of Figures 2.4a and 2.4b

Figure 2.4b

Figure 2.4 Cartes-de-visite produced by
Kerry & Jones, C. 18861 1892
(AS/NLA3): a) By permission of the
National Library of Australia, accession
number: PIC 24/32 (P 804/3); b) By
Permission of the National Library of
Australia, accession number: PIC 25/J2
(P 804/2)
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Figure 2.5 Robert Louis Stevenson portraited Figure 2.6  Carte-de-visite of Robert Louis
on a cartede-vi sit e by K e r r Stevenson photographed by Falk Studios, ¢.1880.
appointment to His Ex: Mitchell Library (SLNSW), Sydney, accession
(c.1889i1 1890). Mitchell Library (SLNSW), number: MLMSS Ashton family i papers folder 11
Sydney, accession number: MLMSS Ashton (AS/ML9)

family i papers, folder 11 (AS/ML8)

Another famous sitter fokerry & Jones was the Governor of New South
Wales, Lord Carrington, who arrived in Sydney in 1885 and soon accepted Kerry
into his circle. His wife took a photography course with Kerry, and on one occasion
the Governor even accepted the request of sommbers of the Photographic
Society of N.S.W. to hold an exhibition of amateur photography in the lobby of the
Sydney Town Hall. Progressing from booth to booth, Lord Carrington must have
actually commented fAWhat magni foihaveaqnt fr a
learned the technique of enlargement yet, the amateur photographers could only
exhibit comparatively small prints rendered a bit more impobingvide oak and
copper frames.

In 1890 Lord Carrington appointed Kerry as the official Government
photgr apher. The Sanddés Directory records
Phot ographers. By Appointment to His Exc
(Figure 2.7) (Sandds Di-dewisitt and gabiret8cards: 718
held by the Michell Library in Sydney and the National Library of Australia in

Canberr a, show that Kerry & Jones used m
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back to advertise their studio. On some cards, the two men called themselves
OPortrait & | aeds@Gapfdei ghhoe o@r.8B8ph , whi l
Phot ogr apher sThe poriait grade ehat had 7syistained photography

o 7 A8

Figure 2.8 Cabinet card by Kerry & Jones portraying

mont hs ol Bespite8BPBMd 6 s Drecoledt or y
iKerry & Jones phot ographer s.
Excellency Lord Carringtono for
that they were appointed official photographers already in

four albums containing mainly studio portraits (c. 18581

1900). Mitchell Library (SLNSW), Sydney, accession
number: PXA 1025/Box4/Album3/9 (AS/ML11)

studios during the 1840s and 1850s and which
Figure 2.7 Carte-de-visite by Kerry & \was based on the personal and private
Jones ABYy appoint me

Lord Carri nigl8)nfeom@n relationship betwen subject and buyer was
album (c.1863i 1892) possibly compiled

g&g\\/’i\g,Sg?ltén'\gltfh:gée'\s/'gg"r‘]e"ntmagz supplemented in the late 1860s by the view
PXC 831/17d (AS/ML10) trade. Comprising both landscape photography
and views of urban scenes, the view trade became enormously popular through the
stereographft views, and, addressing a wider public, emergaitkly as a very
lucrative business (Newton 1988: 50, Ennis 2007: 17). At a time when pastoral
expansion declined and people went back to the city tofdilee bush became a
romanticised place, both in literature and in the arts. The citizens, who tdive

to struggle for survival anymor e, wer e
they preferred to spend in the countryside as a place for recreation and relaxing. The
consequence was that the photographers also moved outside the city to take pictu

of people picnicking, sleeping or readifigkerry & Jones enhanced their range by

2L Among the prominent exponentbstereo photography in Australia was William Hetzer in Sydney
(Ennis 2007: 17). For detailed information on the medium of stereographiyames (1861, 1859

and 1863).

2 According to Newton, by the 1880s about a third of the Australian population fivéteimain

cities (1988: 68).

% This practice paralleled the one of the Heidelberg School considered the Australian Impressionism.
Inspired by the scenic beauties and the unique light of Australia painters such as Tom Robérts (1856

on

Cecilia Margaret Carrington carrying Af

appo
1890,

1889. This card is part ion6f the Stephen

sudd
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also working in this field of photography, so that they could add the words
0l ands ogpeaphtreatsd in their slogan.
Concerning t heP hfootrongurl aapyheed Jshés, maKsave
considered their portraits and views as a result of the artistic application of
photographyi after customers like Stevenson appreciated their unique portraiture
style. As McCauley has highlighted in her study of -mideteentkcentuy
commercial photography in Paris, it was not simply the perspectives and desires of
the customers who encouraged the reproduction in photography of the conventions
already established in painted portraittftet was also the owners of small
photographicstudios who wished to establish themselves as part of a bourgeois class
(McCauley 1994). Additionally, many contemporary photographers successfully
emphasised the artistic aspect of their profession, and it could be that Kerry and
Jones simply decided tolfow the fashion by using this combination of words. In
any case, the question whether or not photography could be considered as a branch of
art had been the focus of an heated deba
not call y o uprhsoetlofgramp hémd t asd make oOart.
sculptorsé | augh; <call yourself a photog
wrote the Scottish photographer John Thomson advocating more humility among his
colleague photographers (Thoms@99: 36 37)* Comments like this possibly left
photographers such as Kerry indifferent who, without any presumption of being
considered artists in the classical sens
response to the massive democratisation otggraphy® and with the intention of
distinguishing themselves from the ordinary amateur, but also, as Newton argues,

from Athe crass professional concerned o]

1931), Frederick McCubhi (1855 1917) or Arthur Streeton (1867943) went into the landscape and
paintedplein-air in the French impressionist tradition of the 1860s and the 1870s. The people shown

in the landscape by the Heidelberg School artists or photographed by the gidomli wer e 6 new
natives whose skin was white instead of black (Newton 1988: 65, 70).

24 According to Suren Lalvani, nineteententury photographic portraiture contributed, together with
disciplines such as physiognomy and phrenology, to the creation lodtihgeois ideal (Lalvani 1996:

164168) ; it constitutes an example of the develop
82). Indeed, with the craze for carsvisite, these images were frequently produced for public
consumption; collectingrad exchanging them was exploited by the political leaders and the royalty in

order to promote their own popuitgr(Lalvani 1996: 128).

%5 John Thomson (1837921) was Fellow of the Royal Geographic Society. He wrote extensively on
technical aspects of plogiraphy and also instructed explorers in the use of photography (see Reeves
2005[1906]: 5162). Thomson considered photography as a necessary tool for good research and
vehemently rejected its associatim art (Thomson 1899: B87).

6 The introduction ofthe Kodak box brownie camera in 1900 accelerated the democratisation
process, enabling everyone to takertiogin landscapes and portraits.
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Due to the large demand, Kerryaddo ne s 6s business® expanded

that more photographers and darkroom experts had to be employed (Burke Q. 1952:

143) . Il n 1893 the company was renamed O0Kerr

George Sto (Sanddés Directory 1893:

assumed a prominento | e i n

Figure 2.9 Robert Louis Stevenson
photographed by Kerry and Co. in 1893 or
1894. Cabinet card from a collection of
photographs compiled by Rose Scott. Scott
Family photographs, c¢.186411900. Mitchell
Library (SLNSW), Sydney, accession number:
MLMSS 38, PXB189 (AS/ML12)

708), wt

the firmébs management (Figu

previous partnerships, Kerry & Company
was predestined to exist for tweritye
years, during which thousands of
photographs in all formats, caridevisite
and postcards circulated both withand
outside Australid’ Beside observing the
local development of the tourist industiry
favoured by increasing leisure time and
money on the part of the city dwellefs
Kerry kept an eye on the overseas
developments in photography by
subscribing to vaous photographic
publications (Anon. 1898 62 and Millar
1981: 910). One of the most influential
articles was a paper on magnesium
flashlight read by Dr. Vogel to the Berlin
Society in 1887. Combining the theoretical
knowledge presented by Vogel witheth

experiences of his colleague Henry King (188%23)?° Kerry had begun using this

new technique already in 1888. The first important project was carried out in 1890 by

candlelight and magnesium flashes when the New South Wales Governor

commissioned him tphotograph the Jenolan and Yarrangobilly C&Vésis efforts

paid off a few

year s | prodaeced undereprohibttive e

cavesboO

7 Several bromide enlargements depicting scenes from New South Wales were actually exhibited at

the 1893 Cltago Irternational Exhibition.

2 Henry King, who set up his own business in 1880 with William Slade, produced the same basic fare

as Kerry, al though
Ker ryods ialised @Newbon $38: 83).

he took on only few commissions t

% Some of the original glass plate negatives are now at the Macleay Museum of the University of

Sydney.
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circumstance® i were used to promote tourism in New South Wales, and became
the first, appreciated, subjects foeK ry & Co. 6s newardparoduct
picture postcard (Figure 2.10).

Nellie’s Grotto. Right Imperial. Jenolan. N.S.W.

Serie 78. Kerry, Copyright, Sydney

Figure2.10 MNel | i eds Grott o. Ri ght I mperial. Jenol an. N. S
permission of the National Library of Australia, accession number: LOC: J2 (AS/NLA4)

Kerryds projects were followed with ¢
|l ocal press soon started to comment on hi

the public with a fetching series of the best of the New South Wales Art gallery
pictures. They are most effectively coloured, in addition to being excellent
phot ographso apThhe hotegitaphic iReviéwd & 4Reviepsnon.

1894, 10). A series of assignments followed in 1895. The company documented the
National Park for the Newdaith Wales Government, photographed the big aquatic
fete in Sydney Harbour (see Burke Q. 1952 and Cato 1977[1955]), and offered, free
of cost, portraits of all the seven hundred soldiers who decided to join the British
Expeditionary Force in Sudan as vdleers. Their departure was characterised by a

strong feeling of nationhood, and thous:

%01t was difficult to move from one cave to the other, and to reach a specific place Kerry often had to
crawl on all fours with all his techcal equipment. Additionally, after every shot taken with
magnesium flashlight, it was necessary to wait a few hours until the air was clean again for the next
shot. In caves the black cloud of dust generated by the burnt magnesium sank to the ground
consicerably slower than outdoors.
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farewell on & March at Sydney Harbour (Newton 1988: 61). In the same year Kerry
was also commissioned to travel through NewtBdales to document the life of
Australiads weal t feallesl squattdriashadm ov nattle farmerst h e

on a large scale that were occupying a tract of pastoral land as tenants of the Crown.

This experience, carried out by train and on haskbin company of his staff,
allowed him not only to collect many photographs of herds of sheep and cattle,
artesian bores or windmills, but also to expand his social network, collecting, as Cato
suggested, many friends and customers (Cato 1977[1955]: I&d#ded, Kerry
photographed every station he visited
(Figure 2.11). Because of the long travels, Kerry developed the negatives on the spot
in order to have O6contactsd toethemeewt t o
from Sydney on his return (Burke Q. 1952: 143).
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Figure 2.11 Homestead, Memagong Station in Southern New South Wales photographed by Kerry &
Co. The station was owned by the Young brothers, who kept 27,000 sheep and 260 cattle (Millar 1981:
102).
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Also in 1895, or possibly a year before, Kerry participated in an expedition to
the interior of New South Wales with a group of senators who, four years before the
Australian Premiersdé6 Conference agreed
beween Sydney and Melbourne, visited the site where later Canberra would arise.
As Ennis mentions, folkloric images played an important role in shaping national
sentiment (Ennis 2007: 66 1) , and Kerryds photographs

capital clearlycontributed to the patriotic enthusiasm that culminated in 1901 in the
Federation (Figures 2.12 and 2.13).

Figure 2.12 Tour of
Senators to Federal
Capital Site, Canberra.
Photographed by Kerry
& Co. in 1894 or 1895.
By permission of the
National Library of
Australia, accession
number: LOC 75/J2
(AS/NL5)

Flgur9213nFederaI Capital Site. N. S. Waleso, Car
By permission of the National Library of Australia, accession number: PIC Album 64 (AS/NLAG)

Reporting what Burke formulated in 1952, several authors mention that
during his numerous travels in 1895 Kerry also secured a set ofiportf
Aboriginal people and corroboree scenes from both inland and coastal districts in
New South Wales. These images must have been of outstanding quality because they
were exhibited at the British Empire Indian and Colonial Exhibition, attracting great
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attention from continental ethnologists (Burke Q. 1952: 143). While the opportunity
to take these photographs may have certainly existed, there is still some confusion as
to where and when this body of images was taken. Indeed, ekmoslin set
depictinga corroboreewas taken by Kerry in 1898 in Quambone near Coonamble
and registered under copyright off ®ctober. The official album containing the
same images is now held by the National Library of Australia and is also,
erroneously, attributed to the yeh895 (PIC Album 394 *)see details in Chapter
Four).

Despite that Kerry was running a successful studio, he not only focused on
his personal business. He considered it important to establish an organized group of
professionals, stock dealers and processkers in order to exchange technical
knowhow and organise exhibitions. There was already the N.S.W. Photographic
Society but for Kerry its rules fAwere not el
photographic workers who desired an opportunity xopee r i me n't toget hero (
1897: 153). With this in mind, between 1896 and 1897, he made an attempt to
establish the O0Photographic Union of New S
meeting was held on #May 1896 at the Exchange Hotel in Sydney (Anon.6189
10), and a document containing goals and conditions was subsequently prepared by
the Honorary Secretaries Charles Kerry and J. R. Yorke (Anon.,; 1898, 145
146). In September Kerry published a circular in #hestralian Photographic

Journalgiving further desils about the new association:

The Union is founded on a broad and cosmopolitan basis, with the object
of cementing together, in one powerful organization, all the best and
cleverest workers in the various branches of the New South Wales
Photogaphic world. It has been formed for the purpose of advancing and
elevating all matters in connection with photography; and with this end in
view, monthly meetings will be held, and lectures and practical
demonstrations will be given in the methods of wiorkarious branches

of the Art. A grand Intercolonial Photographic Exhibition will be held in
Sydney, at an early datend thereafter at regular intervals. Comfortable
Rooms, suitable for both ladies and gentlemen, have been secured at Nos.
10 and 12 HunteStreet, and developing and enlarging rooms fitted up
for the use of members. A Library, containing all the standard works on
Photography, has been secured, and arrangements have been made for a
regular supply of the principal Photographic periodicalghef world.

(Kerry 1896: 217)
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With Henry King representing the professional photographers, James C. Cruden and
George Bef'f or t he employees of photographic
Roused for the stock deal eflusntial domnetteen e w as
members (Anon. 1826169). All was set for a great future and the promises made to
the members were carried out within a few months. In December, five months after
the Unionb6s establishment andymdigeedasever y
secretary. His announcement came unexpected, but members of the committee did
not succeed in convincing him to recons
besides business reasons, a marriage engagement had to be kept in a little over a
mont ho ( Ag@9%). While§8Barations for the marriage may certainly have
cost a considerable amount of time, it is difficult to believe that this was the main
reason for Kerryds resignation. He was
investing tine for hobbies and other activities, alongside his professional business.
Maybe the cause of his decision was some kind of disappointment related with the
Union. Having achieved almost everything alone, he possibly hoped for more
support from the other merais, and, this not happening, he decided to leave. A sign
of missing willingness is the fact that no successor could be found. With his typical
diplomacy, Kerry announced that the majority of the members had businesses of
their own to run and that none hads uf f i ci ent | ei sureo to ta
of the society (Kerry 1897: 153). Without a manager, the Union collapsed after a few
months, and the project of amalgamating the Photographic Union with the
Phot ographic Soci ety ioroopenrte altpbotographii st r o n
wor k er s 0 beaealisdd gkerry 4897: 153).
On 20" January 1897, Kerry married Delphine Hilda Viviathe daughter of
a former Sydney town clerkat St Mar kés Chur ch, Dar |l i n
577). Four years lateghe couple had a child named Geoffrey Marni Eudra K. (1901
1974), who becameoné o Australiads first aviators.
1898 was another special year for Kerry. At the opening of his new- three
floor photographic studio in 310 George Street on Februaly (88e details in
Chapter Three), Kerry wabke bestknown figure in New South Wales. Hundreds of
people from Sydney and visitors from the outback had stopped at his studio to have

their portrait taken. If not he himself, one of his field operators was alwagsrrat

®Both Bell and Cruden were already working for
photographer and the latter as senior operatdrsabmanager §eeChapter Three).
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important events all across the state, lending the images of Kerry & Co.
omnipresence in the local press. The studio received a special assignment when the
then leading illustrated weeklfhe Town and Country Journdecided to publish

fifty wood-cuts of Sydney from the 1850s and to juxtapose them to fitty new
photographs of the same subjects printed in the newtdwadf technique. Kerry &

Co. got the job, and the pictures were taken in 1899 by the operator Willem van der
Velden (Chapter Four), whased a speci al out fit designed
railway inspecting engineer H. J. Quodling. It consisted of a\icheel lorry drawn

by a horse. On the lorry was mounted a stepladder (c. 457 cm) in form of a tower that
ended in a platform bearing adwvy brass plate. Into this plate was fitted a ball and a
rod with a lead weight attached. The camera was mounted on top of the ball, and the
heavy plumbbob construction acted as a stabiliser. In this way, even if the lorry had

to be parked unevenly, tliamera on its base would remain aligned (Burke Q. 1952:
155, Curnow 1954: 469) (Figure 2.14).

LI

Figure 2.14 George Street near the General post Office (Millar 1981: 48)

Whi | e Kerryos busi ness was very succes s

photographic studiostruggled to survive at the end of thé"i@®ntury. Especially
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during the depression of the 1890s, competition had been fierce, and, for many,
price-cutting had been the only way to save their business. Kerry initially insisted on
supplying the best workithout cutting the already low prices. Off January 1894

his company signed, together with Crown Studios, Falk Studios, Henry King and
forty other photographers an agreement to maintain the same prices in the city of
Sydney andts suburbs (Figure 2.15)

Lowest prices® for Burnished Enamelled
3 for 5s. 3 for 6s.
CABINETS 6 for 6s. 6d. 6 for 8s. 6d.
12 for 10s. 12 for 13s. 6d.
3 for 10s. 3 for 12s. 6d.
WHOLE PLATES 6 for 12s. 6d. 6 for 16s.
12 for 17s. 6d. 12 for 22s. 6d.

Figure 2.15 Lowest prices for cabinet cards and whole plates in N.S.W. (Anon. 1894: 148)

AAny photographer i's earnestly reqguest el
without first communicating pwid8).hThet he u
agreement held for four years. Whiealk Studio was able to work at very low prices

due to its success in celebrity portraiture, Kerry had to give up his policy and started
cutting the prices as well. I n so doing,
with his decision and withdredfrom the business. Realising that the situation was

not going to improve in the shemin, and anticipating a further decline in
portraiture, Kerry decided to 1@rientate his business. He began specialising on the

view trade (Anonl1898,: 62), using a sick of outdoor negatives. The views were

sold both as photographic prints to be included in albums, and later as postcards.
Kerry could not have chosen a better moment for this change. The new railway
network favoured mobility and people soon also staibettavel for leisure. Close
contact with Australiads beautiful scene
of this experience by means of view cards. In 1901, the six separate, British self

governing colonies (New South Wales, Queensland, SouthrahastTasmania,

3212d (12 pence) = 1s (1 shilling); 20s (2@lsigs) = £1 (1 pound)21s (21 shillings) = 1 guinea.
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Victoria and Western Australia) were federated into the Commonwealth of Australia,
and the circulation of view cards depicting different Australian locations reinforced
national pride (Figure 2.16).

The new object gained the
interest ofcustomers from all
social classes. As a cheap
means of communication, as a
collector item or as souvenirs,
the postcards introduced a new
form of relationship between
people and images. sAthese
images were about the world,
we could even say that Kerry
hdped to push people to
rethink their relationship with

~ their environment, o
Aboriginal Australians, etc.

_ Through this more democratic
Figure 216 61504. Cascades abo

Australian Parrokeetso, Ker formofvisuajeconomy‘ his
original glass plate of the Tyrrell Collection, Powerhouse

o, ey ey aasoon aomoms ey Posicards catried feproductions
(AS/IMAC2) of o6works of arté
circulated freely in society Kerry helped to usher in new image worlds, and thus
perceptions (Benjamin 1969[1936], 1980[1931Much easier to get and less
sensitive in handling than a gelatin photograph, the postcard became in its Golden
Age (18901915), | would argue, the mostuiched and circulated object after
money. Kerry immediately understood the potential of the little paper card and was
able to make the most of this innovation, soon acquiring the monopoly in New South
Wales (see details in Chapter Four). Yet would Kerry disive accepted the
challenge of the postcard business at such an early stage if there had been no price
crisis? As mentioned above, Kerry had an incredible nose for deals and could
anticipate whether an innovation was predestined to have a future or not.
Additionally, he did not embark on new adventures only for business purposes; he

was genuinely interested in every innovation in photography. It was this curiosity

t hat
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that characterised him, and which at the same time distinguished him from his
colleagues. Buback to the question: we may assume that, even if maybe a little later
and under less pressure, Kerry would in any case have ventured into the postcard
business. The news from Europe left no doubt about the success that the postcard
was going to have ievery corner of the world. So we can say that the price crisis
only accelerated Kerryo6s decision, and t
rise to leadership.

Parallel to the postcard production, Kerry continued to send his
photographers to documeimportant events. The arrival of the American fleet in
Sydney harbour and the Burdshnson boxing match in 1908 were both covered by
Kerry & Co. To gain an aerial view of the arrival of the Great White Fleet, Kerry
mounted on box kites the Cirkut, tiest model of a panorama camera that Charles
Kerry had imported for this purpose. The kite idea did not really work out as
expected, but many panorama pictures (11.7 cm x 50.8 cm) were successfully taken
by the operators Harold Bradley and William van Wefden (Burke Q. 1952: 156).
Equally successful were the photographs of the Blommsof® match that took
place on 26 December at Rushcutters Bay Stadium in Sydney. Kerry & Co.
purchased exclusive rights to document the fight with four cameras angiséde
and a massive panoramic Kodak Cirkut capable of making negatives 1.83 metres
long and 40 centimetres wide (Davies 2004: 98). The panoramic photo of the ring
surrounded by over 20,000 spectators was published on a half page iDaily
Telegraphthe day after the match (Figure 2.17). In order to have all the match
photographs ready for the press and for the display window, Kerry & Co. staff
members had to work all night. To keep up the work spirit Kerry started singing
songs aroundtther en@er md® emlgoc kanidn at si x o6cl
a breakfast at a Hunter Streaffe (Burke Q. 1952: 15857).

Robin Cal e, one o f t he staff me mb e r
i mmacul ately dressedo (Figures 2.at and
employer, who expected utmost from himself and from his staff (Cale in Burke Q.
1952: 157) . Neverthel ess, his staff appr

3 Jack Johnson, the first black world heavyweight champion {19055) had taunted the Canadian
world champion Tommy Burns for two years in the press for a match. The fight lasted fourteen rounds
befae being stopped by the police. The title was awarded to Johnson.
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and credited someone who distinguished himself through personal achievement (Cale

inBurk e Q. 1952: 157). At Kerrybs time, the wa:
di fferent to today. A member of Kerry & Co. ¢
be praised by his employee and did not expect his name to appear on a photograph or

album. In tlis context it is useful to consider that after the turn of the century, when

Kerry was mainly busy managing the company rather than taking photographs, the

majority of the images were shot by his field operators; their names neither appeared

on t heo dwemtdb pmror on any document | isting whi
or printed what. It is therefore more correct to ascribe the authorship of the

unidentified images to Kerry & Co. rathégran to Charles Kerry himself.

Figure 2.17 Pa-
norama of the
Burns - Johnson
match. Detail of
the gelatin silver
print 39 cm x 94.5
cm held by the
Mitchell Library
(SLNSW), Sydney
(Davies 2004: 79)
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i

Figure 2.18 Charles Kerry in his fifties (Burke 1952: Figure 2.19 Kerry posing with a rifle
157) (18964: 295)

Not only photography

In 1913 Kerry left his photographic company. During the years preceding his
departure he had began to train a young relatigeobably William Kerryi to take
over the management of the enterprise
1913 was not gog to change completely. Indeed, already during his photographic
career, Kerry had always been active in many different fields. In the 1880s he joined
the Sydney Lancers and won tweffitse prizes in cavalry sports in five years. In the
1890s he took up & pigeon shooting, won the New South Wales open handicap for
twelve consecutive months in 18%Bl and was a founder of the New South Wales
Gun Club (Figure 2.19). But he was also a keen angler as well as the first person to
promote the Kiandra Snow Shoarugival outside Monaro District (1881); he also

(C
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introduced Sydney visitors to skiing in the Snowy Mountafride personally guided
groups of visitors every winter, and in 1895 he took a series of photos of the region
(Welch 1896 14, 1896: 14) which drewthe attention of the I$.W. Government
Tourist Buread®® Regular ski trips were organised for the general public after that,
and a weather station was established on the summit of Mt. Koscitisxkos t r al i ad s
highest mountain (2.228 m). It was Kerry whaoquaded the government to open up
the Kosciuszko area as a holiday region, and in 1909 he was elected as the first
president of the Alpine Club. ASW.er Kerryo
Government Tourist Bureau, Percy Hunter, paid tribute to hisngs nominating
him as O0the father o f-existing smain akl ¢ompetitiom k i i ng 6 .
0Kerry Coursed was named after him (Austral:i
144). His identification with the highest mountain was so strong that Kkasecthe
pseudonym % wherscompatingas & fisherman and as a member of the
Sydney Gun Club (Anon. 192812).

It was also after having left the photographic company in 1913 that Kerry
managed to travel to the Pacific Islands. During a photographr he visited the
Polynesian Islands Tonga, Samoa, Fiji as well as the Melanesian New Caledonia,
New Guinea and the Solomon Islands. According to the National Library of
Australia website photographs taken during this trip are his own work
(http://catalogue.nla.gov.au/Record/3099000 remains to be found out, however,
where the material is locatéfi.ln 1927 Kerry joined a scientific party of thirty
scientists and professiondlsamong them M| bour ne ( 6Mel 6) War d, a
the Australian Museurii on an expedition to the Bunker and Capricorn Islands in
the Great Barrier Reef. The journalist Elliot Napier, who accompanied the

researchers and reported their experiences and findings mrea gkfifteen articles

34 For a picture of Kerry on a photographic expedition in the Snowy k4insisee Davies 1985: 100

101.

% These images became extremely popular through lasliéemshows organised by thedebgraphic

Union (see Anon. 1897: 5).

% Before theGeographical Names Board of New South Waldspted the Polish spel ng 6 Moun't
Kosciuszkod in 1997, t he name was spel t in i ts A
(http://www.gnb.nsw.gov.gu

This pseudonym appears even in Sandds ®irectory foc
Directory 1909: 1058, 191Q:106, 1911: 1154, 1912: 1214).

BFor a discussion on the photoghaphs seéGhaptenSeverKer ry & Co. 6s


http://catalogue.nla.gov.au/Record/3099009
http://en.wikipedia.org/wiki/Geographical_Names_Board_of_New_South_Wales
http://www.gnb.nsw.gov.au/
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published in theSydney Morning Herald® described Kerry as a man of wide
interests. As an excellent fisherman, poet and collector, Kerry evaded any attempt of

classification, whi ch | eado INadgoibatr&®/d o c o

dondét know whet her Kerry developed an i

first decade of the ZDcentury. What we know from Napier, however, is that Kerry

assiduously collected everything tiént hat

AHow he ever g o{eggs, trabsretc]] somewithost being suspectea

of association with some hor@)i ble cri me
A few months after his return from the Great Barrier Reef, Kerry, at the age

of seventy, sudenly died at his residence Cottesmore on Kurbad in Neutral

Bay, Sydney, leaving his wife Delphine and their son Marni behind (Figure 2.20). It

was 268" May 1928, and, according to the obituary publishedSgney Morning

Herald, Kerry was in good fath and had spent the morning in the city (Anon.

1928: 10, 12). It is interesting to note that, apart from one sentence relating to his

successful photographic career, the obituary does not remember Kerry as one of the

mo st prominent phers. tHavang liefla isscompany in theg eady

1910s, Kerry was rather remembered as an eclectic personality and as a successful

entrepreneur in numerous fields (see also Anon. 1928° The obituary published

in the Australian Photographic Reviewn theother hand, remembered Kerry as the

great photographer of George Street, who, more than for his portrait work, had been

particularly appreciated for his outdoor work. The author of the article mentions the

great physical energy Kerry commanded. Indeed,induihis excursions and

expeditions he used to carry a 121x0 pl at e out f i t t hrough

N

W

c

mo s t people would consider it amplecy suff

291).

®The fifteen articles, all introduced by ““he hea

December 1927 and 2Danuary 1928. There are singly listed in the bibliography under Napier
1927 1928.

“The following |list mentioning the names of the

various circles in which Kerry was active andeesbhed: Messrs. E. S. Marks, M.L.A., Percy Hunter
(manager in the Pacific for the Pacific Cable Board), H. J. Lambie (director) and J. C. Cocks
(assistant, director) of the Government Tourist Bureau; I. D. Coombesppasilent, Metropolitan

Rifle Clubs'Union), Emblem (secretary, New South Wales Gun Club), F. G. Pratten (Alluvial Tin,
Malaya, Ltd.), H. G. Pratten, A. J. Thompson (Kodak Australasia, Ltd.), J. C. Cruden (Cruden
Studios), R. D. Hartwell (F. O. Furner and Co.), W. E. H. Nicolle, G. W. Paolé,W. Graham
(Poole and Steel, Ltd.), I. J. Fielding (J. Fielding and Co., Ltd.), Frank E. Tilley, Joseph Tomlinson,
W. J. McCaghern | (C. H. Smith and McCaghern), Eric F. Griffin (Philip Pring and Docker), William
Tilley, Milton C. Kent, H. S. Hawkins, WH. Watton, H. Baddeley, R. H. Spencer, W. A. Ander, H.

H. Cutter, A. A. McCoy, and F. Y. Wilson (Anoh928;: 12).
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Figure 2.20 Kerry in his late sixties (Anon. 1928.: 291)

When Kerry left the photographic studio in 1913, handing it over to his
nephew, it seemed that the main reason for his withdrawal was his interest in geology
and mineralogy which he had already indulged in for several yeatsed, Kerry
first mined a silvedlead deposit at Yerranderie (N.S.W.), and then floatechtiting
companie§st he 6 Rabaul Tin Dredging Co.iodn and
Siam and the Federated Malay States respectively (Anon. 1924: 11, 1®#&h.13,

Burke Q. 1952: 158). However, given the great passion and energy he devoted to his
photographic establishment, and his ability to conduct numerous tasks
simultaneously, it is difficult to believe that Kerry left his studio only for mining
concers. Already at the beginning of the century, when his photographic studio was
prosperous, he was involved in this kind of activities as the chairman of directors of
the Feldworth Silvemining Company (Anon. 19Q19; see also Anorl905; 9 and

Anon. 1905;: 9). Considering his good nose for business, and great sense for

t

he
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anticipation, it is well possible that he saw a difficult time ahead for the photographic

studi o, and decided to | eave O6before the
faledtoma nt ain Kerry & Co. 6s quality level,
difficult to believe that this was only

uncle would have probably helped and offered his assistance if there had been the
need. It seemsnore probable that the firm, as many other photographic studios
during the war, was predestined not to survive up to the 1920s. But why would the
ship go down? In the 1910s, two developments, one related to postcards, the other to
photography, could possioy have al armed and driven hi
First, Kerry must have felt that the postcard craze could not last for many more years.
Despite that the official end of the postcard fashion is considered to cointitehevi
beginning of World War ,lits decline started already in the early 1910s. As a
manager with the supervision over various sectors of the business, Kerry would have
certainly been one of the first to perceive impending changes. Secondly, photography
was undergoing drastic changegté¥ial photographers like John Kauffman (1864
1942) or Norman C. Deck (1882980) were gaining considerable coverage in the
Australian Photographic Journallheir blackandwhite and sepitoned picture$
emulating contemporary painting and etching gsisoft focus and heavy
manipulation in the darkrooinrepresented a turning away from the classical clichéd
portraits, the sentimental genre and the reportage pictures of thenasdf
photographers (Millar 1981: 30). But it was also a turning away frenolth system
and practices. In 1909 Harold Cazneaux (1878 5 3) |, a Freemanos
employee, refusing to print his own work under the name of his employer, mounted
in the rooms of the Photographic Society of New South Wales an exhibition that has
beendecri bed as fAthe first to establish th
in Millar 1981: 27). These changes were just beyond what Kerry and his operators
coud offer (cf. Lendon 1982: 146).

With the intention of showing the context in which the Ke$rCo. postcards
discussed in the following chapters are embedded, | presented first the man,
photographer and entrepreneur, from whom the idea of these postcards grew. In
Chapter Three | expand the cont extsubal fr
Kerry & Co. whmdeadd¢eloped pnil snatquialiss t ¢ a
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CHAPTER THREE

Kerry & Company (18931 1917)

In this chapter | present where and how Charles Kerry realised his most productive
ideas and stunning innovations that led to the creatibrpostcards depicting
indigenous people of the Pacific. Different from most of his contemporaries, Kerry
succeeded in establishing a o6factory of
steps, from the creation to the finishing of a product, could pd&ce. Outsourcing

became necessary only for the collotype printing of his postcards. This chapter has

t wo main sections: the first presents thi
and production. The secondingénemslcpavigthes Ker
way for the core analyses of the postcards showing indigenous pe@gsie;fthiow

in Parts Il and Ill.

The premises

We do not have much information about Keil
Street but we know that for maggars business was carried out in an establishment

that adjoined the premises of Lloyd and Collins (Anon. 31833. At that time,

studios often occupied the top of a house and consisted of a \wabpdce with a

glass roof. To reach the modest accommiodathe sitters had to go up narrow and

steep spiral stairs (cf. Anon. 18982). Thanks to a curious description (see citation

bel ow) , we know that in 1895 Kerryds pr
already two floors. Indeed, according to an anonysnariter, the trainer of a horse

call ed d&dMamlmbomet N the city because he pe
circusi stated that the animal understood everything that was said and would do

anything he was told. Doubting the validity of this, a jmlist waged the bet that the
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horse could not go wupstairs to Mr. Kerryods ¢
the great astonishment of the public the horse

arrived at the entrance of the studio, ascended the precipitous staircase
leading to the gallky, walked through the reception room, ascended
another flight of steps leading to the studio and marched into position as
directed before a suitable background, and without even the assistance of
a headrest, had an excellent portrait of himself taf@emon. 189%: 115)

Mahomet 6s portrait could not be identified.
Kerry & Co. offered already in the mitl890s a separation between the reception

room and the actual photograph studio. Yet Kerry understood that, given the rapid

expansion of his business, even the-stare premises were not going to guarantee

the necessary standard for many more years. So he commissioned the architect H. C.

Kent to design a completely new photographic studio to be erected at 310 George

Street, &most immediately opposite the old premises. The-ftnor building was

realised by Alex Dean & Sons, and, at the official opening éhRSruary 1898,

Kerry stated that, among other things, this had only been made possible by the

increased artistic féiags and tastes of the community (Anon. 18982). The

Minister for Works, J. H. Young, inaugurated the new building in front of many

representative citizens who paid Kerry numerous compliments. In return, the
photographer took the opportunity to expréss gratitude to his employees, who,

with great ability and loyalty, had contributed to the success of Kerry & Co. (Anon.

1898, 61). Despite the official nature of the inauguration, it seems that no
photograph of the buildtchpgved f@laahed, H&98r itk
as conveying Athe idea of b6elefaundtitiwapnd magni t
into a public institution. We have, on the other hand, interesting details regarding the
interior that Aar r ange [safthe arbandredf@died|tahe | at es
|l arge amount of elegant accaq@8pdcadngon t o t he
to the contemporary press and to the memoir :
member from 1907 to 1912, the ground floor constituted thracatin point for

potential customers promenading on George Street. The large vestibule was

decorated with hundreds of framed pictures covering the walls from floor to ceiling

(Anon. 1898. 61). The display showed portraiture work, 75 cm x 100 cm

enlargemats of Australian landscapes and images of Aboriginal life. A grand

staircase of polished cedar led the visitor to the reception room on the first floor
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(Burke Q. 1952: 144), which, thanks to its dimensions and the fine collection of

photographs, was pour | y known as t(Anen 18%e@l) m Gal | ¢

addition to the images hanging on the walls and ready for sale, the gallery boasted
round tables made of polished cedar and rosewood on which various albums were
di spl ayed. As Ca lokcolouewag giverehy squaridi antamiogt e
gaily coloured tropical fish, and by the varied hues of light from the stained glass

wi ndows and <circul ar alcoves on the stre

second floor there were elegantly furnishedsdieg rooms and the photographic
studio itself with the dark rooms. Because of its dimensions, the studio was
sufficiently large to photograph a group of about fifty peréo(Burke Q. 1952:
144), and the lighting could be regulated by means of opaquar@i(Anon. 1898

61). The third floor was devoted to the technical operations of photography
enlarging, printing, mounting, ett.(Anon. 1898: 62), while the roof was equipped
with water pipes to keep the temperature down on hot days (Anony: 18D8
Because of the abundance of [yi3)galsd had he
the equipment for outdoor printing as well as a fernery that allowed production in
loco of green studio props (Bwe Q. 1952: 144) (Figure 3.1).

d N

Roof Outdoor printing, fernery
3" floor Developing, printing, enlarging, framing
2" floor Studio for fifty people, dressing rooms
1% floor 6Kerry Galleryd, r
Ground floor Entrance, sale and display of landscapes

Figure 3.1 Kerry & Co.6 suilding at 310 George Street, Sydney

1 According to some articles published just after the opening of the premises, the studio was supposed
to have space for even seventy pegglinon. 1898 61; Anon. 1898 3).

Or
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Two photographs of the O6Kerry Galleryd ta
in the Australian Photographic Journa month after the opening: one depicted the
out-door department (Figure 3.2), the other offered a wéthhe booking and portrait
department (Figure 3.3). The two images convey well the spirit of organization and
professionalism that characterised Kerry & Co. In addition to the display of pictures
on the walls, the Gallery offered enough space for cus®toesit down and look at
the various products unhurriedly. In the outdoor department there was also a big

counter on which dozens of albums ready for sale were dispfayed.

Figure 3.2 Outdoor department, 1* floor, Kerry & Co.6 building (Anon. 1898y: 64)

“2 A frequent customer of Kerry & Co. around 1898 was Mr. J. Dunmore Lang, the son of Rev.

Dunmore Lang. He commissioned many albums to Kerry, and, according to Burke, if these could be

located, we would gain fascinatingn si ghts into the companyds marketing
interests and wishes (see Buf@el1952: 156).
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Figure 3.3 Booking and portrait department, 1° floor, Kerry & Co.6 building (Anon. 1898y: 65)

-~ Among the identified subjects there is an
Aboriginal man whose portrait is presented
twice in enlargement: on the left wall in
front of the woman irthe dark skirt and, on
the right, over the photo of a horse (Figure
3.2). According to the information registered
by Kerry in the album Australian
Aboriginals now held by the Mitchell
Library (AS/ML2), the man is Narimboo
from the Workii tribe (Figure 34 Kerry
seems to have particularly liked this portrait

as he had chosen it both for a reproduction

Figure34 n6Nari mbooo, ch In postcard series no. 5 (see Chapter Five)

Queensl ando, phot o n& . . ...
album Australian Aboriginals, Mitchell Library a@nd as element for the pictorial composition

(SLNSW), Sydney, accession number: .. .
PX*D398/135 (AS/ML2) of the oficial letterhead (Figure 3.5).
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Figure 3.5 Letterhead of Kerry & Co., detail of letter (AS/SA1)

The strong miniaturation of the images makes it difficult to identify with precision

the subjects of the smaller photographs. We may presume, though, that the pictures

pinned onto the board on the trestleFigure 3.3 (bottom left) were examples of the

first O6Gruss aus6 edbyKdry & Coo(Figueet3b)ng Car ds) i ss

Figure 3.6 " Bes't Wi shes from Stroudo, AGruss auso
from the original glass plate of the Tyrrell Collection, Powerhouse Museum, Sydney. Historic
Photograph Collection, Macleay Museum, University of Sydney, accession number: 78.426
(AS/MAC2)
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Charles Kerryi present on both Figures 3.2 and 3.3 dressed in white and with a

black waistcoat could certainly be proud ofhierw bui | di ng made of
and irondo as the entry in the assessmen
buildings were still made of wood, in case of fire the damages were often total.
Kerryodos premises was ahead beduardanteed umtd her s .
November 1915 when a fire, which originated in a clothing factory at the back of
Kerry & Co.06s building, reached the phot
1915: 10). Whether this incident contributed to the closure of Ker@og&in 1917 is

difficult to say. The studio was covered by insurance and the damages were certainly

not as severe as those caused by the fire that almost completely destroyed the studio

of the Tasmanian photographer Beattie in Hobart in 1905 (Anon:1288). Good
administration and care for detail helped to maintain the premises in excellent
conditions for almost two decades. The mounting of an awning in front of the
premises combined with the erection of an ornamental open grill at each end was
approvedby the City Building Surveyor on the condition that the foundations of the

grill would reach down through the sidewalk to a solid concrete foundation, and that
drawn steel pipes were Ainserted in the
caseofbeakageo (AS/ SAl1). To keep a high st a
in front of and inside the premises Kerry asked the town hall twice for help. The first

time in 1907 when the adjacent tenements refused to pay for the removal of rubbish,

and Kery & Co. had to meet the costs alone (AS/SA2). The second time in 1912,

when the premises was invaded by rats (AS/SA3). In both cases the Town Clerk
assisted Kerry peremptorily so that the work of the studio could proceed without
serious disruption.

Theexe |l | ent accommodation of Kerrybs st
customers could admire during their visits. Interior organisation also played a
decisive role in the success of the company because it allowed for great efficiency in
the technical readation of the images. An article that appeared inAbstralian
Photographic Journaln 1901 reported that Kerry & Co. could well compete with
the best photographers in Washington and New York, being the only Australian
studio capable of preparing makindgveloping, drying, printing and enlarging 15
exposures in two hours (Anon. 190t.170). The rapidity with which Kerry & Co.

could prepare photographs for the local press, however, was not only a sign of great
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efficiency and professionalism, it also ebituted an important contribution to the

visual culture in the préelevision era.

Organisation and structure

Il n parts, Kerry & Co.0s success can certainl
Kerry created for a professional activity as well to #dteucture he gave the

photographic studio. In 1904 Kerry reached an agreement with the Employees
Associationi a union established under the Industrial Arbitration Act of $901n

which he presented a classification of the various employee groups fithigoseof

wages and holidays, and the prices of the work done by Kerry & Co. (ASOH;:

234i 236, Anon. 1904,: 388 390). With the detailed document Kerry contributed to

the regulaobn, and therefore professionalieon, of the photographic activity. He

stated that, firstly, Afany person ( é) be de
engaged in any photographic work, namely, developing, operating (outdoor or

indoor), retouching, printing, enlarging, finishing, trimming, mounting, spotting,

burnishing, enanikng, sorting, or making up orders, attending to negatives in any

way, working up in black and WM 234, monochr
Secondly, the mployees should be classified as probationers (with a view to legal
apprenticeship), apprenticélegally indentured), junior (after apprenticeship), and

seniors (after apprenticeship and juniorship or at attained seniority). The
apprenticeships for mounting, finishing and spotting, including care of negatives,

should last two years; for retouchinggatives three years; and for operating,

developing, retouching, printing and enlarging five years (Ad804;: 234) Figure

3.7 presents the salaries that Kerry & Co. paid weekly to its employees while Figure

3.8 shows the hour of works of the variouans. Everybody had a 48inute break

during lunchtime and was guaranteed payment for overtime. The hours between 6

and 10 p.m. were paid one and a half the normal rate, while work after 10 p.m. got,

as did Sunday work, double remuneration.

*3 The Industrial Arbitration Act was a court of record consisting of a president (a Supreme Court
judge) and two members representing emptyand employees respectively. The Court had
jurisdiction to hear and determine any industrial dispute or matter referred to it by an industrial union
or the Registrar, prescribe minimum wages and make orders or awards pursuahtadearing or
determnation.
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Finishing &

Reception room

Apprentices 1%2™ year
Juniors 1°2™ year

Senior sé mi

5/10 shillings
15/20 shillings
25 shillings

Apprentices 1572"%/3" year

2/10/20 shillings

RféZZﬁC'eZg Juniors 12" year 30/40 shillings
Seniorso mi 50 shillings
i st/pndjqrd; 4thy=th
Apprentlcesyiarz S 5/10/15/20/25 shillings
General N
photography44 Juniors 1st/2nd/3rd year 30/40/50 Shl"lngS
i A - 60 shillings
Seniorso mi
retﬁLtcl;itilr?g% Minimum 50 shillings
Operator Minimum 70 shillings

Figure 3.7 Wages per week (Anon. 1904,: 234)

Reception room

8.301 6.00:
8.3071 5.00:

1% Octoberi 31* March
1% Aprili 30" September

Retouchers and artists

9.007 5.30:
8.301 5.00:

1% Octoberi 31* March
1% Aprili 30™ September

enlargers, finishing room, dark-
room hands and apprentices

8.301 5.00:

9.00i 5.30: 1 Octoberi 31° March
Operators
9.0071 5.00: 1% Aprili 30" September
Printing room, contact printers, 8.30i 5.30: 1% Octoberi 315 March

1% Aprili 30" September

Figure 3.8 Hours of work (Anon. 1904,: 235)

“4 Operating, printing, enlarging and developing.
5 Working up in b/w, monochrome or colour.
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Every employee hadne halfday off per week and the public holidays. Who worked

on a public holiday had one day off within seven days. After working two years

consecutively

every employee was entit

pay. Additionally to the regulati@regarding the staff, the agreement also presented

the minimal prices that every establishment accepting it should work for (Figure 3.9).

Retouching panels

Bust head: 1s 6di 2s
Y, figure: 1si 1s 6d
Full length: 6di 9d

Cabinets Bust head: 1si 1s 3d
(portraits) ¥ figure: 6di 9d

10 midgets on whole plate*®: 2s per plate
Miniature 4 Work Panels on whole plate: 2s per plate

2, 3, 4, or 8, on Cabinet plate: 1s per plate

Groups 1 studio or outdoor

Whole Plate: 2s 6d
10 cm x 8 cm: 3s 6s
12 cm x 10 cm: 4s

15cm x 12 cm: 6s

Printing and enlarging

Baker & Rousebs quot
catalogue

Working up enlargements

10cm x 8 cm: 4s monochrome, b/w
7s 6d oil or water colour
12 cm x 10 cm: 4s monochrome, b/w
7s 6d oil or water colour
15 cm x 12 cm: 5s monochrome, b/w
10s oil or water colour
17 cm x 23 cm: 10s monochrome, b/w

Figure 3.9 Prices (Anon. 1904,: 235)

Kerryods

transparent presentation of h i

several professional photographiewho, in November 1904, organised a meeting to

oppose the Industrial Agreement met by Kerry & Co. and the Photographic

46 About 16.5 cm x 21.5 cm

S

ed

c

t
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Empl oyees Association. According to the
force a number of large employers into establishing wodms in an adjacent
Stated and represented an Aunreasonabl e

| evel o0, the prices suggested by Kerry b
(Anon. 1904: 420). Despite the harsh criticism, Kerry and the sulbscs of the

agreement maintained the standard announced, showing that it was also possible to

be successful with prices whi¢hfor their timei can be considered fair. If a person

at the turn of the century earned on average 40 shillings, and had &b Ipagt one
shilling for a bust portrait (cf. *“Figure
cost about one fourteenth of a salary (or about 75£ for a salary of 3/800€£).

Kerry & Co. staff members

A great part o f t he cidyndue toytlesindivdduat c e s s
competence and ability of the Kerry & Co. staff members. Indeed, after the
numerous travels undertaken in 18%®rry was increasingly based in Sydney in

order t o concentrate on t he studi oso ma n a
abtandoning photograpHhy, Kerry took only few photographs himsetifter the
establishment of Kerry & Co. So, thousands of images produced by the studio during
the twenty years of K8l3)rwere sakem loymumeroust r at i
operators, whose wonkas put on t he mar ket under t he
3.10shows a list of nineteen Kerry & Co. employees based on information found in

Burke Q. (1952) and Barrie (1992). Of course this list is not complete; considering

the various ategories of emplyment listedn the agreement of 1904, | estimate that

Kerry & Co. employed regularly between twenty and thirty people. Despite the
difficulty of identifying the persons behind most of the Kerry & Co. images, there

are some photographic projects that b@nassociated with specific names, such as

Georg Bell, Harold Bradley, Willeman derVelden or James Charles Cruden.

" This is the expression used by Kerry to advertise the photographs taken of the Sudan volunteers in
1895 (BurkeQ. 1952: 143).

““Group portraits were more expensive, but luckil
photographer George Goodman (c.18290 , who, fifty years earlier, t
ignorance of photography, charged a guinea extra doh eadditional person in a daguerreotype

(Davies 2004: 8).

9 See for example the series of photographs taken in 1898 during an Aboréagiretl ceremony

(Chapter Five).
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Figure 3.10 Professional staff who worked for Kerry & Co. Marked in brown are the years during

which Charles Kerry worked at the photographic studio (*= dates unknown)
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Thesewere the most productive field photographers employed by Kerry, who took
many photographs both in Sydney and in the N.S.W. countryside. Bell, Bradley and
Cruden were already working forrhiwhen Kerry founded his studio, whilean der
Velden joined the company durinige years of the postcard boom.

George Bell (188i7c.1920) was born in Cornwall, England, and became the
first of Kerryds photographerassur¢eyorfggur e 3.
the Victorian Government Engineers (Valdon 1908: 359) and, having developed an
interest in photography, he was allowed to participate in an expedition on board the
Victory to New Guinea in 1887, which was sponsored by the N.S.W. Government
and Burns Philp & Co. (Valdon 1908: 360). On his return Bell started to work for
Kerry where he improved his technical knowledge and became a field operator.
Between 1890 and 1900 Bell produced thousands of images for Kerry & Co., some
of which became realy f a mo u s : 0The Watbe r boaTghte, FGaR on
Daughter 0, OPioneersdé6 and 071%3 B6W63, seg out O
also Barker 2008) (Figure 3.12). In 1900, Bell decided to join the art staff of the
6Sydney Mail 6 antographert ame a press pho

Figure 3.11 George Bell Figure 3.12 iCounting Out o, phot ogr a
(18871 ¢.1920) (Vallon 1908: (Valdon 1908: 368)
358)

0 Talking about the challenges of his new activity, Bell confessed that a pressrphbtsgis

constantly under pressure. There is no excuse if he fails to take a good picture of an event or
ceremony. AThe Public is merciless. I am sorry t
twitches down as quickly tday asitdidintheldfight i ng age. 0 (Valdon 1908:
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Born in England like Bell, Harold Bradlegl875 1953) was the operator who

worked the |l ongest at Kerry & Co. 6s premises
recover from a virulent rheumatic fever that had debilitated him sincevdse

thirteen, Bradley first worked for a couple of years at Falk Studios as a retoucher

(Curnow 1952: 558) a much appreciated function in every photographic studio.

MNational Library of Australia

Figure 3.13 Harold Bradley (18751 1953), photographer unknown. By permission of the National
Library of Australia, accession number: PIC/6426 LOC Box PIC/6426 (AS/NLA7)

The plates used then were sensitive to only abouthire of the spectrum, causing
freckles to come out as black specks, whereas all other face blemishes were greatly
exaggerated. In 1893 Bradley switched to Kerry & Co. where, besides continuing
with retouching, he also studied other photographic techniques under the senior
operator Jaes Charles Cruden. After a few months he had mastered the enlarging
technigue’’ and soon afterwards he was promoted to indoor studio operating and
subsequently to outdoor photography. When Cruden left in 1899, Bradley became

the senior operator and studiobmanager (Curnow 1952: 558). As a field operator

*1 Enlarging was not easy to learn, and articles explaining the technique and giving tipsaoghef

photographers appeared regularly in spesdl journals. See for exampliae contributions

ARepr oduciagigngnnde geantliawre8lo/ 7)Rawrl &id%®e:ct#®®s to Young P
Enl ar gi ngo ({2%,which BothZappealdide Australian Photographic Journal
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he photographed the fire at Anthony Hordern & Sons Ltd. store in 1901, the

embarkation of the troops for the Boer War (188802), and the panoramas of the

American fleet in 1908. A Kerry & Co. leafledav er t i si ng

pictureso

t o call

productionso

of

n

t he

at t he

Avi

Sit from

premises

t he Awonde
[ t he]

and

de moc

see for

( FiBRrua del e3y.disdo) appasnéiiso io 908, s e
Bradley covered the boxing match between Burns and Johnson using apletele

camera (Figure 2.18 Chapter Two) (Curnow 1952: 559). Harold Bradley was ever

present during Kerry & CO s

t wo

successful

draychawt e s , a

continued to work for the studio had Kerry not decided to leave timageanent in

his

nephewos

hands.

Limited

1959,

Figure 3.14
Photographs  of
Amer i can

Advertising
Kerry &

George
Mitchell Library (SLNSW),
Sydney,
number: ML MSS 4465
Box H6049 (AS/ML13)

fiSouvenir
the
Fl eet
by
Co.
T business

Vi
leaflet
Tyrre

records, 19071 1970, with
personal
James R. Tyrrell, 1897i
and his

papers of

father,

Tyrrell, 1917.

accession
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A man to leave the studio at the same time as Bradley was thefielde
operator, Willem van der Velden (1871854), who had worked for Kerry & Co.
since 1906 (Figure 3.15). The Dutchan der Velden learned photography from
Walter Burke in New Zealand where his family had moved to in the late 1880s,
before arriving inAustralia in 1898 (Curnow 1954: 46467). In Sydney, he and his
father set up a photographic studio;
van der Velden spent long hours
exploring the other photographic
studios in the city to see how they
were organised and how they
presented their work. Inegeral, van
der Velden seems to have been
disappointed by the many studios that
boasted Aoutward grandeur
often than not [had] a grubby and even
dirty interioro (Curnow 1
is not surprising that the newly built
premises of Kerry & Coimpressed
van der Velden who, after having
asked Kerry for a job, was given a few

assignments. One of these was the

documentation of Sydney streets

Figure 3.15 Willem van der Velden (18771 1954),
photographer unknown (Curnow 1954: 469)

realised with the camera mounted on a
lorry (discussed in Chapter Three). His street views were not epipduced in the
local journals; the company also issued them as a postcard seri@83inUnder
Bradl ey 6 s angderi \teldem @lso, mastered the art of controlling groups
(Curnow 1954: 469), and in 1907 he joined the firm as a permanent operator.
Bemuse Bradley had to make fr eqdwuaemst l ong tr
colleagues called van der Veldérarried out the outdoor work closer at hand with
the assistance of the young Robin Cale (Curnow 1954: 470).
The other staff members at Kerry & Clisted in Figure 3.10 and those still
missing were certainly no less important than Bell, Bradley and van der Velden. Yet

more research needs to be done on their biographies to ascertain what contribution



CHAPTERTHREE 67

can be attributed to each one of them. Accordm¢gandy Barrie, for example, a
certain W. Billington took several images for Kerry & Co. in 1889, but the specific
photographs have not been identified yet (Barrie 1992: vi). James Charles Cruden,
George Locke, H. R. Maxwell, P. A. Peachdyevor G. Powyg, Richard Read,
Hartwell Roberts, Rozelle and Russell Stevens also producad operators
hundreds of images between 1893 and 1913 (see Barrie 1992, Burke Q. 1952: 143).
A part of this body was sold on the market in the form of postcards. In additiba t
photographs produced by the studiods ope
postcard productioiiBarrie 1992: vi), quality negatives which he purchased from
local photographers. Actually, already in 1903 he advertisethm Australasian
Phobgraphic Review

To Country Photographers and Amateurs. We are purchasers of Original
Negatives, 1/2 and 1/1 size, of country life and incidents, and will quote
prices we are prepared to give on receipt of sample prints of subjects as
above. KERRY & CO., B0 George St., Sydney. (Anon. 1904)

No matter whether they were taken by a studio operator or bought from local
photographers, all the negatives ended up on the third floor of the Kerry & Co.
building where John Coleman worked. The silver printer datkroom manager

Coleman worked at Kerry & Co. even longer than Kerry himself. In fact, he joined

the studio in 1893 and continued his act
Kerryds nephew |l eft the studi aghefasitvo P. W.
yearsit he studio finally c¢closed down in 19:
success of the company, for, under his control, the images were transformed from
6rawbé to O6ready to consumeb6, omteidd t{bee
next section). An important role in the finishing of these products was played by
numerous women, who, next to working in the sales department and taking care of

the customers, were employed in colouring photographs. They included Ms Brown,

Ms Compton, Ms R. Cutter, Ms Dobson, Ms Kingsbury, Ms Morris, Ms N. Noakes,

Ms Walker, Ms Betty Watt, Ms Florence Watt, and Ms P. Wilson (Burke Q. 1952:

143)>* These women hato distinct methods of colouring prints: either from the

front i preferable but mar difficult i or, more easily, from the back. The materials

2 As the women working in photographic establishments were usually young, | assumeskat th
employed by Kerry were also unmarried, hence the aldbtei on 6 Ms. 6 i nstead of 61
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used were, on the one hand, either water or oil cofoamson the other, aniline dyes.

For water colours,red abl e brushes were wused, -while for
hair of medium size, e or two smaller ones, one or two stumpy ditto, and one or

t wo smal | Andnal899:458)(Figeire 3.16) (

Figure 3.16 Painting was a pastime which most young ladies undertook. Some made notable
contributions to the postcard record (Cook 1986: 52)

The staff members mentioned above and others who still need to be identified,
contributed in different ways and with various skills to the creation, production and

di ssemination of t he oforjueecthe pittureapbstcanh d e Char | e

3 For water and oil colour painting the following colours are common: Chinese white, light red,
vermilion, carmine de Garance, madder lake, cadmium yellow, aureobalt, emerald green, sepia,
burnt sienna, raw sienna, lemygellow, ultramarine, terre verte, yellow ochre (Anon. 1899: 158).
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nAAew Words about Post Car ds

The early cards

Already a few years before the establishment of the new photographic studio in
1898, Kerry introduced the spal | ed 6Chri st mas Car do, a
have been well appreciated, becaursstead of religious themes, it featured views of
Australia and its people (Figure 3.17). Especially during the period that preceded the
Federation of the Australian States, these new themes relating to landscape
photography began to intersect with idedsn emerging nationalism, and played an

i mportant role in the construction of an
views were no longer mere representations of a specific place, building or scenic
feature. Hi s postcdamdsc®dnismaged i mgc anmd i ami
Australiano, and fAcame to si M) Foythish Aust r
reason | think that they strongly contributed to the growth of national pride and

reinforced the patriotic spirit.

Figure 3.17 A" X Mas Greetingso, Kerry & Co.6s Christmas
glass plate negative. Historic Photograph Collection, Macleay Museum, University of
Sydney, accession number: Box 189 No. 30 (AS/MAC3)

“This title appears on a Kerry & Cseefgged2®afl et a
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lllustrated withnorr e | i gi ous s ub$aardstceuld bekused thrpugl®ut Co . 6
the year as fAGruss auso cards (Greetings ca
Substitute the motto fiXmas Greetingso.

We have seen some very fine specimens in this class of photographic
work produced at the studios of B&s. Kerry and Co., George Street,
Sydney. Considerable artistic skill has been displayed in the arranging of
characteristic views of Australian scenery on cards, and surrounding the
views with springs of native flowers and ferns, reducing these again by
photographic means to suitable size with artistically designed mottos, the
whole being suitably coloured in natural tints by hands. One set of
twelve, illustrative of life on the Western Australian gdilelds have

been specially prepared for the miningmeers in that distant colony.
(Anon.1895; 115)

Figure 3.18 shows an example of an early Kerry & Co. card comprising a photograph

of a view framed by a floral composition and a motto. The flowers surrounding the

oval image are real and not painted a§igure 3.17. These compositions were not

only used for Christmas cards. When at the turn of the century, Kerry decided to
venture into the postcard business, he rec)
Inserting other views into the old frames and adaptiegformat of the cards to the

standard size of 14 cm x 9 cm introduced in Great Britain in November 1899 (Figure

3.19), he created a new product.

Figure 3.18 AWi shing You a

Gosford. o, card by Kerry ‘roduced
from the original glass plate of the Tyrrell Collection,
Powerhouse Museum, Sydney. Historic Photograph
Collection, Macleay Museum, University of Sydney,
accession number: 78.317 (AS/MAC2) >
Aborlgmul Princess Om Cantly™ d
Figure3.19 i Abor i gi nal Prlncesf ﬁomoc&au\yo»w.o\z ig 1 d |
The Metropolitan Museum of Art, accession number: m e hame Qs ontia o
PSC 2006.76.659 (AS/PC2) Lz 7 wiha fale g S350 G J
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The postcards

It appears that Kerry & Co. started Oe
| aunching on the market a considerable ni

Messrs. Kerry and Co. are experimenting in quitewa line in their view
trade. A series of 37 good colonial subjects have been reproduced, some
in single and some in thremlor process. These are all mounted on dark
green and brown cards with margins suitable for framing, and will
shortly reach the puib per medium of a welknown city distributing
house. About 50,000 of the pictures have been successfully placed, and
will be retailed at prices to ensure ready sale, and we are informed that
another series will follow shortly. We describe the move as an
Afexperi ment o, since the publishing of
guantities has not to our knowledge before been tried. We regard this
enterprising scheme with every favour, predicting that it will prove a
great success, and with their immense cabecof view negatives to fall
back on, Kerryds should make a succes
1903, 112)
Despite his large collection of photographs, Kerry would never have issued so many
postcards at the same time if he had not been convincedhthgtostcard would
conquer the market. l ndeed, 50,000 o6pic
subjectia consi derable number for an Oexper.i
influenced by the standards of the collotype technique that was used fot a{0€&s
prints, but could guarantee good quality only for the first 1,500 prints per plate
(Schindler 1904: 222). In this regard, the quantity chosen by Kerry can be considered
as a good compromise, and the fact that in the same year he issued another grou
cards proves that his estimations were solid.

All the companybés postcards issued fr
undivided address side. In fact, they were produced duringtbeasb | ed oéundi vi
back periodé, wh i ¢ fhiJarmiaryd160% with the iAttoduttionaof i a o
two distinguished sections on the address side, one for the address, and the other for
t he message (Figure 3b. a2c0k) 6., Tihret rtoelume @ u
countries at different points in timigrefers todayd the side of the postcard that was
then considered to be the front of the object. Before the postcard could be printed
with a picture, the address side was indeed the most important part, and it maintained

this role even long after the introduction of the&ture postcard (Figure 3.21).

% The divided back was iroduced in England in 1902, in Canada in 1903, in France and Austria in
1904, in Germany and Australia in 1905, and in Switzertardtithe United States in 1906.
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Collectors, generally more interested in the pictorial aspects, started to privilege the
image rather than theoftenblankk addr ess si de, caltongnthe gr a

t he address side 6back©o6.

POST CARD sy B\ P POST CARD

THE ADDRESS ONLY TO BE WRITTEN ON THIS SIDE

Figure3.20 Unus ed and used postcar e alk&kdk pefr itolde @wndci wirceed he add
of a postcard featuring the subject of Figure 3.19. The image on the right shows the back of the

postcard presented in Figure 3.19. The Metropolitan Museum of Art, accession number: PSC

2006.76.659 (AS/PC2)

Austral Post Cards

WITH CHRISTMAS GREETING.

STAMP.

The Address only to be
written here.

Here is an illustration of the front of the Cards.

They are supplied in the popular Austral papers, “Sun, P.O.R.”
Glossy or Matte, packet of 1z cards, 8d.; gross box, 7/~ Pearl Bromide or

Gaslight, packet of 12 cards, 1/-; gross box, 10/0.

Figure 3.21 This advertisement published in the Australasian Photo-Review in 1905 shows what is
now considered to be the postcard back. At the beginning of the century it was still referred to as the
postcard front (Anon. 1905;,: 471)
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The Kerry & Co. series referred to in the citation above, and those that
followed up to 1905, did not only have an undivided back; they were also
unnumbered (cf. Figure 3.19). This makes it difficult to determine how many
subjects were pduced, and how many postcards constituted a series. Because the
early Christmas cards were sold in sets of twelve (Ard@95: 115), and the
OAustral & postcar ds & thedstribuiing leodse farpishiBga k e r
Kerry & Co. (see belowi) werealso sold in packets of twelve (Anon. 190571), it
is probable that Kerry & Co. also chose this quantity for their series. As regards the
number of subjects issued before 1905, we know that shortly after the production of
this first body of thirtyseven postcards, another one followed (Anon. 19Q32), so
that by the end of 1904 Kerry & Co. had put on the market at least about seventy

postcard subjects, or about serigs of twelve postcards each.

The postcard sample book

Thanks to a surviving posiod sample book of the Kerry studio titlddle r r y 6 s
Australian Post Cardbeld by the Powerhouse Museum (AS/PHM2) (Figure 3.22), it

is even possible to correct this number. The analysis of the subjects revealed that the
album was compiled around 1905, ahdttthe majority of the fifty numbered series
presented in it belong to the o0divided «L
been recycled from the 08 nad3 noi4,che@ nobackd
9, no.12, no.13 and nol14). The pritis chosen to represent these series show indeed

that they feature a layout typical of the {11@05 period, characterised by the absence

of the seriesd numbering in the printed
first i n Ker r yo0 sne thdt they mwere proeluced alwring 190@ and

1904, and that they were reused with no changes to the front layout during the
6divided back6é period. Il f we now calcul a
early issues contained twelve postcards, weiolataotal of ninetysix subjects. If

1,350 prints were produced for each subjethe average calculation abovethe
overall postcard production of Kerry & C
be not far from 130,000 postcss.
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Figure 3.22 Postcard sample book Ker r y 8s Au st r a MyrralnColl&tos, tPowelaousd s
Museum, Sydney, accession number: PHM 93/312/29 (AS/PHM2)

With such a vast range in supply, it is evident that Kerry & Co. had to create a
compilation to offer its potential ctmmers an overview of the available postcard
series. The Power houseds postcard album must
the signs of wusage at the corners suggest.
album was used by the meommpanyaddyv etrrta wseel |ti me
postcards and to collect ordehdgtp://www.dhub.org/object/1337).2The big sample
book (52 cm height by 27.5 cm width) comprises eight loose pages and a ninth page
glued tothe inside back cover (Figure 3.23). On each page there are three series,
each presented by three elements pasted onto the dark album pages: a title, an
al bumen enl argement of one of the seriesd s
miniatures of the pasards (Figure 3.24). Each of the fifty series consists of twelve
postcards, which, to grant a general overview, were pinned to a board in rows of
three and four to be photographed (Figure 3.25). As mentioned before, the analysis
of several postcards fromhese o6divided backd series show
have been compiled around 1905. To give a sense of its content, and to help
contextualise the series dedicated to the indigenous péoptee focus of my
discussion in Parts Il and Iil | presentinFgur e 3.26 a | i st of the

series accompanied by the subject chosen by Kerry & Co. for the enlargements.



