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Embodying Leisure: The Use of Images in Pearl Jephcott’s ‘Time of One’s Own’
John Goodwin and Henrietta O’Connor
Centre for Labour Market Studies
University of Leicester

Abstract
While the lives and works of many sociologists have now been well documented
numerous sociologists at the ‘coal face’ of social research remain ignored. As such,
beyond the contributions of those more ‘well known’ scholars, considerably more needs
to be done to examine the history of our discipline and reassess the significant
contributions made by ‘other’ researchers so that we may reappraise what can be learnt
from these ‘pioneer scholars’. In this paper we focus on Pearl Jephcott (1900-1980) who
in research career spanning forty year, but now largely forgotten, was at the forefront of
methodological innovation in the 1960s. A full review of her work and contribution is
beyond the scope of a single paper so we consider in more detail one of the most striking
features of her sociological practice – the use of images in the book Time of One’s Own
(1967).
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Introduction
The lives and works of many sociologists have now been well documented and explored
(see, for example, Horowitz 1983; Johnston 1995; Chriss 2001; Gerhardt 2002; Stanley et
al 2010, Oakley 2011; Aronowitz 2012; Lybeck 2013), yet there are numerous others who
have made, or continue to make, an outstanding contribution to the understanding of
social life but have become lost within the minutia of academic historiographies. This
may be due to the fact that, in the main, most academic biographies tend to focus on the
‘established’ or ‘establishment’ figures associated with a particular theory, a particular
school of thought, they are holders of key disciplinary posts or they are those who have
become/became public intellectuals and, therefore, had a profile within the wider
consciousness beyond academia. However, as suggested elsewhere, even when these
biographical accounts are combined with boarder authoritative accounts of the discipline
(see, for example Platt 2003; Halsey 2004) this ‘…standard history is by no means a fully
complete nor an uncontentious one’ (Goodwin and Hughes 2011: 678). These accounts
are partial and ignore the many (see, for example, Savage 2008). For the numerous
sociologists at the ‘coal face’ of social research, those collecting data, those undertaking
fieldwork or, more recently, those dedicated to a career of contract research combined
with some teaching, the grand intellectual biography is not to be theirs. Yet to ignore the
contributions of these ‘outsiders’ means a full understanding of the sociogenesis of the
discipline will never be complete (see Elias 2009). As such, beyond the contributions of
those more ‘well known’ scholars, considerably more needs to be done to examine the
history of our discipline and reassess the significant contributions made by ‘other’
researchers, perhaps earlier unsung forerunners of theory, method and sociological
practice, in order that we may better understand the histories our discipline and that we
may also reappraise what can be learnt from these ‘pioneer scholars’. We are pressured to
seek out the ‘new’ without always fully understanding the value of our past.
Pearl Jephcott (1900-1980)1 is perhaps one such researcher whose contribution to
sociology, and the sociologies of youth and community in particular, is suitable for
reassessment. This is, not least, because there is a breadth and depth to her research
contribution that would rival that of many established scholars. In a research career
spanning some forty years, this now largely forgotten researcher produced eight major
books on everything from girls lives, leisure, inner city violence and urban decay, the
experiences of women workers through to the quotidian realities of high-rise living. Her
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books - Girls Growing Up (1942), Rising Twenty (1948) Some Young People (1954) Married
Women Working (1962), A Troubled Area: Notes on Notting Hill (1964), Time of One’s Own
(1967) and Homes in High Flats (1971) - were widely cited between the 1950s and the
1980s, with some books still attracting an occasional citation today. Alongside the books
were numerous reports and articles on delinquency, urban life and so forth in places such
as Glasgow, London, Birmingham and Hong Kong. Many of these books and reports
have paved the way for numerous of the subsequent developments that were to come in
the sociology of gender, urban sociology and the sociology of youth. Jephcott’s
contribution is clear, for example, Banton (1964) has argued that research with
‘recognizably anthropological character’ was central to transformation of sociological
research from the 1940s onwards. He wrote:
I would go so far as to suggest that the studies of Pearl Jephcott…and other
investigators of this time also had an anthropological tone. They brought back reports
to the educated public as from another country, quoting the words and describing the
actions of the strange inhabitants. Above all, they let their subjects speak for
themselves instead of pressing their stories into the mould of middle-class judgement.
Sociologists had been discouraged from studying such groups by a paradigm that told
them their subject should be a sort of history with the dates left out. (Banton
1964:103)
Alternatively as Oakley (1989) notes, that the tendency to locate women’s studies, and
the influence of feminism on the social science research agenda as only beginning in the
1960s, is to:
…devalue some significant earlier contributions, including such classics as Myrdal
and Klein’s Women’s Two Roles (1954), Klein’s earlier The Feminine Character (1949)
and work done by social researchers such as Pearl Jephcott (1949 and 1962) who
studied working-class women at a time when the study of working-class culture
meant studying men. (Oakely 1989: 445)
Jepchott has a real legacy within British sociology, but save for tantalising references to
her in the works of Banton (1964) and Oakley (1989) and a brief citation in the Oxford
Dictionary of National Biography, there are very few now who know of her work or why
her research was so important. Like Elizabeth Bott, Jephcott is ‘one of the most strangely
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neglected, figures in the history of post-war British social science’ (Savage 2008: 579).
Jephcott is one of the unacknowledged early pioneers of ‘good’ (see Hughes 2013) social
science research based on ‘reality congruent’ informed theory developed in order that she
may cast a lens on the realities of working class life. As Turnbull (2004: 2) notes
All Jephcott's work was suffused with concern for humanity and particularly for
working-class people. From her early work as a youth leader, through her various
research posts, she explored their lives with enormous sympathy and no
sentimentality.
Her mixture of innovative method, data analysis and presentation of empirical work
richly documented the views of the respondents. This was combined, to great effect,
with detailed images to capture the granular qualities of existence – whether that was in
high rise flats in Glasgow or as a young person with little to do in central belt Scotland or
urban London. She had a concern for the realities of life as opposed to how she thought
it should be. For example, in Married Women Working she interviewed the respondent’s
children and developed ‘specimen days’ of their lives, whereas in Homes in High Flats the
archived materials at the University of Glasgow reveal a study containing a whole myriad
of related materials – from the height of buildings in the USA, the problems of working
at height, the manufacture of sheds, the design of children’s play spaces and medical
evidence all illuminating a multi-faceted and open orientation to data collection and
analysis. As such, we would argue Pearl Jephcott deserves far more attention than she
received in her lifetime. That said, a full review of her work and contribution is beyond
the scope of a single paper. As such we will outline briefly how we came to be interested
in Jepchott’s work and then consider, in more detail, one of the most striking features of
her sociological practice – the use of images to depict the lives of young people in the
book Time of One’s Own (1967). In approaching her research Jephcott was also a genuine
innovator, way ahead of her time, in that she used photographs, drawings and paintings
in her studies well before such techniques became fashionable again in the 1970s (Henny
1986).

Our ‘Encounters’ with Pearl Jephcott
Until recently we had only a vague appreciation of Jephcott’s legacy and we came to her
work by a very circuitous route. For the last thirteen years we have been undertaking a
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restudy of a ‘lost’ project on young workers. It was during our research, across various
University and National archives, that we discovered some of the same research team
had also undertaken an earlier study (which also largely failed save for one publication see Smith 1961) and that this research was direct replication of Pearl Jephcott's Married
Women Working (1962) (see O’Connor and Goodwin 2012). Our interest in Jephcott
escalated from there and during the process of collecting all the archive material for our
research we became fascinated by Pearl Jephcott and assembled background material on
her work with a view to undertaking a restudy or restudies (see Goodwin and O’Connor
2009). Jepchott’s work is now spread across wide variety of locations, reflecting the
number of locations and Universities she worked in, but the archived material that does
exist offers a significant amount of detail into her sociological practice. To date we have
collected material from the Elias archive in Germany, archives at the Universities of
Glasgow, Reading, York, London Metropolitan and the London School of Economics.
This is supported with additional materials from other sources such as the National
Archives, UNICEF, the Trust for London, Birmingham Archives and Heritage Service
and the Bellahosuton Bequest Fund. There is much to be learnt about the history of
sociology, or the social sciences more generally, from the extensive archives that do exist
but of which we still make limited use.

The Use of Images in Jephcott’s Time of One’s Own (1967)2
Time of One’s Own was published in 1967 and, at its heart, was a very simple research
question - ‘how do young Scots use their free time nowadays?’ (Jephcott 1967: 1). The
origins of the research emerged from the Standing Consultative Council on Youth
Service in Scotland and the Scottish Education Department who contracted, and funded,
the University of Glasgow’s Department for Social and Economic Research to undertake
a project on how 15-19 years olds used their spare time. Jephcott (1967) reports that the
aim was to move leisure away from just being a footnote to work but to become more of
a area of study in its own right. Proving to be an early forerunner of what is now referred
to as studies of the ‘missing middle, the ordinary kids or the ‘typical’, as opposed to
focusing on these young people at the margins the study was:
…particularly concerned with the middle group of critical and non-conforming young
people who remain unaffected by organised youth activities and at the same time
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avoid becoming part of the delinquent or actively anti-social minority (Jephcott 1967:
3).
The fieldwork for this study of the leisure time of ‘ordinary Scottish kids’ was located in
three areas a ten year old housing estate in north-west Glasgow (Drumchapel), and
established urban district of Glasgow (Dennistoun) and an ‘expanding’ industrial town
in the Scottish central belt (Armadale). Jephcott developed quite a complex, and
thorough, research design that began with 43 volunteers interviewing 15-19 year olds in
the three areas, using their ‘own’ research schedules. A further six ‘young researchers’
were enlisted to collect data in cafes, pubs, youth groups, dance halls and so forth via
‘casual contact’. Based on this data an interview schedule was devised and a pilot study of
123 interviews was then conducted in adjunct districts to the areas of research. A main
sample of 600 interviews were then completed in the study areas with the interviews
mainly taking place in respondents’ homes, with the homes being chosen via a simple
random sample of addresses. This material was then supplemented with detailed research
notes collected during 76 informal small discussion groups, written commentaries from
1,600 young people and through meetings with an additional 40 youngsters and, finally,
diaries from ‘just a few adolescents’ (Jephcott 1967: 43). This rich, detailed web of data
revealed an increasingly complex picture of youth leisure in the 1960s and the
bourgeoning opportunities leisure brought for some whilst others, least able to voice
their needs, remained shut off from leisure. Yet despite the depth, rich and highly
textured analysis developed by Jephcott, in which the respondents do indeed ‘speak for
themselves’, as Banton (1964) suggested, it was not the ‘textual’ data that grabbed our
attention. Instead we were drawn very much to the way that Jephcott had interspersed
the discussion with very distinctive and unique images. There are twenty-four images in
the book and Jepchott, in the first instance, adopts a fairly conventional visual method
approach by incorporating a black and white photographs as representations of each of
the research areas - Drumchapel, Dennistoun and Armadale. These images depict fairly
drab urban scenes, public housing of the period so typical of central belt Scotland or the
residential/industrial landscape of Armadale. However, this was not the limit of her
approach and Jephcott evidently had something more innovative in mind:
In exploring the how and why of the youngster’s leisure one experimental method
tried was to get young professional artist to make sketches of how the adolescents in
7

the three areas were spending their hours after work. This technique was used on the
assumption that the artist sees much deeper than the man [sic] in the street. These
sketches, together with certain ones produced by boys and girls aged 14 and 15
suggest that adolescence in the three areas were far less uniform that implied by the
blanketing and vaguely denigratory image evoked by the word ‘teenager’. (Jephcott
1967: 9)
As Jephcott suggests the ‘standard’ area photographs reproduced in the book are
supplemented with nine half tone plates printed on high-quality, ‘photographic’ style
paper, two maps and twelve distinctive black and white line drawings. There are an
additional thirteen images that were collected as part of the research, but not used in the
book3. The published and unpublished paintings, drawings and photographs from Time of
One’s Own are so evocative of time when the ‘teenager’ was coming into his/her own and
distinct ‘youth cultures’ were emerging. From the clothes they wore, to the places they
socialised, to the work they did, Pearl’s writings and accompanying images offer a real
insight into the lives 1960s teenagers. The images are vivid and, in certain instances, have
a photo-realism about the leisure experiences of young people.
**INSERT TABLE ONE ABOUT HERE**
Such an approach, we would argue, is innovative for three main reasons. First, Jephcott
started to use images at a time when ‘visual sociology’ was not that fashionable, especially
in British empirical ‘survey oriented’ sociology of the 1940s, 1950s and 1960s.
Strangleman (2008:1492) reminds us that visual sociology has a rich tradition from the
‘19th century to the great war’ and as many have pointed out (see, for example, Becker
1982; Henry 1986; Harper 1988) while in early years of the American Journal of
Sociology, the use photographic illustrations was commonplace, the use of images in this
journal had disappeared by the 1920s. Hughes (2013) argues that the decline in image use
reflects significant trends within ‘habits of good sociology’. For many the use of images
began to be perceived as ‘un-scientific’, frivolous devices that should be kept separate
from ‘serious’ sociological enquiry. Hughes argues that this trend away from images
‘appears to echo a more general belief that images are ‘involved’ and text is ‘detached’
(Hughes 2013: 5). For Rose (2007) it was the ‘cultural turn’ that emerged in the 1970s
that led to visual representations returning to social and cultural analyses. Jepchott was
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slightly ahead of this curve. Second, while there is an establish tradition in visual methods
of interpreting ‘art’ in the form of famous paintings and craft based images (see, for
example, Elias 2012: Berger 1972: Becker 1982) it remains unusual for a researcher to
actually commission drawings and paintings of their respondents. It is more usual for
researchers to request that their respondents produce drawing, paintings or capture
images (see, for example Bolton et al 2001) but the commissioning of professional artists
to produce artwork specifically for analytical representation is rare. Finally, Jephcott’s
combination of commissioned images, respondent generated images and documentary
photography, used alongside ‘text’ makes a Time of One’s Own an incredibly powerful
book, but a book nonetheless that does not appear in any of the standard introductions
to visual methods, image-based research of visual sociology.
The one enigmatic feature of Jephcott’s use of image is that, despite her innovate
approach and a clear commitment to capture experiences and relationships visually, is
that Jephcott does not appear to analyse the images produced by the artists to any great
extent. Instead, she rather uses them as images to illustrate the ‘typicality’ of a scene,
activity or event. One can only surmise as to why this may be and it may well be that
Jepchott thought that to supplement they images with analytical text may have meant
that key themes captured in the images might become lost or over/understated. We
could venture that her view of the artist being able to see deeper into social reality may
have led Jephcott to a position that she felt she had had nothing to add, no need to
augment these striking images with additional narrative. The images are very direct,
particularly the black and white line drawings, somethings might have been incidental in
more stylistically complex/nuanced images are ‘laid bare’ here. The images are literal,
very matter of fact, with no attempt to manipulate the viewer. Could it be that Jephcott
almost viewed the artist as a more powerful observer and recorder of social life than the
social researcher? Alternatively it could be that Jephcott regarded these images, as
‘ethnographic sketches’ in their own right and, in deploying such visual methods, she did
not feel the need to reduce the images to text as, in doing so, would ‘fix’ the meaning of
the images for the reader. In so doing she may also have been ahead of her time in
letting the images speak for themselves, as Hughes (2012) suggests the dominant trend
up until the 1970s and 1980s led images to be ‘…relegated to a supporting role. Lacking
symbolic autonomy, they are conventionally understood as in need of text to be rendered

9

meaningful’ (Hughes 2012: xxi). Alternatively as Chaplin (1994) suggests images are
‘intrusively punctuated by verbal discourse’ (Chaplin 1994: 207).
As it stands Jephcott does not explain or ‘textualise’ the images, she does not explain nor
does she interpret. However, the images are so interesting when considered from the
prism of present and we are mindful of Fyfe and Law’s (1988:1) assertion that ‘a
depiction is never just an illustration…it is the site for the construction of social
difference’. As such in these images what Jephcott, via the artists, is offering is a whole
series of relational clues, multiple subject positions in ‘ethnographic scenes’ that were
never stated in the text and a myriad of open-ended possibilities for interpretation and
‘reading’. Sociologically the temptation to ‘say what you see’ is very powerful when
confronted with these images but give the passage of time, this may not necessarily be an
adverse process. However, asking the question ‘What do you see?’
…can lead to new understandings of the importance of visual evidence… if visual
texts were used, not as mere illustrations, selected to confirm what has been
previously determined through written sources, but instead as points of entry and
springboards for speculation. (Kasson 1998: 95)
In this spirit we tentatively ‘speculate’ what kinds of things these images are telling us –
what our reading of the images is.

The Images
[1] Image Leisure At Home
A good many youngsters gave the impression that almost the only answer on how to
spend one’s time when at home was to watch the telly. It was practically always on
and in a one living-room home can hardly be disregarded . (Jephcott 1967: 3)
This is a black and white line drawing depicting leisure within the living room of a
‘typical’ male respondent in the book. The ‘telly’ is foregrounded in the image is highly
suggestive of evenings sat watching television as family group, as Jephcott suggests.
However, there is much more to be seen here. There are two characters featured in the
drawing – a young male standing and an older female sitting, slightly forward, on a sofa.
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The assumed relationship within the picture is that the sitting female is the mother to the
standing male.

The female is wearing ankle boots and a scarf, there also appears to be a thick coat
draped over the back of the sofa. The suggests that the female has just come in from the
outside, where it is cold, or that she is just about to stand up from her sitting position
and is on her way out. Her position on the sofa, sat slightly forward suggests that she is
about to leave. In general her manner of dress is an older style that the young male and
this is perhaps used as a signifier of her age. Her hairstyle is also that of older women.
Her handbag is to left on the sofa and it appears she has her hands on some papers also
placed on the sofa. The young male in the image is standing, hands on hips in a very
confident style. His chest is slightly puffed out and he is looking out of the image
towards the viewer/artist. His head is tilted slightly backwards while he looks side on.
He has short cropped hair of the ‘mod style’ popular in the 1960s. It make be the case
that he had to keep his hair short for the work that he did. He is wearing a fashionable
striped jumper and black jeans or trousers with ‘turn ups’. The turn-ups, while
fashionable, indicate that the trousers were too long for the male but that he had not
chosen to have them tailored. It may be the case that he had returned home from work
earlier in the day and changed or could also be that he is getting ready for a night out
given what appears to be an aftershave bottle (reminiscent of an old ‘Old Spice’ bottle)
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placed on the mantle above the fire. In the foreground of the image there are cufflinks
and a hanky placed on the top of the TV.
The room in which the picture is ‘set’ is also very interesting. There is a large corner
cupboard or ‘press’ that is very typical of this period. The fireplace and mantelpiece are
evocative of the ‘tile style’ fire surrounds typical of houses built from the 1930s onwards.
There are the accoutrements of an open fire placed on the hearth of the fireplace – a
poker and a brush, however, while the objects of an open fire are apparent there is an
electric fire in the grate, which appears to be plugged in. On the mantelpiece there is a
teacup placed. If we have any doubt that this is a drawing of a Scottish living room the
tartan motif of the female’s skirt and the thistle pattern of the carpet should leave the
viewer of the image with little doubt.
The table is set for ‘tea’. There is a teapot and a milk bottle set behind it. The teapot
looks like a metal pot/wooden handle pot so typical of the era. Teacups, not matching,
are placed either on to of the veneer-clad television or on the mantle – they had finished
their drinks and placed them down. At the right of the picture on the table is a stack of
plates and a bottle of sauce. What is not is clear whether they have eaten or whether
these things are here for use later – the sauce being easily accessible as opposed to being
kept away in a cupboard.
The teapot, the cups, the clothes, the fireplace, the cupboard are all signifiers that this is a
working class home. In our previous analysis of the field notes from the 1960s,
researchers often made the disparaging remarks where where ‘pots and pans’, or other
vestiges of food consumption, were so conspicuously left out of the table (see Goodwin
and O’Connor 2006). The fact that the teapot, cups, plates and a sauce bottle are left out
on view is somehow reflective not of refined manners or taste but of something ‘lower’
(Elias 2012). Indeed, there are echoes of what Orwell describes The Road to Wigan Pier of
the ‘several bottles of Worcester sauce’ left on the table in the common boarding house
(see Orwell 1937).

[2] Young Girl Serving in Café, Dennistoun

The café is very much the youngster’s own world. As a group of apprentices pointed
out, you can swear at your ease in place where there is neither a bunch of weans nor a
12

lot of old people. A nice, cosy rounder-off of the evening’s main event… . (Jephcott
1967:71).

This black and white line drawing depicts a scene from a café in the 1960s. Cafes were a
key site for spending leisure time for all young people but in contrast to dancing, which
was favoured by girls; cafes were more popular amongst boys. They were seen as a safe
space for young people to meet others in a setting not associated with ‘trouble’ in the
same way that dance halls could be, and long opening hours and low prices made them
accessible for young people. The young woman in the foreground looks, on first
impression, to be sitting at a table, perhaps as a customer. A closer viewing reveals that
she is actually working at the café – she is holding a cloth in her hand and appears to be
wiping the tabletop. She is wearing a jacket/long coat with a pen in the top pocket,
suggesting that she has been working as a waitress. On the table there is an empty cup
and saucer, a bowl and a saltcellar along with some papers, which may be the menu.
Behind the young woman there is a short menu posted on the wall suggesting a limited
choice of food and drink options.
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The furniture is simple and basic. The tables appear to be Formica topped and fixed to
the floor with a metal pole. The seating is bench style with rows of seating on each side
of the table. A very distinctive period style lightshade is suspended from the ceiling,
resembling a bell-shaped paper Christmas decoration. On the next table there is a young
woman sitting with man who is leaning across her, perhaps playing with a spoon in the
sugar bowl or helping himself to sugar for his drink. On the floor next to him is a tartan
duffle bag, again very evocative of the period. Jephcott (1967: 71) describes cafes as
having an ‘intimate atmosphere’ and this picture suggests an environment where the
couple felt comfortable and at ease in their surroundings. Jephcott ends her discussion of
café life with a week long diary entry for a young person in her study. This account
reveals regular visits to a café after school, in the evening and at the weekend. The
respondent describes meeting friends, spending pocket money, showing off new clothes
and meeting his girlfriend to resolve an earlier argument. This diary account gives a clear
sense of how important cafes were to young people during this period.

[3] Club Dancing Class

It may help to place the youngsters of this study on the more immediate time-scale if
one mentions that, as far as the girls are concerned, beehive hairstyles were ‘in’ when
the study started and mini-skirts as yet unknown by the date it ended. (Jephcott 1967:
3)
This depicts a scene from a dance school in the 1960s. There are six people featured in
the drawing, five young pupils of the school and their dance teacher. The dance teacher
is clearly much older than the group of young people. He is dressed very formally in a
dark suit, a light coloured short and a dark tie. He is wearing black, shiny shoes and with
his hair swept back he looks a serious and severe character in contrast to the fashionably
dressed dance pupils. The five young people, two couples and a single figure whose
gender is unclear, are dancing. The couples are both attempting the same dance move,
standing shoulder to shoulder, with hands joined but each facing the opposite direction
with their left legs slightly raised from the floor. Although they seem to be learning a
14

rather formal and old-fashioned style of dance, their clothing places them firmly in the
1960s era. Jephcott points out that during this period dancing became as far less formal
activity than it had previously been and this drawing depicts both the formality of the
past in that the group are at a dance class with a much older and smartly dressed teacher
and the increasing informality of the period with the young people dressed informally
and fashionably. The young woman to the left of the scene is wearing a striped long
sleeved top and tight trousers, rolled up just above her ankle with flat lace up shoes. Her
dance partner is wearing a suit with narrow leg, drainpipe trousers, finishing on his ankle
to reveal Chelsea boots - short boots with an elasticated side panel. His jacket is short,
with a hemline only just below his waist and vents on each side. The jacket is collarless
and the suit is very similar to the Beatles suits that were fashionable at the time. The
dress of the other young man is very similar although his jacket is of a slightly different
style.

The second woman in the picture is wearing a short skirt although not a mini-skirt as the
period is slightly too early for this trend. Her top appears to be a fitted polo neck sweater
and she is wearing a long knotted necklace. The most distinctive aspect of her clothing
are her tights that are patterned in a geometric style. Her hair is styled in a modest
beehive with a long fringe. The androgynous figure in the background is wearing a
15

diamond-patterned top and boots with a low heel. In the background there is a long
bench, suggesting that the setting may be a school hall or gym. The dancers coats and
jackets have been discarded on the bench.
Dance, and this included formal dance classes and visits to dance halls, along with
cinema visits and going to cafes represented the main leisure time activity for this group
of young people, particularly girls. This seemed to be due to the girls taking dancing
rather more seriously than the boys, who tended to view dancing as a way to pass the
time when other places, such as the pub, were closed for the night. The dance halls were
dominated in the early evenings by girls and after the pubs had closed then the balance
shifted and dance halls were frequently the location for ‘trouble…associated with
drinking’. On the one hand dance halls were seen as a place to dance and enjoy oneself
but on the other hand there was an element of danger (alcohol, fights, late night opening,
lack of public transport) linked to this environment which could cause dissent between
young people and their parents.

[4] Club band The Pathfinders
A well know group in one’s neighbourhood definitely adds to the standing of the local
youngster. Each of the three areas had such groups –‘Lulu and the Luvvers’ in
Dennistoun, ‘The Pods’ in Drumchapel, and ‘The Golden Crusaders’ in
Bathgate/Armadale district. The number of groups which make the grade is, of
course, infinitesimal. (Jephcott 1967: 61)
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Image 5 is very different from the other images in the collection and this ‘style’ of image
does not feature as prominently in the book as some of the other imagery. Indeed one
might speculate that the image was too stylised for Jephcott’s taste for inclusion. Yet the
image does reveal a prevalent theme of in the book of ‘teenagers’ listening to or playing
music as a means of leisure, relaxation or as mark of distinction between the young and
adults/parents who ‘don’t like’ contemporary pop music. As Jephcott suggest ‘Pop is
also a highly contemporary interest. Its noise and speed, comparable in kind to that of a
jet or hovercraft, smacks of tomorrow’ (Jephcott 1967: 60). The picture is of a band ‘The
Pathfinders’ who often played at numerous pubs and clubs in Glasgow during the 1960s.
The image reveals a group of size comprising a lead singer and what appear to be five
males playing instruments – guitars, organ, drums and saxophone. Despite Jephcott’s
cynicism in the book, that few bands achieve success due to their lack of skill or having
and real idea of how to promote themselves, ‘The Pathfinder’s did achieve some measure
of success and the group still get occasionally mentioned on discussions boards and
social media relating to music in Glasgow.
[5] Hanging Out
A central theme in Jepchott’s work was that despite the ever increasing leisure time
available to the young people studied, and their increased access to disposable income,
they actually had little to ‘fill’ their time. As such the young people studied would ‘hang
17

out’ doing nothing in particular, play street football or get together with two or three
friends on the spur of the moment in order to fill time. As Jepchott (1967) suggests:
The ‘Out, but nothing in particular’ category might be ‘Three nights a week walking
around with my friend’ for a 15 year old schoolboy, or Sunday night in the chip shop,
etc, for a boy of 17. The activities...were often hatched up on the spur of the moment
to fill in a blank evening at low cost." (Jephcott 1967: 64)

This theme is reflected in image 5 which highlights well that hanging out could be
inexpensive pastime, as compared to ‘recreation which commercial enterprise provides’
(Jephcott, 1967:46) such as the cinema and café visits. This image is different to the pen
and ink drawings included elsewhere in the book and are from a series created using pen
and watercolours. The watercolour pallet is comprised primarily of blacks, greys, blue
and light browns that gives the images a dour, dark and ‘dusky’ ambiance. It may be the
case that the artist took inspiration from the colours of the Glasgow urban vista and the
‘Glasgow style’. It is could also possible that this tonal range is used to indicate this scene
is captured in the early or later evening as darkness descends. The image portrays a
group of young males ‘hanging out’. The main character is smoking while the other
males in the picture either sit on what appears to be a low wall in front of a building or
stand chatting. Jephcott discusses smoking habits and she suggests that the increased
spending power of youth during this period meant that were able to engage in in a ‘bit of
solo pleasure – a cigarette, an ice lolly’ (Jephcott 1967: 14). Her analysis uncovers that
those in her study did spent a significant amount of money on tobacco products, as she
writes:
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Smoking habits were thought to throw some light on income. All three areas showed
the ratio of those who spent anything on cigarettes as 1 to 2 for the boys and 1 to 3
for the girls. The ‘average’ boy smoker spent under £1, the girls under 10/- a week on
cigarettes. (Jephcott 1967: 55)
The style of dress, as with the other images included in the book, are of their time and
the boys appear to be dressed smartly. The majority are dressed in pullovers, short
jackets and smart jeans or trousers although there are two wearing coats in the
foreground and at least one of the coats appears to be a parka or a duffle coat. The
shows appear fashionable with one young male clearly wearing Chelsea boots. The idea
of dressing up smartly to go out and do nothing is reminiscent of the song by ‘The
Specials’ Do Nothing. A song that fully reflects this trend of disaffected or
un/underemployed youth, or youth with little else to do, wandering the streets, hanging
out and doing nothing while retaining a clear sense of fashion and a pride in new clothes
and shoes. As Golding’s (1980) lyrics suggest ‘New pair of shoes are on my feet’ and ‘I
walk and walk, do nothing’. Yet the motif in the song is that doing nothing often ends in
trouble for the young person or people involved is also prevalent amongst the young
people in Jephcott’s study.
When this study was planned it was not envisaged that it would need to concern itself
with the highly specialised subject of juvenile delinquency...[but] that fact that some
aspect or other of Trouble played so large a part in the leisure of the youngsters met
with, forced attention to the subject. (Jephcott 1967: 95)
Jephcott describes the large, formless groups of youth ‘so loosely structured they hardly
merited the term ‘gang’’ (Jephcott 1967: 6) who, while ‘hanging out’ would mark their
territories with graffiti before descending on the dance hall, or some such venue, for a
fight.

Conclusions
We have offered a glimpse of Jephcott and, it is safe to say, that given her use of image
she is perhaps one of the most innovative social analysts you have never heard of – but
deserves far more attention. She was playing with methods at a time of great sociology
dogma, of British survey ‘practicality’, or sociology in the US that was still dominated by
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grand theory or abstracted empiricism. Yet, despite these dominate trends, Jephcott
positioned her research – as her use of images reveals – to capture the quotidian, she
offered sociology of the mundane. She did not, as Hughes (2013) would suggest, equate
sociological importance with social importance in her studies. What Lyon (2007) has
written about Viola Klein, could equally have been applied to Pearl Jephcott.
…as an academic woman in search of a voice and a career in a male-dominated
profession and as an empirical researcher at a time when theorizing was at a
premium in sociology – her life and intellectual contribution was marked by great
creativity, and by frequent contributions to public debates about the changing roles
of women. (Lyon 2007: 829)
Combine youth, leisure, housing, delinquency, childcare, sociological method, and so
forth, with the work she did to capture and explore the changing roles of women and,
and only then, one has a full reflection of Jepchott’s legacy for British sociology.
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Notes
[1] For a detailed biographical sketch see Turnbull, A (2004) Jephcott, (Agnes) Pearl
(1900–1980) in Oxford Dictionary of National Biography. Oxford: Oxford University
Press. However, for the period that this research was undertaken Pearl Jephcott was
employed at the University of Glasgow. Archived sources, especially the minute books
1962-3 and 1968-69 reveal that Pearl Jephcott, MA was a Temporary Lecturer in Applied
Sociology from 1st January 1964 to 30th June 1966, at a commencing salary of £1800 per
annum. The minutes from 1969 reveal that Pearl Jephcott was a Temporary Lecturer in
Applied Sociology and was employed for a further year from 1st July 1969 at a salary of
£2850 per annum.
[2] Permission to reproduce the images 2,3,4 and 5 has been granted by the University of
Glasgow Archival Service who is custodian of the images. We have made all possible and
reasonable efforts to contact other interested parties in relation to these image 1, such as
Oliver & Boyd of Edinburgh. The acknowledgement in the book reveals that two art
teachers, one student at the Glasgow School of Art and various boys and girls, aged 14
and 15 who had taken part in the study, produced the drawings. We respect the rights of
the creators of the images and allow them to assert their rights if they wish.
[3] These are archived in file DC127/23/22 at the University of Glasgow Archives. We
were amazed by the wealth, and quality, of the additional images held by the University
of Glasgow Archive not least because it is so unusual to have such complete records of
these early social studies.
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Table 1. Illustrations from ‘Times of Ones Own’
No.

Title of Image

I
II

Some of the Boys and Girls
Female Coal-Bearers in Scotland
in the 1840s
III
Cafe Life, Armadale
IV
Dennistoun
V
Drumchapel
VI
Some of the Girls, Drumchapel
VII At the Bus Stop, Armadale
VIII Close-up, Drumchapel
IX
Armadale
1
Central Scotland – Study Areas
2
Glasgow – Study Areas
3
Boys’ Brigade, Dennistoun
4
Leisure at Home, Dennistoun
5
‘A Really Enjoyable Sunday’ As
Described by Three School Children
Aged 14-15
6
Motorbike Owner
7
Boys Aged 16-17, Unloading a Lorry
8
Service?
9
Club Art Class, Drumchapel
10
‘Trouble’
11
Club Dancing Class, Dennistoun
12
Football
13
‘Going To The Pictures’
14
Nowhere to go
15
Band Class, Dennistoun
Not in Book*
Armadale Town Friday Night
Sunday Afternoon
Hanging Out
Boys Brigade Expedition Class
Band Practice, Dennistoun
Dancing Class, Dennistoun
Place of Employment, Dennistoun
Young Girl Serving in Café, Dennistoun
Football
No. 20 Bus to Glasgow
The Buck and Lady Buck
Dancing at Clelland’s Dance Hall
Club Band The Pathfinders

Photograph (P)
Drawing/Painting (D)
Map (M) Text (T)

Page

D

Frontispiece

P
D
P
P
P
D
P
P
M
M
D
D

p. 68-69
p. 68-69
p. 68-69
p. 68-69
p. 68-69
p. 68-69
p. 68-69
p. 68-69
p.4
p.5
p.11
p. 21

T
D
D
D
D
D
D
D
D
D
D

p.36
p.44
p.54
p.67
p. 77
p.93
p.103
p.111
p.121
p. 132
p. 146

D
D
D
D
D
D
D
D
D
D
D
D
D

Note: Adapted from Jephcott, P. (1967) Time of One’s Own. Edinburgh: Oliver & Boyd, page X. * Images
can be found in File Ref: DC127/23/22, Glasgow University Archive
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