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ABSTRACT

Developing Memory: Remembrance, Embellishment and Hauntography

Felicity Tsering Chodron Hamer, Ph.D.
Concordia University, 2023

Remembrance entails an imaginative renegotiation of the past witrewéhehanging present.

Often equated with a kind of deception, this imaginative renegotiation does not obstruct pure
uncorrupted memory, but rather, it is through this activity that memory is possible. A valuable
tool of remembrance, photography is prome tsimilar discourse of evidence/deceit. Like

memory, photographs have a connection to the past that is reconsidered with each viewing and
bereavement can render this imaginative component of the photographic experience more
conspicuous. A longing for csstemporal, sustained connections, can prompt some indivitluals
the bereaved in particularto form relationships with photographic portraits of otherwise
inaccessible individuald.avished with special attention, cherished photographic objects capture
more than a fleeting momenthey have the ability tepeak across time. Reintegrating the
likeness of absent individuals into the present, some photographic objects become so enmeshed
in the activity of imaginative remembrance that their ability to pigdie is no longer dependant

on the viewable object. Misplaced @onsciously/unconsciously) avoidgtlese mementoes can
take on what | call aauntographigresencé retaining an affective charge that echoes the very

phantoms they were meant to commemorate.

Using detailed visual and textual analysis, this dissertation examines various forms of
embellishment that integrate the likeness of absent indigdli@ a common temporal frame
with the bereaved. Introducing and developing the concdpwitographythis project follows

thei magi nati onés role in remembrance as it move
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Photographs are evidence,
Evidence of this sort, though, can conceal,

even as it purports to reveal, what it is evidence of.

A photograph can certainly throw you off a scent.

You will get nowhere, for instance,

by taking a magnifying glass to get a closer look:

you will see only patches of light and dark,

an unreadablmesh of grains.

The image yields nothing to that sort of scrutiny,

it simply disappears.

T Annette Kuhn,
Family Secrets: Acts of Memory and Imagination.
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Preamble

Some photogragseem to become so enmeshed in remembiactogty that their ability to
participate is no longer dependant on the viewable object. Misptaiced
(consciously/unconsciously) avoidetiese mementoes can take draantographigresencé
felt but not seein theyecho the very phantoms they were meant to commemorate.

| first noted myhauntographwhile looking for Angie.

I n March 2016, | awoke to news of the fatal c:
morning tearing my place apart lookifgy a particular photo of She and | as teefar too silly
and young to be at my brotheroés New Year 6s Ev.
always send her into hysterics and prompt her storytelling. She repainted thatasgite did

all of our time together.

| had to find this photograph because it felt like the only way | could access these stories, these

memories the only way | could access Her.

This dissertatiors driven by this loss and by the eventual realization that all these memories, all
thisT remembrance activity, has persisteelven in the absence of the physical photograph. And
as my missing photograph (that material object) remains so central tertt@mbering activity

as it is both absent and yet somehow preiséke a ghosi | named it my hauntograph.

Thepageghatfollow include many images that are personal in nature. Some have eidculat

publicly on socialmedia but are nonetheless cocted to personal losses and to my own

bereavement activity. This activity has at times involved others laesitated to ask for

permission to reproduce and discuss screeasshatn so grateful for the support and trust shown

to me by each of thaffected individualss his materialhas presenteaninvaluableentry point

into my investigation, allowing me to explore some preliminary hunchiesgs | intuitively

sense to be occurring within the production of certain commemorative photograjelcis.db

has also helped to alleviate my own feelings of helples§ress me t h-d o @ wh ®n not hir

can be done.

viii



A n g iseddesn and unexpected deatimpelled me to look at bereavement activity in an
intensely personal and direct wdtycontinues to fhect my ideas and questions about loss and
remembrancd cannot howeverwrite a dissertation about Angie. | cannot spend hours writing
of how | lost her, how it felt like losing part of my past, or how that makes it difficuthfoto
understand myself in the present. | cannot write a whole dissertation about losing tyeguiot
thatfelt-like-losing-heragain. What tandoi what Ihave doné is consider why this

photograph connects me to her. And why | have stopped looking for it.



Introduction

This dissertation is driven by losK is the result of multiple lossgthat ofmy dear friengdof a
cherished photogpd of the two of us togetheandby the eventual realization that #lle once
connectedemembrance activity has persistdtugh he photograph has y&tbe located.
Absenti and yet somehow still with me, like a ghodtnamed this myauntographln the
pages that followthe reader iguided towards an understanding of this phenomeintirough
theories of photography amd remembrance thdtelp trace the contours of their existeince
mapping out drajectorytowards anekxplaining the enduring existencerny missing

photographi®mbject(andthose of otheps

In 1980,Roland Barthefirst sharedwhat remainsarguably the most famous unseen
photograph. Inhesecond halbf Camera Lucidahedetailsthe process of searching for his
mother in family photograplisnoting his eventual discewy ofhero e s senced6 i n one t
names th&Vinter GarderphotographThough never shown, this photograpliich provoked
such powerful remembrance activity for Barthes, has enormous presence through his writing.
Putting to paper, his connection to thefograph and the influence it has over him, embellishing
it as he does, Barthes overcorttes need for &iewable,physical object.
June 13, 1978. é This morning, painfully returning to the photographs,
overwhelmed by one in whighamana gentle, discreet little girl beside

Philippe Binger (the Winter Garden of Chenneviéres, 1898). | weep.
Not even the desire to commit suicite.

Once Barthesfond (or was found by) what felt | ike a
Ospirit,é he hid the object from view and wr o
physicallyabsent photographs has in common is their personal significahee status as

sacred objects that have become increasingly influential in their absence. But rather than

obsessively seeking out my lost photograph, or the true identity Wititer Garden

photograph, | have spent the last few years considering what each has left in their wake. And in

so doing, | have found others. Recounted by friends or in literatu@entographs are

photographs that are misplaced @vnsciously/unconsciously) avoidédnd yet still connected

to the remembrance of absent individuals. Taeyimaginatively embellished photographic

! Roland BarthesMiourning Diary(New York: Hill and Wang, 20101,43.Barthe®Winter Garden
photograph is returned to in the final chapter, page 174.



objects thaheed only be invoked | ndeed, their status as O6unvi e
which renders thé onceassociateghow-seenngly-disconnected remembrance activity ever

more apparenBut why do some photographs remain connected to remembrance aactitaity

way? And aside from examining the language with which these misplaesdidedobjects are

discussed just how dos one explore an unviewable phenomenbo®etter understand how

and why hauntographs are remembered as objects, | have been expéaige remembrance

i performed upon or with photographic portraits. In the pages that follow, | examdustians

of hair, of text, storytelling, rephotography, spirit photography, digital compdsatshese
embellishmentshatslow downour receptionof certain photograptsMore than splitsecond

capture, these photographgsed objects have the ability to speak across time and enact a kind of

reunion.

As mementoes, photograpisderscorehe role of the imagination in remembraificand in
bereavement in particular (espebjias this memory work is shown to continue even in the
absence of the physical photogragtudying the visual components of these objects, | have
identified recurrent techniques used to visually reunite individuals who can no longer be together
physicaly. | have also noted a tendency to indigaaetial presencé absent individuals shown

in a separate frame within the larger frame or seamslucent illustrating how they are
remembered, even felt by the bereaved. All these visual techniques imérmpay the deceased

are often spoken of as oO6stild/l being with usé

Thephotographybased objectexplored throughout this dissertatipothanalogueanddigital

in nature)have been selected, in part, for their presumed status as photographic memory work. |
have asked many questions of these photograpkgd objects (photographic portraits, some
embellished with additions of text, hair or funerary flowers, rephotograpiiyaldiomposites,

spirit photography) but none that is terribly concerned with my own experience of them as a
beholder® Nor have | endeavoured to tease out some perceived embeddeditriduanaf the

sitter or of the individual who created the objedttr than perceiving them to be representative
of or provoking the remergence of trauma, | understand these objects as responsesittogrief

2AiThe i mage has been made more slowly, and it takes
i nstead must 0r e a dséoffrieytBatchenkoagbtleNatt PealographyrahdeReneemhirance

(New York: Princeton Architectural Pres9)@6), 25.

3 Excluding of course, my own personally significant photographic objects.



the sensation of being haunted. | have approached each object as a skillfully and willfully
enhanced trace ¢iie nowdeparted individual pictured, in an effort to deepen understanding of
the ways in which photograpthased media become swept up in the activity of remembrance.
The pages that follow examine different strategies deployed toward the enhancement/
embdlishment of thissemanencé that is, the residual charge the dearly departed leave on
things, on those who remember th&kisual and linguistic additions/alterations
embellishments such as storytelling, physical additions, juxtapositions, recoliteximsi

enact transformations upon important photographic objects, and this activity reveals the
imaginative component of remembrance through photograpigy creative and integral role of
the imagination in memosgnaking/sustaining.This process ifaid especially bare where
memory work is shown to persist even in the absence of the photographid expsatedin the

final sections of this dissertation).

In the speelip environment of social media, the bereaved are confronted by the likenesseof tho

who have passddand the commemorative activities of othemsith increased regularity.
Understanding the i maginationds role in remem|
timely endeavourUsing detailed visual and textual analysss dissertation followshe

I maginationds role in remembrance,theresbyi t moves
respondingo an urgent and understudied phenomenon occurring at the intersection of

photographic theory, bereavement and memory stdies.

4 This concept isurtherelaboratesn pages174-180, below

5 The role of the imagination in remembrance activities is elaborated througrsodissertatiofi namely,on

pages21-28, belowEmilyKei ght | ey and Michael Pickering offer the
thehacti ve synthesis of0 rkeenegrbtelre ynThe krdenoiRici lonkgegaiionn gn, g
(London: Palgrave Macmillan, 2012).

6 This dissertation names and &xps a previously unexamined, specific issue within photographic

bereavement practices, while contributing to an already vast body of literature that tends to photography and
bereavement. Some notable titlesludeJay Prosset,ight in the Dark Room: Ritography and.oss
(Minneapolis:University of Minnesota Press, 2005); Audrey LinkmRhptography and Deattiondon:

Reaktion Books, 2014); Stanley B. BurB#gepingBeauty: Memorial photography in Ameri¢8anta Fe:

Twelvetrees, 1990); Burns and BurS¢eeping Beauty IlI: Grief, Bereavement and the Family in Memorial

Photography, American & European traditioBurns Collection Ltd, 2002); Montse Morcate and Rebeca

Pardo, Al Il Il ness,lyedperenchof dewidg agdrshaenfy digital Imagesdigiial

Photography and Everyday Ljfeds. Edgar Gbmez Cruz, Asko Lehmuskal{isbingdon: Routledge, 2016)

94109 Jen Cadwall ader, ASpirit Phot ogogviodempltagguasgen d t he Vi
Studies37, no. AWinter2008): 83 1; Cybel e Bl ood and Joanne Cacci ator e
photography: narrati ve , Deathestadie8 .4 (2014) 22268; €elicityaln@ cont e »

3



Thephotographic objects | have selected share these key defining characténsyiezach

include aphotographic portrait that is embellished, merging two temporal frarfesis on

these particular types of mementoes as | perceive in each an effoibly tvés/erse the

limitations of space and tinieto sustain connection with, and convey an ongoing commitment
to, the dearly departe@he cherisheghotograph that brought me to this inquiry, is missing, and
in a sense, this project follows my trajecttoyards it. Tracing multiple forms of photographic
embellishment, this dissertation culminates in a chapter that examines personally significant,
absent photographic objedtshereby mapping out a previously undefined type of bereavement

through photognahy, that Inamehauntography

Photographs are powerful traces of the departed because they look like the absent individual, and
they feel as though they have touched them. Their symbolic signifiGatiomplex and

malleablél is a primary issue to be explored in these pages. Photsgaap external visual

media that influencé and are influencelyi the many pictures we carry with us as memories in

our mindbs eye. I n beholding a photograph, co
is remembered igniting this entity knowra s a n Téandme@agliagbus to make sense of, to

read, what we seéHauntographs, though unseen, demonstrate a direct linepgettmraphic

portraits and thereby to embellishgldotograpl-based bjecs. Thus,examining the nature of
hauntographwill shed light on remembrance through photography\arel versa.

It is likely impossible to know whether a hauntograghemembered as the absent photographic
object itself as opposed to, say, more straightforward remembrance of the moment depicted in the
no-longerviewable photograph. Do the contours of the photogesatbject remain connected

within this phenomenohecausehauntographs are remembrance activity born of photographs or
because they endeavour to resemble a familiar mode of remembrance dstivig@ier to

evoke the likeness of absent individuals imagined within the medium of photogiapéy 2his

mertal framing of the individual, within the medium, define a space for them vilibispace of

remembrance, in a way that harkens a long history of framing the absent indivitthirakhe

Hamer,Parental Grief and Photographic Remembrance: A Historical Account of Undying(Bogey:

Emerald Publishing, 2020

"This idea of where and how i mages Odbaexpl@edd i s an on
throughouthis dissertationf-or a thorough consideration of this issue,pase see Hans Bel ti ng,
medi um, body: A ne wCrdiglgnquina3d,imo. 2 (@005) conol ogy, 0



viewable object?Why is it problematic to forego this framing withremembrancactivity (in
the way children sometimes daot recognizing the influence of a photograph dleir

remembrance activity)Reliberate or notit is worth exploring what this desigrarry-overdoes

The first chaptewill explore issues oPhotographic Remembranéentroducing some of the
theoryand literaturghat informs this study but also respondiagn important questiomhy
photography™deed, why do | gravitate towards these objects and why do they feel so
important?Photographs are not the only means of depicting likeness but theertain
attributesspecific to/ideasissociated withthe mediunthat can instill in the beholder a sense of
being in the if only partiali presence atheindividuals shownPhotographic portraiture

borrows many of its conventions from painting aaslsuch, paintingill be revisited throughout

the earlier pagesf this studybut| will nonethelessmake a case for ngpecificfocus on the
photographic proess The relationship between photography and haunting will also be explored
in thischaptefi presenting some intersecting theories but also clarifying what this dissertation is

notconcerned with.

The second chaptérSomethindo Remember Them Bylooks atsome of the ways we have
become unacquainted with deatidwith modes of bereavemetitat incorporat@hotographyi
namely postmortem photography. This practioew deemed distasteful by sorpersistghough
it has moved uretground. Thishaptewill identify some of thehistorical and contemporary
conventions employed within these photograginspotentialbenefits of this outmoded practjce
and some of the reason$ds growrnincompatible withcontemporaryvesternrelationships to

death and bereavemaeartuals.

Thethird chapteii Presenting Past offersexamples of attempts at a visual mefiger blurring

i of temporaboundaries between the bereaved and the departed. Looking d@bgeapby,

spirit photographydigital composites and other processes whereby a joint portrait is produced,
this section explores attemptsreunite individuals who can no longer be togettersically.

Moving away fromi the oft considered morbid depictions of final moments with the departed,

8 This history of framing the absent individual, of indicating their absence within the photographic presentation,
is explored in a section entitl&étaming Memorypagesl21-132 below



photographs explored in this chapter do not incorporate the lifeless ather,these joint
portraitssuggest the potential for moments sharehd death of the beloved.

The fourthchapter looks at theaultitudeways the bereave@mbellish Tracef the dearly
departed through additions such as text, hairjn the wayphotographic portraitare displayed
or preservedCase studies discussed in this chapsshinclude some type admbellishmenof

the original photographic portrahat contributes to theeller story the resulting photographic
object will tell of theabsent individuai therebyslowing downreception othe split-second
capture® Bringing discussion of the beloved into the present, these photographic objects blur

temporal separationsach embellishment an expressioiduring devotion to the departed.

In the fifth chapter, | willelaboratehe concept of hauntographio illustrate the phenomenon
wherebyphotographs can exist in meny alone | will consider the chargeeople leaven

things on peoplé theirremanencésee pages3tl4) i as well aobjects that demonstrate a

lineage to other objecisskeuomorphsobjects with a causal relationship to their prototype (see
pagesl81-183). To demonstrate how some photographs can be willingly rememéered
photographs! will also consider dangerous igesi visual media thebecomes internalized

against our will how these can affect our memory of people, of events and the way we perceive
other visual media moving forward (and backwards). This section will consider remembrance
that remains connected pbotographigortraits and yet disconnected from the physical

photograph, offering multiple examples of hauntographs found in literature, shared by friends and

contributed by students.

Hauntographsare felt butseldomseen, described baeldomshown. Though thelywe only in

stories, theyemainphotographic objects. And once you begin listening for thércome

attuned to this phenomenboryou find them everywherén the concluding chapter, | will share
more lost pbtographg considering the implications of hauntography and what they may reveal
about photogr aphy dhkatis, Briowng thexphysieahpaotograph from ¢he
equationwhat can we learn about our engagement with these precious oMecesrecisely,

how does bereavemeshape ourelationships tgphotograph$ even in their absence?

9 This idea that reception of photographs can be slowed down thrddgioias is explored throughout the text.
| first encountered discussion of this in BatcHeorget me nqt25.



Figure 1. Hoffman Family ca. 1953Courtesy of Rachel Hoffman.



Chapter One: Photographic Remembrance

APeople pbmeowiraphs attached. 0O

In November2020,Dr. Laura Wexler graciously acceptadinvitation to speak to my students

about the Photographic Memory Workshop she founded at Shéenoted her surprisemany

had expressed interest in the project, but nodealsked her to speak aboutShe summarized
theprojecand t he fAgui di n g at¥dlesanddn pbotogrdplya s r e selar chPeo
come with photographs attach@®he added if people come with photographs attached,

photographs also havegyee attached'® This descriptioni oneour guestharacterized as

awkwardi perfectly sutmedup something too, havealways felt.

Photographs are not the only means of rendering and capturing the likeness of an individual.

Unlike painting or drawing however, they feel less like an interpretafitime worldand more

like afaithful imprint.! That is, using the terminology of senits photographs are both icons

and indexs of what is depictedtheylook like, andseem also to have been produttedugh

somecontact withwhat is showrt? By virtue of the process that requires light to bounce off the

sitter and back towards the lens, photography offers more than iconic likehessdexical.

An umbilical cord seems to extend from the sitter topihetographnourishing the viewer and

connecting the beholder in eternity to the individuals pictéitédprimary point of comparisqn

and the reason that photography has so often
theworldi s t hi s Oi ndexi cal i edyodpairtitgs, are gedceiveddogposaegsh s
andthe ensuing e n s e t h adnterpgrébleuyinstdaoiepdbrt 6 As John Berger f

101n 1999, Professdraura Wexler founded, and she continues to direct, the Photographic Memory Workshop

at Yale. Ttke abovejuote is derived from her (virtual) visit to COMS:367, Media and Cultural Context

Memory, Mourning, and Witnessing, Department of Communication Studies, Concordia, November 11, 2020.

1 While this study favours and spotlights photogiagortraits | donot perceive paietd portraitsasbeingin

opposition with or lessimpactful asmemento mori thadepicts the dearly departed. Indeed, tracing some of the
progression froni and crossover betweérthe two mediums is an important aspect of this study

121n semiotics, as it was defined by Charles Sanders Peirce in 1867, there are three main types of signs. Each

sign differs in their relationship to the signified: an icon resembles the object, indexes have a physical

connection to the prototype, and asyinibs ef fi cacy i s reliant on establis
Anne DodMethdde & Theories of Art Histofzondon: Laurence King 200529 31.

13 Roland Bartheszamera Lucida: Reflections on Photograptrans. Richard Hoard (London: Vintage

Books, 2000)81 and 1261 2 7 ; Mar garet OIl i n, ATouching Photographs
| dent i fRepreaentation80, niv. 1 (2002): 101.



proclaimed fAPhot ographs do not transl at ¥Indeedom appe
photographs can show tlggcas they wer@ but that is all they can show. All els@ny more

potential for storytelling is attributed to the photograph by a willing (or unwilling) beholder.

So, there is the time of exposure but there a
maki ngdé of ¥Mucplkememary, ghatdgraphs point to more than one moment.

They are the culmination of several moments, intentions and assogiddlchel @ Certeau

describes memory as opportunigtc i ke a bird who | ay sseitiigs eggs |
itself in moments. It Asustains itself by bel
awaiting then{é ]o’ Evolving andadapting within the everhangingpresent, they remain

dynamic and relevanRemembrancé remembering involvesstrategies of retrievand

elaboration that, | believe, mirror our reception of photographic imagésavea fundamental

relationship tanalog photographic processeswell.

The invention of photography is attributed to Led&cques Mand@aguerrein 1839 but
multiple individualshad beenvorking at this pursuit concurrentiynotablyNicéphore Niépce,

Hippolyte Bayargdand HenryFox Talbot!® Daguerreotypes produced a crisp, posititeereby

“John Ber ger , Andthepwag d telingr A possiblée theorypbfotography ed John Berger and

Jean Mohr, (London: Bloomsbury Publishing, 2016), 96. Some other notable contributions to this topic:

William Henry Fox TalbotThePencil ofNature Vol. 1 (Library of Alexandria, 1969)Roger Scruton,

APhot ogr pp ey ea Crcaninguiry,7®mo. 3 (1981): 576 0; Kendal | L. Walton,
pictures: On the nat @riticalinquiry 1p, hooZ (1084): 24877;iGeegory €ariej s m. 0
APhotography, p a i ThetJoumal of&sihdticspardrAd Erpicisioo no., 1§1991): 229;

Geoffrey BatchenBurning with desire: The conception of photograf@ambridge: The MIT Press, 1997).

15 Many scholars have explored both the deliberate and subconscious information the beholdeg t@an bri

photographs. Ifrorget me not: Photography and Remembrain®w York: Princeton Architectural Press,

2006) Geoffrey Batchen looks at viewable additions glatv dowrthe reading of certain photographs amd

Camera lucida(2000) Roland Barthes famously introduces the conceptiottumto address the sensation

that photographs can af f ec tSuspaendet @onversationse We Afterlifetob o0 pi er
Memory in Photographic Albun{Montreal and Kingston: McGiQu e ends Uni versity Press,
Langford explores the possibility of prolonging remembrance activity connected to photographic albums by
reassigning orality and thereby the compilerds inter
emotonsi negative or positivé that can be embedded in or associated with photographs inCliidé:

Baer,Spectral evidence: The photography of traywal. 67(Cambridge, MA: MIT Press, 2002); Elspeth

Brown, and Thy Phu, edBgeeling photographyDuke University Press, 2014aja SilvermanTheMiracle of

Analogy: Or theHistory of PhotographyPalo Alto, CA: Stanford University Press, 2015).

16 Jan Baetens @l. Time and Photographf_euven: Leuven University Press, 2010).

17 Failing to adapt in this waynemory begins to decay. Michds CerteauThePractice ofEverydayLife

(Berkeley: University of California Presk984), 8687.

18 Niépceproduced the first photograph in 1826aming the process Héliographyput he refused to share

details of his invention at the time. He eventually partnered with Daguerre and together they worked towards
improving the process. Shortly afidiépced s thg [Raguerre patented the Dageotypei a piocess built

upon Ni ®pceds work that he nonetheless cdaai dered s
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oneof-akind, as with &olaroidi depiction of what lay before the camedaguerreotype
figures7,10-11, 1416, 2, 75-76, 78, 88). Invented in 183pbut not sufficiently refined or
patenteduntil 1841, calotypes (aka talbotypegjoduced anegative imagé meaning multiple
prints could be procured hese firsnhegative, howeverweredeveloped upon papeand prints
were produced through contact printing witleresensitizecaper® Not only was éfinition lost
in the contact printingprints also took on thexture ofeachtreated paperfurther obscuring the
resulting imagelt took some timéor this obstacle to be surmountéirgt a move tanegatives
ontreated glass platethento plastic film, as well as improvements to the photographic papers
and chemicals but when eventually a negati@ positive process could sifficiently
improved it became the established prefereoghfor its reproducibility and cosgffectiveness.
This remained the caser over a century, supersedeudly recentlyby digital photography.
Though increasingly niche or retrnalogphotographigrocesssremaindeeply connected to
the way weunderstand andiscussevendigitally basedohotographic methodsespecially as
most people living today, myself included, spent the first part of their lives in thegita era
of photography. No matter ho@ligitally fluentdwe may consider ourselves to be, our
childhoods were recorded on analog film. And those of us who studied and worked in
photography more than twenty years ago, acquired skills that are in many ways, oBsblete.

only in practce.

Somethingundamentahas been lost or just misplaced with this increased convenien@n
element of magid\egative filmbased photograpliythat now outdated and yet theoretically
influential method involves an incredibly murky Hbetween stage that is overlooked by the
average consumer. But anyone who has fumbled in the dark to crack open, unravel and wind a
canister for developingemembersFor them, for me, photographd! alwaysinclude this

seemingly endless and sublimely precarious moment. The blind, willful retrieval of latent trace.
And the language used to describe latent image formation and development is, in my opinion,

useful in considering the way we retrieve and recreate (develop) mneliamely, to the

comprehensive account of the invention of photogrableymut Gernsheimi Concise Historpf

Photographythird ed (New York: Dover Publications, inc., 198@&)28; BatchenBurning with Desire1997.
¥6Contact printingo6 i siheltemposedapaper,glasydr plastclilipis a negat i v
sandwiched with lighsensitive papeduring exposurgypically allweighted undea piece of glassThis

processwvas, for many yearsised to produce photographic film contact shigetise darkroon{so

photographers could then select which frames to enldrgejore recenyears, these are more often produced

digitally, using dedicated film scanners or flatbed scanw@sin carriers adapted for this Use
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perceived tension between what is remembered and (some would sigggestwhat is
imagined How could we evedistinguish between the twétw could we ever decipherhich
aspects of memory are the result ofl@xposuré cofinectedd an originary moment or event,
what many woud deem a retrieval @f t rmemdyy and which are connected to some aspect of
theevelopmeri(a kind of elaboratie processhat many would connect to theoft considered

I more creativless reliableimaginatior) when both are deeply codependent?

The main puzzle a theory on the mechanism of latent image formation has to solve is this:
Only quite a few quanta of light have to be absorbed by one of the small crystals or
i gr ai nvwwerdalidefin ais @mulsion to render this grain developable: the necessarily
minute effect of these quanta will cause the whole grain to be reduced to metallic silver
when the emulsion is treated with a solution containing certain reducing agents. The
unexposed grains are not so affected. Our most important questions are: (i) What is the
change produced by the absorption of ligin}.\What is the mechanism of development
and, in particular, how does a developer distinguish between exposed and unexposed
grains?°
| keep coming back to this handa experiencé to the connection | perceive between
processing photographic film and to the processes whereby we renegotiate ng2repended
in the gelatin emulsion, silver halide crystals are pure potential (figure 2). Shesklcrystals
be exposed to light, a latent image forms in this spectral plane and remains there until the
informationi the image captureidis sought (if theskill is there to develop and derive what is
available). Just as the latent image rests on the silver halide crystals, the impressions others make
upon us lurk, unrealized, until such a time that the desire and the tools are present in order to
process tis information. Longing for absent loved ones, the bereaved tend to seek out these
traces’ forming creativesolutions geared towards conserving and communicating the sensation
that something remairt$ Photograph$ asvisualtraces of whahas beeri are,perhaps,
ultimate tracs of absent individualandas suchit follows that theywould become connected to
remembrance practicedle keep them near to keep Them né&aBople come with photographs
attached a phdtogfaphslas o hav e p e*Thi$dessersation ia all amut these

attachments.

W. F. Berg, fALatent I mage Formation iReporBbnot ographi c
Progress in Physs 11, no. 1 (1947), 249.

2Jens Ruchat z, AThe phot o,gCultuaimeracsy stedie®008):136¥378.z at i on an
221 aura WexleyCOMS:367, Media and Cultural Context, November 11, 2020.
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PR R R R ——— 1 I Scratchresistont Coating. Helps to protect

L . . ® the emulsion from damage
. ~‘ & - . b . . : 2. Emulsion. Silver halide crystals and
L ] . L ] . . 9 . L] ‘ sensifivity dyes suspended in gelatin.

3. Adhesive. Insures attachment of the
emulsion to the base.
4. Base. Transparent, flexible cellulose

acelale or polyester.
5. Adhesive. Atiaches the anfihalation
4 backing.
6. Antihalation Backing. Contains absorbing
dyes fo reduce reflections from the back of the
base that would create unwanted exposure on
5 the film, called halation.

Enlarged Cross-Section of Black-and-White Film.

Figure 2. Bruce WarrenPhotography(St. Paul: West Publishing Company, 1993), 15.

Developing Memory

The influence others have on us can la least temporarily amplifiedin their absence. The

feeling that deceased loved ones remain somehow near, is hard to describe and yet so pervasive
that multiple approaches to articulating fluentinue to be detoped.Popular in recent years,

the language associated with affect theory is evocatared helpful in exploring the unviewable
attachments/exchanges that can exist/occur between individoaishot sufficiently precise to
describe the contexts of griing and beholding that | am describfighn important proponent of

this theoretical framework, Brian Massumi offers an especially interesting vocabulary to describe
O6sensati ond a thehodyi oeexthatuhirdasely lecenye dorthé discovery

(elsewhere) of a word that helps articulaig own understanding ahe enduringinfluencethe

dearly departed can have on the beredratanencgto be elaborated shortly). As he explains,
sensation fis al ways doubl %Morelihan straigbtforivaadly! i n g

23 Perhaps only in that it has been taken inn@my directions feels as though it frequently strays too far
from what | am getting aBome leading scholars employing this theoretical framework to intriguing results
are:Brian MassumiParables for the Virtual: Movemer&ffect, Sensation(Durham: Duke University Press,
2002); Teresa Brennafihe Transmission of Affedthaca: Cornell University Press, 2008)lvan S.
Tompkins, i A f AppraatchesTorEmatiorys.Soherer mand EkmaiNéw York and London:
Psychology Pres2014) Sara AhmedThe Cultural Politics of Emotigrsecond edition (Routledg2015).

24 Massumi,Parables for the/irtual, 13.
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doubledi sensationcanbedrer st ood as a kind of resonation
extensi on, 2ZUnderstood thigway lseicdmpares the experience of sensation to that

of an echd only possibleit her e exi sts a fAdistance between s
f r o?fCorsidering the body specificallylassumi suggests that we understtresensory

surfacedo bet h e  damwddhis teso@atioturnedintensity asexperience 6 I n t hi s scen
i [he édmptiness or thetweenness filled by experience is the incorporeal dimension of the body

[ é dBut, as Massunmotes earlier in his text, resonation cannot occur without distance between

the surfaces.

| believethis analogy oféhe ech@is helpful in considering the sensation of loss longing for

an absent othdras a persistent resonation between two [sodibe echo exis8i n t h e
emptiness between them. It fil I?%Evenindeate, mpt i nes :
kind of echo seems to connect some bodies. The further apart, the greater the lspaoeein,

the more complex the patterning, deeper and more delayed the resonance. Longing for an

absent individual, the bereaved are attuned to thisiethis pull or charge a loved one has left

on thingsi to their trace, residuahfluence theirremanence

Taking its rootdrom the Old Frencli r e menenc e, r eilmetaend ntgo firt eomanmn aiy!
remaremanedcée s a scientific term typically used t
retain magnetization, [ é] af tkfirstenchuateredé¢himov al o

termused by Bernard Stieglerinanessagt i t | ed @A Th.edo DHes clreegien sl mahgies

by

t he c | #]henmagennegenerdl oes not exi st, 0 and then proc

betweenand cedependence pb mnt a | i mbaghees 6c aal nkdsb wositmasg €

25 MassumiParables for the/irtual, 14.

26 Massumi,Parables for the/irtual, 14.

2T Massumi,Parables for the/irtual, 14.

28 The concept of remanence is further elaborated in a later section that bears the saiing nRrijlee ma ne n c e
(n.) early 15c. (Chauliac), O6remaining traces of a ¢
remanoir 6to stawmaidweéll))reBgpi @660seenrehe gener al
meaningficontinuance, permanerizis by 1810 (Coleridgelonline Etymology Dictionaryaccessed May 2,

2022.
https://www.etymonline.com/search?q=remanence&utm_campaign=sd&utm_medium=serp&utm_source=ds_s
earchi [ T] he magnetic induction remaini ngalmagneic magnet i z
i nf | uMemianeWebsteraccessed May 2, 202&tps://www.merriarmwebster.com/dictionary/remanence
2BernardSt i egl er |, A T h ie Ecbagrapbieseft Televisiofrdnee InterviewsJacques Derrida

and Bernard Stiegler, trans. Jennifer Bajq@ambridge: Polity Press, 2002), 147.
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If without the mental image, there is not, has never been, and will never be an image
object (the image is only an image insofar as it is seen), reciprocally, without the
objective image, despite what one might think, there is not, has never been and will never
be a mental image: the mental image is always the return ofcojee, itsremanence

both as retinal persistence and as the hallucinatory haunting or coming back [revenance]
of the phantasi an effect of its permanence. Or again: there is neither image nor
imagination without memory, nor any memory that would be originarilyotibj*°

Remanencbest describesthiec har ge a | ov e d andtleereforéhe defindidnt on t
o fhauatingthatinforms this study. Not some nefarious, undesirable, nagging sensatien to

resolved but instead a hopeful sense sbatething remains and the will to develop ifto
identify and enhanceity A ki nd of 6holding oné to absent i
counterhelplessnes&nd perhaps help make sense of loss. Freud famously described the healthy
mournerason#h o sl owly gives up a | ost O6o0object, 6 co
ki | | PBuwlam nhot tbe first to point to the absurdity of this reqéfeshesitate taccept a

pathological labeling of remembrandestead approaching it asvay of showing respect and

love, not just to the deceased, but to one¥elhe bereaved are faced with the difficult task of

making sense of a present that does not include their lovetiaviag lostan aspect of

themselves as well, the bereaved cargilable tracesf the departed over into their new reality.
Renegotiating the past within tchned ptrcee stemams enl v

just as sur-eh$ Be theydéhattded individual t he

Avery Gordon defines hating as the sensation that something can and must be done to address
Adi sturbed feelings that wono6t go away, 0 when
i mpossible,d and most compellingly Awhen the

enirely jammed up 36 Gordord shaunting trioubling, but working towards surmounting what

¥Stiegler, AThe Discrete | mage, 0 148.

31 Failure to work towards the goaf acceptance of this loss, is to dwell in a melancrsthtei according to

Freud, a pathological conditioBigmundF r e u d , OMourni ng3-2z2h2/. Mel ancholia, o
2ATo | et go might e v elhe Chlteral Palitickkof Hmbtigré58.ai n. 06 Ah me d,

33 David Eng andDavid Kazanjiamote thame | anchol i a demonstrates an fiendur
egoA potentially pr oductdescebingnekrcholiaadalcenfontationgvghdoss t h a't
through the adamant refusal of closure, Freud also provides another method of interpreting loss as a creative

p r o ¢ €hsughFiieud initially outlired a worrisome conditiol, e t oo came to the concl u:
i s not possi bl e EngandKazanjtar,osstBlerketey. Univérsitypof @alifornia Press, 2003),

34. A[T]o | ose another i s notharkeverkonsieus.dmpeedesvednmpr e s s i
attachment is not to make an external other internal
self that are both oneself and mor e tTheCnolturalnesel f a s

Pdlitics of Emotion 160.
34 Avery GordonGhostly Matter§Minneapolis:University of Minnesota Press, 2008), 2.
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is off: i € &aunting, unlike trauma by contrast, is distinctive for producing a somettving

done. Indeed, it seemed to me that haunting was precisely the dorhamaif and trouble, that
moment (of however long duration) when things are not in their assigned.pldGes r d on 6 s
musingsresonate with my own understandinghaiunting of the sensehatsomethingmoreis

there that is beingnly partially experiencedbut mightbe cultivatecanddevelopedo as to be
made more fullypresen (e . gnage®i to be discussed shor}lyThus, in the case of
bereavemensensinghe partial presence of the deparigtieir remanence the bereaved will
often seek out photographs upon whiclemtancenhis lingering presenceembellishng available

traces of thdvelovedd S o me-tohedmog @adluce the visuabtmatch what is felt®

In German there are two separatards for memory; Gedachtnis refers to an archive of images

whereas Erinnerung refers to our recollection of imdgegernal images are called upon to

animate or process what is perceived externally. Thus, Hans Belting posits that pictures are

linked, not just to their various media, but also to our bodies through our mental images. The

0l iving mediumd of t he birGadaahtnis throughttee aciggon t he |
rememberindg Erinnerungi and projects the resulting association back torttagination which

in turn censors or alters the imagjé&laborating on this, he proposes a scenario he refers to as the
itriadic constellation, o wher ei AUsing@ahiynatedme di a
skulls as an example of early attesptt o0 cr eate i mages of the dece:
image of the dead, in the place of the missing body, the artificial body of the image (the medium),

and the looking body of the living interacted in creating iconic presence as against bodily

preseec e*®2s he notes, though pictures depend on t
presence in the public realm, o6 by the time Aa

medium, it is a symbolic product of the imagination that has already came @l di st ance. 0

35 Gordon,Ghostly Matters2.
36 potential benefits of these manufactured illusions is considered in the concluding sectionl#24és 2

’Bel ting, @Al mage, medium, body: A new approach to ioc
%Bel ting, Al mage, medium, body, 0 30¢endrTeanteed mamg esn eod
body; the body is the |iving mBahsBeltimgAnAmtoopapobyofvhi ch tt

Images, Picture, Medium and Bgdsans. Thomas Dunlap (Princeton University Press, 2011), 11.
®¥Belting, Al myge,Mo&ed ioum,t hbeo dé t onipayesi2®210; 21Pbelove | | at i on 6
WYBelting, Al mabogedy, me@0Tm
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force the issue, 0 he continues, fione might sa:

the photograph. o

The symbolic entity we call the O0i maged i s bo:
by priorknowledge and intentioelting suggests that justase fil i ve wi th | mages
comprehend the world in images, 0 and thus pr o

that Aconnects with the physical thbeodociabnre:
Animage, Beltingiotes fi s more than a product of percept
personal or col |l ect i%Teh uksn o wlheed god neargce 6i n tgenn ttiead
photograph is reliant upon the contributiontod beholdef?As Bel t i ng notes, @A
alwaysbeeml e pendent on a given mediumo to Afurni sh
presence in the public real mo, t h*%Whenppveovi de t |
seek out photographrepresentations of loved ones, we are looking for places for our memories

i our internal images to land. These special photographs in turn, become spaces to develop and
reinforce internal images. It is therefore unsurprising that the physical objeentiances the

internal image would become inextricably linked to the memory/internal image it supports.

As stated earlierthe mementoes to be explored throughout this dissertation have been selected,

in part,as theyexemplifymemory work that incorporas photographyMany photetheorists

have endeavoured to decode memory of trauma believed to be encrypted into photographs and
consider their impact otine beholderNotably, Ulrich Baer, whaemonstrates a paralleétween

the arresting natusef photography andf traumai each capturing unassimilable

momens/experiencei exploring specific case studies that demonstrate clear intersections of the

two developments, suchdsanMa r t i n @hHotainvestigatdsof6 hy st er i atal 6 wor
Salpétriére Hospital in thiate nineteenth centur§? Or Susan Sontagvholooks at war

photographyi to consider all that these images of hogam communicate to the beholder but

also to what simplgannotbe known to the ostder viewer'® And finally, Marianne Hirschwho

has developed a conceptpafstmemoryo describethe experience of those wHike herself,

41 Belting, An Anthropology of Image48, 145.

42 Belting, An Anthropology of Image$-10.

43 Belting, An Anthropology of Image&0.

44 Belting, An Anthropology of Image48, 19.

45 Baer,SpectralEvidence 2002

%Susan Sontag, f Re g aDiogénel 2008)h1e7139.ai n of ot her s, o
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inherit traumd fragmented memories thiave a connection to people and spaces that can only
be visited instories and in photographsThe photographic obggs that | will be examining do

not capture trauma, they are a responseitdatthe trauma of separation. These photographic
objectsmustbe approached as responses to {jriefthe sensation of beirfgaunted But how

and why do certaiphotographybased mediaome to beswept up imremembrance activities?

And whatstrategies do the bereaved deploy towards the enhantembellishment of this
remanence@ What types of visual additions, alterations antifoguage are used transform

these photographinto important spaces of remembréhce

Whythese and not those?

It is important to sketch out what thgs®otographseem tado andnot dq as this function is

often all that distinguishes them frasther seemingly similar objects. That is, what sets them
apart is their value to the individuals who create or commission them. But how can anyone else
ever really know what the objects and thairious elements are meant to signify or
communicate? In short, how do | derive data from these objects in order to write about them?
What is given is the visual object grmtcasionally an associated or related testimony. In order

to get a richer sensd# the remembrance activity at play, | widllow all observable

embellishmentso the original photographic portraibackto their cultural and historicabrigins

(e.g., additions of text, of other indexical traces or the merger with another phojographng
words, gestures, materials amttherapproacheto embellishing photographeack to their roots

may serve to further inform aerding of their current significance within remembrance practices.
Testi mony, however, can prove more difficult
personally significant photographs is not always expressed. It can be difficult, thereifiofey, to

the effect these objectsat times, bizarre to the outside oha&ii may have on their intended
audience (the individuals who create or commission them). Thaimédeenth century

however, offer a very rich case study in Victorna spirit photographgelaborated in more

depth in a later section entiti&hotograic Reunionpages 8-97).

“Mari anne Hirsch, diPas ¢ RoeticeTednl7, NB.a LCteatieitynand Exie:s
European/American PerspectivegWinter, 1996) 659-686.
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The method$ ifanyiof Wil Il iam H. Mumler and &6éhis associ
purported inventor of spirit photography circa 1864, though | have shown elsewhere that it was

She) were never provéfRegardless, thievo drew a lot of attention and were often criticized

for taking advantage of the bereaved through what many believed to be fairly transparent
techniques. Telling however, is just how little this mattered to the bereaved who commissioned

the jointportrats. In courtrooms, even when faced with compelling evidence pointing to the
constructed nature of their photographs, clients (and those of subsequent spirit photographers)

often insisted thaheirswere real'® Debunking or exposingthemésonst r uc talled 6 di d

their personal worth their established status as space of remembirtbe dearly departed

Most spirit photographs were eventugliypvento have been produced through some sort of
photomanipulation in the studio and/orrdeoomit he under exposed, O0ghost
simply moved into the fr ame tehniguedswewkrewas he 061 i
employed contemporaneously towards the productigho$tsi j ust fod@greahugh s
example of this being what arieasenidsbfastareoscepicer r e d
imagesdepicting comediaghostly encounteri an idea first suggested by Sir David Brewster.

Seefigure 4).As Loui s K avpile spmit pmaogtaehy is clo8ely related to the work of

mourning for those believers who invest in these images as supernatural keepsakes of their dearly
departed, the debunking of spirit photography
popular visual entesinments laugh in the face of death and offer the return of the comically

r e p r e’sHeveeder, inportantly,ite concurrent use of setnanslucence within the context of
bereavement and entertainment photography did not detract from the worth ofrgpagraphs

as personal mementoes. Ome mbt negate the othemdeed, the c@xistence of these similar

but functionally different objects (figures 3

Omeaningdé is reliant owmewindhe behol der and the

48 Felicity T. C.Hamer,iThe Role of Women in Victoriaara Spirit Photography: A New Narrative. MA

thesis, Concordia University2015;Felicity T. C.H a me r len FiiStuart and HannahahcesGreen:The

Original Spirit Ph o t o g r Higtohy effPhotography Journd?2, no.2, (2018: 146-167.

49 Indeed, there weratherincidences, such as the June 1875 trial of European spirit photographer Edouard

Isidore Buguet who revealed his deceptio CI ®ment Ch ®r o0 uixThe Hertebt Medium:Di al ect i
Photography and The Occu#d. Clément Chéroux, et al. (London: Yalaugnsity Press, 2004), 501.
®Borrowing fromGbhosits Kaphtamds Laughs: Spirit Phot oc
Humor,0 Photography Performing Hum@6 (2019) 96-111

’Kapl an, fAGhost 890 ust for Laughs
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i Mr s .

Yours, with respect, Mrs. Isaac Babbito r e s t

iAiThe

Figure 3. Helen F. Stuart,
Woman at Table with Male
Spirit, ¢.1865, spiricartede-
visite. Clements Library,
Ann Arbor, Michigan.

The letterthat followsdoes
not referencehe adjoining
spirit photograph, but it is
provided asan examplef
the way such objects were
received by the individuals
who commissioned them

1 TBis$ isita gertify that I, Mrs. Isaac Babbitt, have a Spirit Photograph of my husband, taken at your
rooms, by Mr. Mumler. It is recognized by all that have seen it, who knew him when upon earth, as a perfect
likeness, and | am myself satigfiethat his spirit was present, although invisible to mortals.

Spirit

Photographs, 0

Avenue,

The

Roxbury

Banner of

Mass. ,
Light

Nov.

19t

( Decembe
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A

Figure 4. London Stereoscap Company,The Ghost in the Stereoscoptereocardga. 1856

As Margaret Olin notes of photography, the mo
i dentificationdé. AThe moment iluminatiod eoesrotf i cat i
distinguish photography from other visual images, or even from encounters in the world at large.

At work in any personal exchange, identification plays an integral role in the formation of groups.
Moreover, 0 s he justadertification®fsa subjéct that ig as stakedt, often,

i dent i fi c¥$oimoah atteritidnlis giveh to the moment of exposren at fk ey

moment , 0 when Athe shutter opens, allows I|igh
repree nt ati on to whatever is in front of its | en
i mages, 0 and in so doing, antddesiresbor itnhge iar udnrieqaudei

thereofi one that will change (if only slightly) with every viewinig. the context of the two
aforementioned ghost photographs, the moment of illumination may have been near identical (the
capture and manipulation of the photogliapimagg buttheidentification of(andwith) what

was shown, (the effect each examipéelon those who beheld them) could differ wildfy.

20lin, ATouchi9®4l8Phot ographs, 0o
53 Though | must reiterate that their methods were never equalled by contemporaries, never proven and there
was never any admission on the part of either photographer. For more about the criticism William H. Mumler
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Photography, like memory, is not a direct route back to an originary mpinietudes all the

time in between and importantlyi the moment of beholding in which the photograph is

reconsidered in the gsent. The remembrance photographs to be explored within this dissertation
acknowledge and build upon ttgsnse of time. Grappling with loss, the bereaved can be haunted

by a sense that the flow of tithea s b e c o me i e n ¥The ehoicg of photognaphic  u p
portraits and the embellishments applied to them represents efforts to bridge this gap,

reintegrating the likeneg§smemoryi of the absent into the preseWhy photography (as

preferred trace of the departed)? | am not certanspecthowever that it may be connected to
photographyoés ability to produce Aan i mage t h.
i s al s°oltlaks fika the absent individual, and it seems to somehow reach back in time

and taich them.

In Their Image

I n 1581, friends Lavinia Fontana and Scill a G|
along in her pregnancy, Lavinia was first to
Scilla ¢6dtbyheheuvrdadghbt @eotLaive to see a fu
Antonia Ghini was born but soon became infect:

before her sepgomndr di rtft hpagduéled by Lavinia For
of thetdiumoupdy Afifqqeunrne i ndi cated only by the
father's premoniti oniacf hdke atals an dnfelditi &£ eed evsidgorcit o
came t(d nsags bedcupoliCliolse wablthe tahe¢e ichil d, Fo
uni quely equipped to convey something of the
assume that the artist shéaoaend iwatt dhlee dnolh drer g rsc
Antoniads presemcen|lyedmay vhaweg iowes gl i mmer

her own | ost infant. This portrait might then

faced in the press and in the courtroomeapk sed:ouis Kaplan,The Strange Case of William Mumler, Spirit
Photographei(Minneapolis: University oMinnesota Press, 2008).

54 Gordon,Ghostly Matters2.

Andr® Bazin and Hugh Gray. @ThFém Quarteryl3og % (1960):9t he phoc
%This paragraph is informed HWhyvtime af dlolnd wminmmg tAe Ptai nd
Patrons Oe nSiuxtye(eBheto gladen: Yale UnilvBedr.sity Press, 2
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just of Antonia, but through their connfAection.

Paedt by Brgorodion o, Bia de' Medi ci 6s portrait 1S
post humous!l yp*®€Cosbmd (&l gMedici commi ssioned
commemor ate t hiel Iseaagirtti matte dodudhltseer TWwhe doteidng
father she | eaves behind appe°®ns iinnt ipmraafei Idee pa
this portrait was I|likely intended for hanging
viewing. That Bia wasi kdee pAindtoend aa s -imshr dategna bd lei. v
photography, portrpaaitpptogdifat mau el Kntoevmda 400 beh ov
though deceased. Unlike éposthumous commemor a:
depicted thepdsddasnod satmomue nti ngé portraitsd ca
through the detection (ef gdi,sdrhet @ nssycmb @ltii @ ni o
to Antonia and the chaffl adeadd Bhaodobiddek, nhi
cues makes them so hard to detect that, accor .
unlfaert historian Phoebe Lloyd first id¥&ntified

As t hese e xhaemptleensd esahtoyw tfeomr pphposttoog rdeeppi ct t he de
wWd momhnedthed ctomstraint sTlhdt tihe, metdi iusn md to njeu s
rendered it more difficult to depict the [|ifel
photographerd (fh848k)eadypppepul ar mogasnoboedr e]
por tAasi tRsuuby notes, photographers were present

that of &éposthumous commemorative or mortuary

57 Earlier versions of some of the material equjrgg in this and the next chapter, appeared in the form of a

book: HamerParental Grief and Photographic Remembran2@20.

8Car | Br an dPoonn tSotrrmeoh,| kBer.onzi no and The Medici: The Tr
Portrait (iPhiHilaalred Tplhe Phi |l adel phia Museum of Art, 200
®Carol i neMuMuwrephy,f a MeawcYo rPk:i n@xefsesrd Uni versity Pre
60 Jay RubySecure the Shaddweath and Photography in Ameri¢@ambridge: MIT Press, 1993y, 36.

61 Ruby, Secure the Shado®, 6 . Phoebe Lloyd, fAPost hAlimetoMouiour ni ng P
Expressions of Grief in ¥8Century Americaed. Martha V. Pike and Janice Gray Armstrq@gony Brook,

New York: Museums at Stony Brook, 1980)-87.

2Audrey Linkman notes that -eptdblished, uoyam industryiimemihtedn i z e d t
portraiture, and at the same time appropriated many of the practices and ideas connected with the art of
painting. 0 She us ekgyldésgibetthe fwo mictofiaf neringamihg those paimtings

that depicted the deceasesideceased p ensotr t em portraitured6 and portraits
(painted from memory, existing depi ctLiicPhcioggaptlye at h ma s
and Death 10.
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Figure 6. Agnolo di Cosimo Tori, known as BronzinB,o r t r ai t o f, with dedail, kxb42655Me d i c i
Le Gallerie Degli Uffizi, Florence.
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be commi ssioned for the publdibe ewnisewi e pafcdweaa
that of O&éposthumous mourning portraitsodé (depi
intended for privateseee®i’ghobggbaphbdres eaordl
aesthetic used gon tpyypitdhalmow si mptadchdpthcf ongpubeéi
deceasedudt trheestcommemor ati ve photographs they

for priv#te viewing.

Cheaper and t her ebnyormernme pacocd eosgsrialplhea i ophosset t o r
posthumous portraits they resembl ed. Post humo
the deceased as though once more alive, conti
ei ghhieredP®AsisRubyosbheémgo psmomtr emdinmgt ipngs were a p
Apublicly acknowl edged amd nsedceieanA hhg rceecoef etipetpa b |
pai ir®@d eowe®m-mbrtem daguerreotyp®lsn otfhd hea sdee aa
figure 6, Bronzinot ydpied onfo tBihaa vaet ah idsa gduiesrproesoa |
that he painted the Wast t &i s ideheem moehas dnega tt ha kne
departéeégésdiuaed for the sole purposae mdi mteerod s
ai @”? might this intimate imprint have fulfill

object?

The practice of rendering or capturing the |[|i|
the inventioanofaphboélbigmapasgyl|l censstenbatpgors
within painting, is therefore Iimportant to th
as O0no | ongerremdamhte WhsHEt caghridangahsyotdou ctehde pr act i ce
portrwaist uar esense that the resultingidapiction

i mp rAishits c e a § €hiloetro, gopgafpenre miohan i c omirce ilaildksEoniesasl,

63 Ruby, Secure the Shadow7.

“AThey chose to use the conventions of the commemor a
por tr ai Besurethe Rhadowy,

%fiMoreover, they flourished when the geénpe.rRaulbybusi nes
Secure tHAB8. Shadow,

66 Ruby,Secure the Shado®,6 . A Phot ography subsequently provided m
the painter of posthunas portraits, and these could serve as a basis fopaugtings. Indeed, one of the early

uses of posmortem photographs was to serve as the basis forpanetings which depicted the subject as if

stil |l al i Rhetog@aphyandDeafitln ,

Ceated from a plaster tihmepsrei hotfefocdrretdhe®t dan eiadea ' of ftal
though they might appear somewhadechafhgad Meddl.ei *the:

25



ithatt hesgpbkke the individual piuctheded hlemt ali ke
footemiatde®Geho fniarseky Bat chen nottegsontthraitb uttheiss tac
photographyodés Opseysitkbemginfgodrepeeseéotheéer on, t hi

see the worl d; ©%Thies odljecttsowashesdibhyecitts. fi gur
appeadadravteo rieached out and i mpressed themselves
their own visual i mprint, as faithful to the

newly dé&%amutsed. phiotographs coll apse both the ic
painted portrait and the death mask that may |

foll owing the death of his daughter.

Iconic and indexical in thenepresentationphotographs are copies of the physical wirlt are
reproduceandbeheldthrough multiple lenses and filteirsat all times, bth evidence and
embellishmentSeemingly rooted iih and demonstrating a direct returniteome originary

moment, memory is often subjected to similar discoutdemory and imagination are often

perceived as being in opposition to one angtiaher than being embraced for the inseparable

duality they representowever, a8 Emily Keightley and Michael Pickeringpte, thisdistinction

relegaesme mor gmpor ical tebiseof heer magregessariyon i s ¢
suspect in its relation to memoNyKeightleyahther ence
Pickeringg s t er m 06 mn e mdoregreaundthe eolg of madinatiomirdremembrance
Whatisrecallediof an earl i er experience i soThwrely, if
they suggest, we muBtb ui | d i mag ioma twih\adahdymakeaoneectians aceoss A

time, always with the imperative need of the present shaping what we bring back, and bring

together, at any articular stage in time.Oo

58 The semiotic status of photographsliscussed on page &bove Hans Belting writes extensively on the

topic of masks, noting that death masks fiare in a se
body. Like footprints or shadowsonawalh ey recall the presence (and thus
portraits he writesjlo]ne might go so far as to suggest that the poitraitessence a mask that has lost its
dependence on the body and mdeltemglAndmhropatogyaf IdageRT, er ent
24.See also HarBelting, Face and MaskPrinceton Princeton University Press, 2022

69 Geoffrey Batchenzach Wild Idea: Writing Photographyistory (Cambridge, MIT Press: 2002), 61.

0 BatchenEach Wild Idea61.

"1 Keightley and PickeringThe Mnemonic ImaginatiofLondon: Palgrave Macmillan, 2012), 2.

?Described as the fAactive synthesis of remembering a
as cruci al Afto our underexnt prditng prefsetnie amal dtuit wm ehi
The Mnemonic Imaginatio®-7.
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Photography is subject to a simil@naryi evidence versus manipulated artifadhe moment of
Glluminationd so often oVasdsissedeawddng t hat
Photography, like memory, is not a direct route back gpecific momerit to the individual

who beholds it, the photograph includes all the experience they bring to this reconsideration
occurring in the presenA photographbecomesneaningfulonly at the moment when meaning is
attributedto it by aviewer. The viewer lendshe photograplife through recognitiorfof what is
shown)and then through imaginatidnimagining circumstances beyond the frai@inilarly,
memoryinvolves both a kind ofecognition and theanelaboratiori both, ghotograply and
memoryallowing us to revisit absent individuals. Naturally, these photographemories are
more heavily visited, replayed and elaborated wheylbeeome the only manner through which

of

reunionispossibleN. J. T. Mitchell famwaalty, o&slan:d fMHawm]s

Belting suggests the question i’LikeBeltifigalct :
think wefiwant them to be alive even though we know very well that it is we who are lending
them a lifed” And we lend them this life out of a desire to be with the individuals they show.

And thisé | iisfleandin the form of remembrance.

As elaboratecakarlier, photographisbe they analog or digital captures, overtly manipulated or
noti will always, for me evokea murky in-between stage associated with negdilue-based
photographyNamely, that stagie of varying duratiori between exposure and processing
seemingly endless and sublimely precarious monk@mtme photographsvill always include

this moment of fumbling in the darkthe blind, willful retrieval of latent tracéAnd this
Oretrieval 8 anal og pnlirerisrenggotajohsioftmemaiyact jess s e s
conceptually bualsoin thevery mechanics oftfptographic film.The latent imagé as withthe
impressions individuals make upon othemwaits,unrealizeduntil the desire and the tools are
present in order to process this informatim d wh at i deesnbtralvayshaveay e d 6

straightftorwardonnecti on to what Owas©o.

Photographs are powerful traces of the departed because they look like thenalbgdogl, and
they feel as though they have touched them. Their symbolic signification is complex and

B0Olin, ATouchi9®gl8Phot ographs, o

W. J. T. Mitchell What Do Pictures WafifThe Lives and Loves of Imagésniversityof Chicago Press,
2005); Belting An Anthropology of Image430.

5 Belting, An Anthropology of Image430.
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mal |l eabl e. As Jens Ruchatz notes, fA[n]either

can be tied down exclusivélyor even ontologically to one exclusive nuae of signification.

More often than not two or more of these modes of signification combine when photographs are
|l ooked at. o They add, A[b]efore photographs
them have to be recognized by way of their iconicibpnging for absent loved ones, the

bereaved tend to seek outithieacesi forming imaginative solutions geared towards conserving
and enhacing memory of the dearly departéd.ikeness confirmed, photographs become a

means of keeping the abs@nésent.

As stated earlierhe photographic objectBscusseavithin thisdissertatiordo not capture
trauma, but they could certainly be understoorkaponseso the trauma of separatiddlrich

c

Baerdescribes traumasiia di sor der o.,f ofinbeltmoocrkys arnodu ttiinmee ment

from converting an experience into memory or forgetting, it parallels the defining structure of
photographywhich also traps an event during its occurrence while blocking its trangionma

i nt o m¥The phgtagmaphic objects in the pages that follow are likenéssgstured in a
fraction of a second that have been slowed dowsiretchedThey demonstrate a desire to
expandhe moment shown, tshowthe time spent remembering timelividual, reconsidering

and replaying memories associated with the photogfapbifrey Batchen suggests thia¢

reading of photographic objects is slowed thropgtsonal additions what | refer tchereas

embellishmentsi The | mage marsslowly and it takasdnere time to look at. You

P

C

candt take it in quickly but "®Embelished ehhancedlst 6r e

directed remembrandephotographic objects are givéurthercontext, theycounter feelings of
disjuncure. Embellishedthrough the pairing of text, of items such as hair, or an additional
photograph (rephotography, digital composites, spirit photograptingse photographyased
mementoestell a fuller story of absent individual§hey are photographsecaningmemory, the

antithesis of trauma

*Ru c h at Photogfaphta&xternalization andrace 871.
7 Baer,SpectralEvidence: The photography ®fauma 9.
8 BatchenForget MeNot, 25.
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Chapter Two: Something to Remember Them By

Un-familiarizing Death

Once a public spectacle of sorts, bereavement has become a more private \Afésitern

societies’”® The Victorian griever had occasion to communicate loss through their very attire.

This status as well as their stage within the bereavement process were indicated through subtle
variations in colour or via symbolic accessories. Proscribed through voakinet® etiquette

books, the mournerdés complex script was taxin
chaotic moment® Drawing attention to and indicating sorrow to the outside world, this-dress
codeconveyed information and may also have irtit@derstanding and sympathy in otHérs.

But death is no longer understood as part of everydayllife expectancy is highen

contemporary societyewer women die in childbirth, fewer children die in infancy. Death has

become antlife T seeminglycontagious With fewer social cues at their disposék tmodern

griever passesndetectedn most oftheir physical dajto-day interactionsin response to this

lack,s ome have developednégtheavi hgtkeuttobobgsdispl a

kind, be gent’l e, 16m grieving.?od

Comportment osocial networking siteBowever(such as Facebook and Instagram)

demonstrates a potential revivaihdeed, reinsertioin of death into the social sphéteAs

®For more on this see Philippe AriégsT h e h o ur ,0tnDeath,uMournihg, and Burial, A Cross

Cultural Readered Antonius C. G. M. RobbefMalden: Blackwell Publishing, 2004) 48; Gary

LadermanThe Sacred Remains: Americattitudes toward death, 179883(Yale University Press, 1999).

80t is worth notingthatthe expectatiorthat womerwould adhere to these scripts was far greater izt

wasexpected of their male counterpattgnkman, Photography and Deaff126; Ann BraudeRadical Spirits:
Spiritualism and Wo enud smeRddBobtdn:sBeacan Prisiss 1989B.e e nt h

81 For more on the nineteenth century bereavementinddseyn ni f er Leaney, fAAshes to
thecelebration of death in nineteerthe n t u r y in Beath,Ritaal andBéreavemenids. Ralph

Houlbrooke, Ralph AnthongAbingdon: Routledge Kegan & Paul, 198218 35; LadermanThe Sacred

Remains1999; Tony Waltg On Bereavement: The culture ofef(New York: McGrawHill

Education,1999).

82To see an example afgrieving button distributed by thanatologist and death educator Cole Imperi: The

Inspired Funerai 6 Be Kind, | ' m Grievingd Button, by Cole | mper
https://theinspiredfuneral.com/blog/2020/4/4

8More on this oO6reinsertiono6 64155delmutShe alsonDodhe Refskinds oc i a l

Christensen and Kjetil Sandvi k, fiDeath Ends a Life,
Gr a viadediating and Remediating DéetFarnham: Ashgate, 2014251271 More notable current
research in the areas of bereavement and online cliatfdeen LeasCapi t ul o, A Perinat al gr

onlinep MCN: The American Journal of Maternal/Child Nursigg, no. 5 (2004): 36311; Candy KCann,
Virtual Afterlives,2015; Dorthe Refslund Christensen, Ylva Hard af Segerstad, Dick Kasperowski, and Kjetil
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opposed to the physical dég-day, in theseirtual spacesthe bereavetend to adhere to certain
expectations, wearing thdass in a way that harkeas oherwiseoutmoded bereavement
etiquette’* Despite the known curation of social media presences, users often develop a sense of
knowingone another intimatelyindeed, jart of the appeal of these social media spaces is the
assumption that others wantkioow about us and what we are up By extension, users may
feel that acquaintances not omantbut deservaupdates with regards to significant life events.
Loved ones help make us who ame,anddeath announcements/tributes assert our continued
connetion to these individual§.here isthereforean expectation that such announcements will
be madend that the Facebook page will be officially changeddonme mo r iaaclciofinnt ¢o
Thatis,formal y changi ng Rémemberagp-@rasoi indicaingé¢hatioss has
occurredbut also safeguanuly against the appearance of life where it is no lofihpereby

avoiding ongoing alerts for birthdays and su€étBoth these initial death annecements/tributes

(proclamations of loveof grief and personal anecdotesually accompanied by a joiportrait or

SandvikiiBer eaved P&rieaeft sGo@mu n intHard af Segersta@ dndDick Y| v a

Kasperowskii A ¢ o mmu n i t yAffdrdancesgfr i ssovd inggl: medi a for Newpport o
Review of Hypermedia and Multimedia, no. 12 (2015): 2541; Carla J. Sofka, lllene Noppe Cupit and

Kathleen R. Gilbert, edsying, Death, and Grief in an Online UnivergBlew York: Springer, 2012Ruth

M. Swartwood, Patricia M. Veach, Jessica Kuhne, Hyun Kyung Lee, and Kangfingdir vi vi ng gr i ef :
analysis of the exchange ®OMEGAJqumeal of Deattoamd Oying8, n@2 i ef cor
(2011): 161181.

84 Some notableurrent research in the areas of bereavement and online citinkeen Leask Capitulo,

APeri nat a)oM@N TheAmeriwan Udurnat of Maternal/Child Nursi2g, no. 5 (2004): 36311;

Candy K.Cann,Virtual Afterlives,2015;Refslund Christensehiard af Segerstadasperowski, and Sandvik,
AfBereaved P&reat sGomdmuiHMreideafo S2@@kT stad and Kasper o\
grieving:Affordanceso f s oci al medi a f or NewPRaqview of Hypefmediaeande av ed parr
Multimedia21, no. 12 (2015): 2541; Sofka, Cupit and Gilbert, ed®ying, Death, and Grief in an Online

Universe 2012;Ruth M. Swartwood Patricia M Veach, Jessica Kuhne, Hyun Kyung Lee, and Kangting Ji.
ASurviving grief: An analysis of p0OMEGAwnAlafiDgath of h oy
and Dying63, no. 2 (2011): 16181.

8 To do so, a scan of the death certificate must be provided. FagébBok g uest t o Memori al i ze
Account, 0 acces s gips:/Dew.facebipekcomhdp/1112566025566400

86 |f death is not indicated within social networking sites, online presences of the deceased appear no different

than those attached to still living individuals. There is a great deal of literature that addresses the existence of
so-called virtual zombies;omplications and potential solutions. e br a J . Bassett, AWho w
forever? Living, dyi ng aSodalSriernices \na. 4 (@015):112D189r Briahi gi t al S
De Vries and Judy Rutherfordrl d MWimd@GVE@IGunalafg | oved c
Death and Dyingl9, no. 1 (2004): £6; Christopher Moreman and A. David Lewis, edgital Death:

Mortality and Beyond in the Online A¢®anta Barbara: ABCLIO, 2014); Gabrielle Musé)eath in the

Digital AgeManaging nline Accounts When a Loved One OR#/erview, FL: Idea Adapter, 2011); John

Romano and Evan CarroWour Digital Afterlife: When Facebook, Flickr, and Twitter are your Estate, What is

Your Legacy?New Riders, 2010); Vered Shauitjgital Dust: Death i the Digital Era & Life after Death on

the Net: Digital, Virtual and online Aspects of Current De@B122014),accessed October 11, 2019
http://digitaleradeatheng.blogspot.co.il/
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favoured photograph of the departed) and the
forward(by a predeterminedexecutoror by convertng the page to a memorialized accouwi)l

affect how the departed will bememberedvith regards to their photographic likenesses.

Proximity i intimacyi is complicated in online interactions. Social networking sites enable
individuals to communicate with and remain connected to others at any dithacacial

media spaces of the deceasadget a lot of attentiom the days folbwing their deathNews of
their passingprovokesa flurry of condolences but also of photograplesach drowning out the
photographshat have beeoarefully curatedy the departedno longer available to chime or
edit). In a formal funeral settinghtse closest to the bereaved decide which photograph is
selected to be displayed and perhaps printed on mementos for(gupgstsemorial

bookmarksf’ But in the context of social medianyone(even those who might not be included

in an in-person funeralyaninfluence vhich photograph becomes most iconic of the berefed.

Postmortemand End of Life Photography

Most contemporary North Americans and Western Europeans are not accustomed to viewing

death up close. Not only because they arsgnally toubed by it withless frequency, but also

as it tends to occur out of sightn hospital$® Conversely, in thaineeenth century, people

were more likely to be born and to die in the hdfiemphasis was placexh the value of a

6good death,d and deat hbed accouwatbeshereeer e oft e

Describing last moments, these testimonies brocgmifort to those who could not be presaint

87 Memorial/commemorativeemembrance or funerhbokmarks are an interesting phenomenon in and of
themselve$ first appearing in England in the 1840s, the practice was quickly adoptedbysSthé/illiam L.

Clements LibraryUniversity of Michiganfi Me mor i a l Cards and Floral Arrange
2023, https://clements.umich.edu/exhibit/de@thearly-america/memorialsSome also suggest that these may
have a connection to catholic hol yofprMegmar icalr dGar dve,r

accessed January 31, 2088ps://www.memorialcardshop.co.uk/blog/histafymemoriatcards.htmlDating
back adar as to the 1Bcentury,prayercards depict religious figures, information about them and associated
prayersi much as these contemporary bookmarks might include a photograph, information about the
individuals and a selected quote, excerpt from a pee@mg/or perhaps religious message of someldarddie

O6 Mahdimeyyrief History of Holy Cards, o0 University of
https://ugyton.edu/blogs/marianlibrary/2022-28-a-brief-history-of-holy-cards.php

88 This, dependant on factors such as which is shared first, most reshared and commented upon.

8 | inkman,Photography and Deatl69. Philippe AriésWestern attitudes toward death: from the Middle Ages
to the presentBaltimore: Johns Hopkins University Press, 1974), 87.

90 Birthing and caring for children, women also were the primary caregivers to the sick and dyamy

washirg and preparing the bodies of the dead
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the time of passingt Audrey Linkman suggests thadstmortem photography may have served a

similar function to that ofvriting and circulating deathbed accountshowingthe deceased at

peace and perhaps acknowledging ftfEeseeci pien
photographsleliverednews of los$ut also produced memento of the deceaded display

within the home or to be added to the pages of an album

In the earlier days of photography, there were few if any photographs procuredndasing

i ndi vi duGvendhe schnt opmogunity to procure a photographic likeness of those who

had died very youngrostmortemphotography was often the only opti¥} For this reasoin and

as fewhouseholds were not touched by the loss of a child or young pgiersost nineteenth
centurypostmortemphotography depicts childréfiDepicted primarily as though sleeping

(figure 7), these photographs convey a senseatrh and the promise of new beginnifighe

pervasiveness of this practice evidenced by the sheer number of such hotesg the body

carefully lad out, often encircled by floweK$igures8-9) i these photographs helped counter
morbidthoughts of finalityand of decayechoingthesentimentRestinPe ace 6 ador ni ng n

tombstores 2°

Victorian postmortemphotographs have piqued the interest of collectors for their sad poignancy.

Someof thepostmortemphotographs that circulate online in discussion groups and auction sites

%1 Victorian deathbed memorials gave intimate account of final moments, therapeutic to the caregiver, they also
provided a written record for the family. Patricia Jallabdath in the Victorian FamilyNew York: Oxord

University Press 1996), 10, 37.

92 Audrey Linkman posits that pestortem photography came to serve the same function as this poetic prose,

the illusion ofsleep offering grievers the promise of new beginnihgiman,Photography and Deafti6-18.

93 Although many would commission pesiortem photographs even if they had a photographic portrait taken

in life. Linkman suggests that the desire for a mosttem photograph might also be attributed to the inability

for poorer families to pay f or aesgnatedipace tomournioa | s pace
remember t hese PEhotograghy &and Deaft8-9, 180 k ma n ,

94 Though many sellers try to promote their Victorian photographs asmrstm photography when the

carefully drawn on eyes are meant only to compensate for some blur during the exposure. It has always been
especially difficult to keep children stildugn ex posures. Hdédmbugypébabitbde Wer e
considered the supreme test of a photographerds mett
when George G. Rockwood of New York issued a booklet in-B3@4ll the illustrationsconcern the

frustration of photographing babies, culminating in the photographer stamping in anger on the final ruined

pl at e . oinfBniry Tiactick: &Lyping with Children in the 19th Century Photographic Stunidhe

Babies: Photographs Iiyue Paker, Sue PackegifManchester: Cornerhousk89.

9 Linkman, Photography and Deatl21.
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Figure 7. Unknownmaker, AmericariPostmortem portrait of a black childhbout 1855daguerreotype
The J. Paul Getty Museum, Los Angeles
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Figure 8. Unknown, Deceased Baby in Coffina.185%. Ambrotype Collection of Jack and Beverly Wilgus
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Figure 9. Unknown, Deceased Child Encircled by Flowersa. 1890Collection of Jack and Beverly Wilgus
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depict the deceasetianding or seated uprighposed ashough still living For the most part

however, hese are not in fagilbstmortemphotographs. Mislabelled by sellérbe they

misinformed or deceitful there is no end to the proliferation of false assumptions and
professionals endeavouring to debtimsefalsehoods$® Supposed teltale signs are misleading.

For example, the appearance of white éytse seeming absence of an irisan be attributed to

the emul sionbs oversensitivity to and subsequ
thespectrum, red hues tend to be harder to expose. (Hence the continued use of dim red lighting
when printing black and white photographs). Darkemauds do not necessarily indicate pooling
blood or blackened limbs. They are likely underexposed hands netide account of sunburn

or the like?” Eyeretouching waseldomundertaken as a meanst¥ i s revavingotize dead

rather this techniqueompensatdfor the overexposure of pale blue eyes or for the blur of

blinking captured by still somewhat lengtbxposure time® These were not minutes long as is
often reported, and incidentallgyen a portrait taken at a fifteenth of a second risks picking up

this involuntary movement. To help compensate for the deficiency of@astpgraphic

technology, heds were often propped up with posing stands to help keep a sittditkver,

about as flimsy aa microphone stand, these would be insufficient support for the weight of a

fully leaning or limp body. As a general rulesiibjects in photograplappear as though they

may be alive, they more than likely &Pdf an individual appeared in a group phétanged in a

bed or chaise longue, it can be safely assumed that they are very ill and perhaps near death. But a
baby that poses with siblings, drooping in the chray simply bean unpr@pable baby (hence
themanyhidden mothephotographs wherein the ther holds her baby up for the portrait while

she remains hidden beneath a cloth, see figd)r&"8Appearingin group photos, the deceased

%Thank you to the clever members of the Facebook groc
Educational Forumo for their expertise applied to ¢t}
“Beverley Wilgus, ADispelling Myths abFacetook/Sept.i que Ph

2016.0verexposed to the sun/underexposed on the film.

9% Exposure times were not as long as is often reported. Even at a fraction of a second this blur can be detected.
There are nonetheless a few documented incidences of photographepeaiabtzed in posnortem
photography that-laikmed ptod tpracdsc e fiiltihfee deceased. Th
altered by way of vignetting the face and printing it turned upright. Rédbguyre the Shadow2-74, 196,

footnote 9.

®Sonya VaGloemskiyngfiUp Some MytiMorAlRomdt Phidtap @gmriagpm sd Bo
Obscura November 27, 2017.

100 Occasionally fathers also used this technique.
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would more often than not appear shawm caskebut there do exist rarer examples of the
deceased showpropped up in a seated positi@iongside family or alonéf* At times of

course, the child shown held by a parent is clearly deceased. These heartbreaking postmortem
photographs offer a final opportunity to parent the belaveemonstrating an enduring affection

for, and desire to remember the child (figuresl1j)

Some suggest thabstmortemphotographs displaying the deceased sleepig tinough living

can be understood as attempts at denying defatherary photographs displaying the deceased

in caskets surrounded by flowers as work towards the accemtbloss(e.g., figure 7 vs. 8)%2

A literal reading of these photographs mwesll lead to these conclusianidowevert is

impossible to know what the bereaved beholder actually experiences when gazing upon such
intenselypersonaphotographs. And, ultintaly, it is the beholder that imbues the objects with

meaning. Indeed, at least historically, there remains very little evidence of the effect these
photographs had on their users. However, in a volume ertiidedre the Shadoday Ruby

shares a hearthaking account, penned by Eva PutnainNorthbridge, Massachusetia

February 7, 1870. In this letter addressed to her Aunt Addie (Adelaide Dickison Cleveland), she
Acomments on the death of the child Mabel , Ad
must be, how could you endur e allforthebest.lamm wer e |
glad you could get so good a picture of the little darling dead Mabel as you did, the fore head

[sicland hair | o%k so natural. 60

Via scant testimonyral given the fact that many peasiortem and funerary photographs were
framed and mounted on walls within the family home, we can assume these were a source of
comfort. And shocking though it may bewviitness the deceased being photographed within the

conemporary funerasettingor to encounter such photographs in physical print or shared on

VigfSome i mages portray the dea d havestimplyreflgctedlpymgaytht i n a
procedures i n some Photodraphy angd Beaf2¢] . 6 Li nkman,

102 Ruby, Secure the Shadow]0.Indeed, Hans Belting would argue tlditpictorial representations, dating

back to prehistorymight be understood addae ni a |  Bidturedneladindndigitafimedia, and in fact all

media before oafter camalter the perception of our bodies, representingsuge wish we could be. Thegrg

for example, turn into artificial bodies thednnot died Belting, An Anthropology of Image4?.

103From The Grace Cleveland papers, Special Collections, the John Hay Library, Brown University,

Providence Rhode Island. Rul8ecure the Shado®9.
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Figure 10. Unknownmaker, AmericafMother holding her dead childjabout 1854¢aguerreotype.
The J. Paul Getty Museum, Los Angeles

38



Figure 11. Unknown Father and BabydaguerreotypeCollection of Jack and Beverly Wilgus
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social medid thesepractices persist® The Victorian griever was not immune to dedtht they
did have more ovdxt acceptedereavement tools at their disposal.

The proliferation and dispelling of myths about Victormostmortemphotography is a recurring

hot topic!® What is not discussed quite so openly is the persistence of this practice. Whereas one

can easily accegshaograph=f deceased Victorian childrecontemporary photographs that

depictyoung, deceasqukrsons are shar@dedominantlyby journalists documenting atrocities
sharedhscalls to actiont? By the midtwentiethcentury,in North Americadeath had moved out

of the home and into hospitdf¥.As thedead and dying became increasingly segregated from the
everydaybereavement practices apdstmortemphotography mowkalmost completely
undergroundMemento mori such as pstmortem photographiyonce served as a reminder of

the inevitability of death and the need to seize theiday a r p.6Thalproéferation of such

obj ect arifacts, melging iniages and texts, s e r ingrdct, éntice, A&nd move a

vi ewer toward consci oo shimsite marimayaeiwbasvarhingfoa | d e !
moral and spiritual repair before a person encounters the aftedife b ut al s otake e mi n d
advantage of the good t hi sdofnfthe lattefhalf ofttew bec a
twentieth centuryless exposed to death in their ¢ayday, most North Americargrew averse

to the type of reminder memento mori once signitfé&peakingopenlyof personal loss

became awkwardeven rude.

North American children are now more likely to reach adulthood, but of course not all do, and

some parents have little or no opportunity to procure an image of their very young children in

104\Working as a photo laboratory technician in the late nineties, | encountered these frames on occasion.
105Trending every October along with articles about spirit photogrdggryexample: Felicity T. C. Hamer,
ASpirit photogr aphy gd alf,GonvershtiofOot 26 2021Ha e r an d Slpo r i t

photography: 19t e nt ury i nnovation in bereavemeThe rituals wa
ConversationSept 29, 2021.

Mi chael Hvi&Gpe dtaobdksReapaosibg@adNewhFftPFhase t o Phil i ppe Ari -
Hi st or y HumaniBesbann.i? (2616): 230.

YfOne no |l onger died at home in the bosom of one's -
because the hospital has become the placetoreceve e whi ch can no | onger be gi"
Ariés, Western attitudes toward dea8v.

FThe Latin injunction memento mori is commonly ren

directly, &r e me miBenjamih BeanetCaypenterPeathsntDocdmeatériesoThe Memento
Mori ExperienceLeiden:Brill Rodopi, 2018), 23.

109 Recognizing thextraordinarilydisparate experiences of marginalized communities within North America,
for whom premature death (duertwially motivatedsiolence,discrimination poverty and diminished access

to proper healthcaréd an enduring problem.
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life. Given the ubiquitous nature of camera phortas,tends to be the case solely of perinatal
death. When a baby is stillborn or dies very soon after delipestmortemphotography is the
only option for parents wishing to keep a likeness of their ¢héld important step towards
acknowledging the gt lives and the ensuing profound sense of loss by their parents. In the
early1980s clinical research began recognizing the signifieffiects of perinatal death on
parents. In response, cgyeviders developed more robust bereavement support, @gsisthe
production of mementoes that often incorporate photogr&iyy.many North American
hospitals, photographequipment and staff trained to assist in procuring photographs have
become standard pramtit!! Careproviders are urged to inform parents of opportunities tambta
free professional photography services through organizations sigwalsLay Me Down to
Sleep(NILMDTS).'? A photography session is likely the furthest thing from the mind of a
parentof a recently deceased or ailing child. However, despite the hesitance of most parents,

most report later on that they were grateful to have obtained(flgrmes 1213).113

When a baby is stillborn or passes very early, most if not all interaction aathirs the

hospital. Enebf-life or postmortemphotographic sessions can offer a reprieve from the hectic

pace of the hospital room and an opportunity to truly parent a child. In many cases, these present
some of the few occasions wherein very sick children are not attached to various life support

mahi nes. Reaching a point where it is known tF
worse through interaction, parents are often encouraged to help bathe and dress their infants.

These preparations are rare and memorable opportunities to perforrfdbmenore mundane

WPhot ography was part of a broader set of practice
support that could be categorized as memento or legacy creation, including such activities as painting, crafts,
memory boxegournaling, orplastec ast s of the babyds Sdiad nMhdel aadnLdri f eet . 0

Ives-Bainegreatly informs this sectioMartel and lveBa i n e , AédMost prized possessi
living relationships within the endf-life care of newborné.lliness, Criss & Loss22, no. 4 (2014): 312.
MMartelandlveBai ne, fAMost @BlR.zed possessions,

112Now | Lay Me Down to Sleggairs grieving parents with volunteer photographers willing to travel to their

hospital to capture what are likely the only existent images of their stillborn or terminally ill infants. NILMDTS
provides free of charge, professional quality, retouched iffilageo families who can subsequently print at

the | ab of their choosing. Testimonials on the websi
photographyo6é provides. AHome Page, 0 NI LMDTS, accesse
https://www.nowilaymedowntosleep.org

113Blood andCacciatore Pafiental Grief and Memento Mori Photograja®24-233.
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Now [ Lay Me Down to

Figure 12 NILMDTS
Co-founder Cheryl Haggard
and her husband Mike cradle
their baby Maddux, the
inspiration behind ILMDTS.
Image courtesy of

Now | Lay Me Down to Sleep,
Photographer Sandy Puc.

Figure 13. Image courtesy of
Now | Lay Me Down to Sleep,
Photographer Sandjuc.

nilmdts

Now | Lay Me Down to Sleep
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activities of parenthood. Through these photographic sessions, parents begin developing the
stories that will become the stories they tell and retell outside of the hospital upon their return
home wthout the child. These photographs help the parents learn to speak of their loss to
extended family who were not present in those intimate moments. In place of extended family
members, caregivers become participants in what will become memory of therchitdr

Throughout this process, hospital caregivers become important allies and many bereaved parents
express a desire to remain connected to the hospital caregivers who assisted them in these

moments.

The stigma surrounding the devastating loss of a ¢haldd reproductive loss in generaiake

sharing the experience with others especially difficult (as opposed to that of more anticipated

| osses, such as that of afe, these photagraphs ofer dvidemce!| e d g |
with which to confront t he (thattheyWencpasentsther obl e mo
child did exist, that their grief is warrantéd validating the bond that existed aelabling the

bereaved to communicaltess with those who can offer suppditin the absence of other

offspring, these photographs can also be valuable tools for individuals grappling with their
precarious status as Oparentsd foll owing the
older or wouldbe siblings are presented an opportunity to remember and imagine the absent

family member.

114 Many express a wish to maintain relationships with the healthcare providers and to include them in photo
albums.

USMarteland lveBai ne, fiMost B81B.8oed hayeustepastnortem s |

photographyof pre-term infantgo further their prdife platform For more on thisSandra Matthews and Laura
Wexler, Pregnant PicturegNew York: Routledge, 2000186, Myev Rees Mdityr Mothers, Angel Babies:
Conservative Christian Pronatalism in the Media AgehD Diss., Northwesterdniversity, 2018),

236. Shawn Michelle Smitimotes a potentialontinuity, throughout historynthefi c ul t ur arld i mpor t o
applicationsf photograph®f dead babietowards pronatal agendass s h e \knoughoet the midi [ t ]
nineteentltentury, daguerreotypists advertised their services to bereaved njothdkmericans apparently

assumed not only that children could and would die, but also that images of dead bodies should be preserved
for posterity. Given latéwentieth century undemstdings of the political nature of images of dead babies, most
notable today in an@bortion propaganda materials, one can begin to ask what cultural and ideological

function the photograph of a dead child might have served in the nineteenth centyrgridd af eugenicist

anxiety about théleatldof the AngleSaxon race, images of dead white babies may have served not only as
memorials, highlighting the importance of every member of the race, but also as reminders to white adults of
thetneedtocont nue procreating SwthzdBab@bawkRi FNrekesluiredAl way s
Eugenics and the Reproduction of Whiteniagbe Family Photograph AlbuinThe Yale Journal dEriticism
11.1:(1998, 201.
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Memoryis not linearnonethelessemembrance can feel as though it entails a backwards kind of
reflectionandimaginingtends to bassociated with the future. Remembering a lost child

complicates this proce$sas what is remembered is perhaps inseparable from the fantasy of what
couldhave been. Parental bereavement through photography offers, for some, an opportunity to
distill and magnify the joy that was shared in the short time they were given together. Amplifying
the lives of those who have died very young, these photographs deat®na an especially

poignant way, just how essential the imagination is to the activity of remembrance. After all, the
hopes and dreams a bereaved parent has imagingir child can outweigh what they had
opportunity to experience with theivsomuch is left to the imagination. The photographic

collections depicting those who have led fuller lives can be curated to display multiple preferred
images, each evoking many episodes beyond those depicted in the photographs. But the
photographic collectianthat commemorate the lives of those who @&y young often capture

many mundane activities, as loved ones frantically gather any material th&adan.in the

case of those who die very youlhg,thesetewmany oOf i
memories are also tinged with sadness. There is a greater need to imagine beyond the frame what
might have been. Through embellishment and renegotiation, these stories can hdlemadibe

next section looks more towards this imaginative renegoti#timugh embellishmerfe.g.,the

additions of text andf cloth presumably worn by baby Heldigure 19.
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Figure 14.Unknown Helen Maria Spaldingdaguerreotypel849,Collection of Jack and Beverly Wilgus
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In Loving Memories

ffTlo | ose another is not to | ose onedbds ir
conscious. To preserve an attachment is not to make an external other ihtgrnal,

to keep oneobs, ianmsp raesspseicotnss oafl iovndarids s el f
more than oneself, as'™ sign of oneds d

Photographic remembrance activity is as much a gesture of love for the deceased as it is one of
compassion for the bereaved themselves. In the case of the loss of a child, it seems especially
important that the bereaved continue to evoke the deceasedpgresent because thegre still

with them just as surely as they maintain their identify as parents. Recognizing that the child will

not return does not mean relinquishing a sense of their lingering presence. Indeed, many bereaved
individualsreportmait ai nmnmgr 6representationsoé6 of their c
thelossof their physical presencé’ Rather than attempting &lence memory, bereavement

efforts seem best applied to the careful selection, framing, reworking and therdlficatop of

those traces that remain.

In research and in practice, bereavement has steadily shifted away from outdated notions of

0l etting god and Omoving oné@Gsamepansacdm® vamgaondép:
with life after losst!® DortheRefslund Christensen and Kjetil Sandvik note that within this
Acontinuing bonds p a-spadfic (g period of mouming), brgtheias not t

mode of being r@ccurring with various intensities and durations in the continued life of the

116 Ahmed, The Cultural Politics oEmotion 160.

AParents consciously work to maintain the inner re
including the picture of the dead cbhbehdiaenKfamisl y fpc
and immortality: Bereae d par ent s' cont i nu Death Stodedi/dno.w{(1998)346.hei r c h|
Van Humbeeck et al noted that HAphotos proved to be g
deceased Hubhmbd ade ok Vatn al , Adheokdérfepangni o whobeacehi
611.

8Christensen et al, fABereaveid. Parentsd Online Grief
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bere a v &%Norking towardgesolvinggrief implies a kind of impossible resolution, but
healing need not mean forgettitfg.

I ndeed, maintaining relationshabptgtoformartdhe dead
mai ntain healthy relationships with others. A
heart that communes with the dead in reverie, is immune to falling in love on the rebound. By
welcoming the ghosts the bereaved may findtkee | ves t o be no FMonger ha
Phdographic remembrance activity can help the bereaved to produce an externalized

representation of this sensation. By selecting and embellishing portraits of their deceaded child

or producing/obtaining joiRportraitsi the bereaved can develop and share these memories with

others. And | believe this externalization is key as it produces a place in which remembrance

activity can be enacted, visited, shamr@dhidden from view. These photographic objects becom

spaces where grief can be enacted and focused, they are something the bereaved can do to

confront otherwise unmanageable, chaotic feeliRgssome grieving parents, these help give

shape to the sensation of being hauiitedo fit hat mo menyduratiom)fwhemo we v er |
things are not i 1 AsAveyiGordoanstesihaumtiegdan Ipeldescrikes aso
thesensation that something can and must be don
away, 0 when fAeasitlhgnl thiengeaxne beaymasdi mpossi
compellingly fiwhen the present seaml é3Farly bec
the bereaved parent, these photographs can be a means of confrordimdytivey awareness of

anunseen presencstemming from a painful and irreversible abserlogeed, parents sometimes

Christensen et al, i Ber e av ei b Dorthe Refslundliristadseh, and e Gr i e f
KietlSandvi k, ®RGyidafy amd eev Bereaved Parents MBdmgoti ati o
and the Mundane€Communication Across Media in Everyday | des. Sandvik,Anne Mette Thorhauge and

Bjarki Valtysson(Gothenburg: Nordicom, 2016005118 The noti on of O6continuing
proposed in Dennis Klass, Phyllis &lverman, and Steven Nickmadontinuing bonds: New understandings

of grief(Abingdon: Taylor & Francis, 2014).

120 Dennis Klass relays this contribution of a bereaved fathérf gri ef is resolved, why
of loss on anniversaries and holidays and even when we least expect it? Why do we feel a lump in the throat

even 6 years after the loss? It is because healing does not mean forgetting and because mikilifg does

not mean that we dondét tak&laspar fi Sof DeahrSaudiedst mmo v & ¢
no. 4 (1993):344

21Thus, A[w]hen relationships to the dead are mainta
reincarnated in the form of projectGeghs which distor
MogensonGreeting the Angels: An Imaginal View of the Mourning Pro¢idssv York: Routledge, 201)7 20.

122 Gordon,Ghostly Matters?2.

123 Gordon,GhostlyMatters 2.
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use the metaphor of amputation to describe these feelings. As one father shared with Dennis
Klass: #A[it]t is |like | | ost -amymerdi ‘¢fvatchyetdOr m b ut
another writes

For the amputee, the raw bleeding stump heals anghiysecal pain does go away. But

he lives with the pain in his heart knowing his limb will not grow back. He has to learn to
live without it. He rebuilds his life around his loss. We bereaved parents must do the
same'®®

Engaging with the photographic portraits of their lost children offers the bereaved an opportunity

to carel to parent and maintain memory of their childreRiches ad Dawson suggest that
photographs can fihelp to write the | ast chapt
bet ween the pain of the death and fonrler memo
Photographs can facilitate thenstrution of discourses of parenthoadsistinghebereaved as

theyibui ld and rehearse a story of their | ives,
been had they lived and grown'd’ Photographs can help maintain memory of and connection to

those who are no longer physically preséfitParental bereavement through photography can

present the bereaved with an opportunity to magnify and to remember moments shared in the

short timeparent and child eregiven together. All a bereaved parent imagifeedheir now lost

child can far outweiglwvhat they had opportunity to experience with them. But this is no less real

and worthy of grieving. Nor is the grief suffered by parents of lost adult children, they mourn

their child just the sam&? Indeed, all these immeasuraldsses need to be spoké¢o be heard

i and perhaps even, to been

24Klas s, fASol ace and immortality: Ber ea$84d. Geeplsor ent s co
Dennis Klass, and Samuel J. MariitT o war d a mo d e, 0 OmedaJoprrealroeDedthaahd g r i e f
Dying 19, no. 1 (1989)

125Klass,i So |l ace an d344.Thisithend isrétirned/tongages214-217, below.

1%Rji ches and Dawson. ALost children, living memories
27Ri ches and Dawson. ALost children, living memories
St evenson et al. AUpdeestsandopg WwWowhbeheawvedrief, o

offspring leaves parents with an identity that has internalized the patterns of parenthood but with the object of

their relationship no |Aocnogser ,dikihgeneaeored Ri2cBhes and Daws
291t 6s still your child. The -gearaldneothdarandfatheeofad@st pr ec
yearold son with lung cancety) an Humbeeck et al, AiThe suffering in s
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Chapter Three: Presenting Past

Showing Loss

A lovely partof acknowledging the imaginative component of remembrance is embracing our
ability to effect changeEmbellishing the photographic portraits of otherwise inaccessible
individuals, relationships can feel somehow sustdcrosstemporally.Decisions can be ade

about what will be remembered and how this will be achieagng tribute to the deceased

this activity can be cathartic for the bereaved while enabling them a means of sharing memories

with others.

The following sections consider remembrance pb@phs thaacknowledge and build upon this
potential fluidityof time. Selecting suitable photographic portraits and then embellishing them,
the bereaved display efforts to bridge ¢fapbetween the present and the moment pictured

this way, likenes$ memoryi of the absent individual is reintegrated into the present. Some
semblance of the individual is given shape within these photographic objects that can then be
kept as sites of remembrance activithough perhaps evolving from the traditionaiht postor
premortem portrait§photographs taken with the deceased or ailing indivigdobatgining a new
joint portrait by holding the portrait of an absent individual does not necessarily evoke the same
final, sad moments. Holding thnoto of an akent individuali in eachpicture in picturei the
bereaved display their grief in a way that acknowledges the absent individual as corporeally
unavailabé in the picturedemporal frame and yet still in the company of those who love them
remembered® This type of rephotographyreferred to agicture in picture photo in photoor
simply PIP T is a popular genramong collectordn his collectionDoug Yorkalsoboasts

several compound PIRPseven onéIP that contais aPIP that contais aPIP (figure 21).13! Yet

another shows siblings posed behind their deceased brother, he hgtimiggrapt{figure 22)

130Thank you to Beverly Wilgus for introducing me to thistérip hot o i n photo, 6 épictur
si mp !l y commanly dsed amongst collectors to describe this type of rephotogdagkyand Beverly

Wilgus also kindly shared some examples frogirtpersonal collection for use in this dissertation.

31 Though it is unfortunately difficult to see in this reproductidoug York describes figu25as fda Af ul |
plate holding a photo of a photo that is holding a photo in a photo that is holding @photoa p hot o, 6 per
Aithe rarest genre of the of PIP genre. o0 Posted by Yc
November 30, 2020rhank you to Doug York for sharing this and many other selections from his collection.

More of hiswonderfulPPs are viewabl e here: D oMilitgry Images87, no.BP 1 Ps P h
(209) (2019): 665. https://www.jstor.org/stable/26645193
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Figure 15. Unknown,Woman seated holdirfgll-plate daguerreotype portrait of a masa 1850,
daguerreotypeCourtesy of the George Eastman Museum.
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Figure 16. Ross and Thomson of Edinburdl® plate daguerreotype depicting a small girl holding a framed
daguerreotype of a man, in a velvet cak@47i 1860 HowarthhLoomes Collection at Nationduseums Scotland
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Figure 17.Unidentified photographeSixth-plate ambrotypeDoug York Collection.
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