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To Myanmar and her people

To miy parents who did not live to see their son's first book
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A page from a photo album of a foreign traveler in the 1930s offers myriad vignettes illustrating different lives in
colonial Burma, Candid shots in situ like these, provide glimpses of towns, locals and their ways of lives i nacural

setting, different from those taken in the studios by professional photographers with manipulated setup and poses



PREFACE

To me, Myanmar is a special place that T hold dear in my hearc. Although
I was not born there nor ever lived there, the affinity is bewilderingly
strong. | remember the first time | ran my hands ran through a vintage
Burmese funtaya acheik silk tobe skirt a miysterious sensadon filled my mind.
Later, wheo I started traveling to Myanmar on a regular basis 1 2010, &
peculiar teeling would overtake me every time the plane touched down on
the runway in Yangon or Mandalay, The aeriel view of rice fields, clusters of
villages and buildings interspaced with the gleaming golden pagodas under
the sunlight created a warm fecling in my heart. A passion for this land, its
culture and history was accompanied by an untamable curiosity. [ spent days
reading and sifting through any information T could find. Old photographs
were the windows that could tansport me back in time to provide an
instant ghmpse of what the old Myanmar was like,

The political upheavals and the seemingly never-ending conflicts in
Myznmar have left me with a deep melancholy and sympathy for all the
people there. The conversations [ have had with Myanmar friends who
lett the country atter the recent coup n 2021 gave me a teeling of déji
wvu, as it recalled the situation 1 read about in many memoirs of Burmese
who fled the country after the military coup in 1962, Except this time, it is
eyewitness testimony dircetly shared with me from those whose lives have
been shattered by the situation. Although the Burmese people are renowned
for being commpassionate and resilient, half' o ceneury of suppression, a brief
petiod of hope and then murmoil vet again, has left them full of despair.

This book, { lnseen Burima — Harly Photography 1862-1962, 15 my tribute
to this wonderful couniry and her people. Old photographs spanning
one hundred years provide proof of its past glories. In this digital age,
countless phoros are taken daily, yet how many will be treasured in the next
century. Faces of people whe are long gone, traditions and lifestyles that are
forgotren in the modern world, and landscapes that are now altered, these
photographs are a treasure trove that [ would like to share,

While writing and researching this book, [ felt very inspired, and often,
il my imagination, was transported back in time to when the photos were
taken. 1 could not help but wonder what life was like back then and [
realised that each photo surely has its own story to tell. The understanding
of the social context, the interactions between the subjects, the clothing
worn, or the objects present in the photograph all help us to decode the
image. Certain things are olwious, yet some need careful interprecation
and imagmations. In my research, I relied on colonial English soutces,
local publications during the Independence time, as well as contemporary
academic works from experts.

I mamly use the terms ‘Burma’ and ‘Burmese” as they reflect the period
when the photos were raken.

My publisher and [ were in accord on the need for detailed captions
for each photo. Long captions help bring these old phoras alive to tell their
own story and allow present-day readers to immerse themselves in bygone
days The period covered 15 like a tme capsule which was sealed off in 1962,
There then followed a half century of isolation, which reopened for merely
a decade, only to be closed off again with an uncerain futue. I hope that
this collection of photos will help to preserve the hustory of Myammar and
her valuable culture for future generations.

Bangkok, November 2022






INTRODUCTION

ever before have 50 mnany photos been taken so casily and shared so

widely Yer how many digital smages remain unseen? Modern digital
photography and connectivity encourages a proliferation that is difficult to
appreciate frame by frame. Social media feeds are our modern albums and we
rely on algorithms to surprise us with photo throwbacks of the pase.

It wasn't always this way. Once upon a ame cach exposure was carefully
considered. They were finite in number and expensive to produce, with a few
skiilled practicioners controlling the medium. Despite no guamntee of success
the resuiting prints stoad a chance of making it into valued photo albums,

Black and white photos of bygone days anywhere, but particularly in
Burma, offer a stark contrast to modem digital photography. They speak of
the often-cumbersome technology of the day, photographers’ skills and the
myriad challenges they faced. Samuel Bourne, who dispatched photographers
to Burma on assigment, described his “absurdly heavy camera top” amongst
the mountain of equipment needed for an expedition in neighbouring India
during the 1860s.' The tropical heat and humidity was alsa problematic.
Captain Linnaens Tripe described using wax paper negatives on an 1855
expedition in Upper Burma as they were lighter and easicr to develop than
glass plates. The wax, however, melted and ruined many of the negatives
leading him 1o reject 2,832 out of 6,517 resulting prints fiom thar crip,”

A leaky boat could also wreak havoc T regretted to find that my
photographic projects would, to 4 great degree, be frustrated, as several of my
boxes with prepared plates were half full of water, and some of the chemicals,
too, entirely destroyed, recorded Dr Clement Williams regarding his rravels
“Through Burmah io Western China: Being Notes of a_Journey in 1863 to Establish
the Practicability of a Trade-roste Bettwesss the Trawaddi and ihe Yang-"Tse- Kiang®,

Beyond the marvel of the medinm, skill and tenacity of early
photographers, surviving prints from mid-nineteenth century Burima onwards
offer a story of sheer survival They've endured a tropical climate, jousneys
around the world, political upheaval and generadonal dispersal only to
resurface n collections years later. Irrespective of the subject mater, the mere
existence of such images is of value jtself,

This collection grew from a personal fascination with Burma, its culture
and history. Despite being raised in neighbouring Thailand in the 1970,
my knowledge of the country was almost non-existent, Tts prevailing
mage was of 4 poor, underdeveloped Southeast Asian mation with internal

political problems and vnrest, the result of the military takeover in 1962 and
subsequent isolation. Few people were afforded glimpses of the natural beauty
and caltural wealth within its borders.

The contemporary image of Myanmar, as the nation is known today, is
sadly still one of political repression and the high hopes that came with Aung
San Suu Kyih rise to power have been dashed. Tr is difficuit to tmagine a time
when Rangoon was a tiust-see on the international touriem map in the
early to mid-rwentieth century. Or when the country’s educared elite were
travelling abroad for education and work ay far back as 1871, the year that
Kinvam Mingyi led Burma’s first diplomatic mission to Europe.

As an academie, the study of textiles was tmy entry point into learning
maore about this fascinating conntry. Old photographs revealed how fabrics
were used or worn and in what context. The images I came across fueled my
fascination and two decades on, my scope Tas definitely expanded beyond
textiles to a broader discavery of bygone days in Burma.

This collection bears witmess to the century prior to 1962 when the
country was sealed off by the military. It traces a period of great change
beginning in 2862 when part of the country was under British colonial rle
through different stages of palitical development to independence in 1948,
The country prospered and, ultimately, stepped out onto the global stage
when U Thant, 2 Burmese diplomat, became the third secretary general of
the United Natons in 1961, In one hundred years, Burimese citizens lived
through royalty, colonisation, independence and then milizary takeover,

Dual powers ruled Burina in 1862, the year this photographic collection
begins. King Mindon reigned in Upper Burma, also kizows as the Kingdom
of Ava, while the Britsh controlled Lower Burima, a portion of which had
been in their control since 1826. After the 3rd and final Anglo-Burmese war
in 1885 the British annexed the entire country and the last Burmese king,
Thibaw, was exiled for the rest of his life to Ratanagiri, a small, remorte coastal
town in India and British colonial rule lasted for more than a century,

Western contact with Burma began long before the British began to
survey the country in the 18th century, Drawings and lithographs from early
Western travelers gave visual impressions of the country prior to the advent

; Fabb - P.6-7
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innaeus-tripe-photographer-of-ndia-snd-burrmalmm|



of photography. while their journals and memeoirs provided vivid accounts of
the land and its people. Nicolo di Conti, a Venetian explorer and merchant,
visiting in 1435 told of an exotic land where "the kings kept huge numbers
of clephants, the fashion of people incising inks into the skin {tattooing),
snakes that were as big as a man, a strange creature, a combination of & pig, an
oxen, and a unicorn (a thinoceros 7", Or an account by Hieronime de Santo
Stefano who visiced “2 great city called Pegu” in 1496 made mention o1 "a
great lord, who possesses more than ten thousand elephans™

When 18th century Britssh East India Company officers began to explore
and survey the land of rubies, teak and temples, photography had yet to be
invented, but their personal diarics and official documents give details of what
they encountered, Resource-rich Burma had long held a mysterions allure
for traders and foreign powers alike. It oftered the promise of vast natural
resources, a land connection to China and 2 history of proud kings and
warriors. It ultmately became one of the British Empire’s prized possessions
for its geopolitical and trade advantages.

The mvention of photography occurred during colonial times and spread
across the globe, particularly during the century thae this collection spans.

1 de not wish to romanticize the cra but racher to present a visual record of
that time which changed according to the photographers and their context.
Colomal Iife is depicted along with traditional Burmese life scen chrough the
cyes of foreigners. Later images are by Burmese photographers who caprured
their world as the middle class grew and cameras became more affordalle,

The first photo in Burma is believed to have been taken in 1852 by an
amateur photographer and military surgeon John McCosh. A few years later
in 1855, the aforementioned Captain Linnaeus Tripe took photographs of
Upper Burma during the diplomatic mission of Sir Arthur Phayre to King
Mindon in Amarapuza. Hewever, the development of photography that
followed was mnitially commercial and centered around British-controlled
Lower Burma where portraiture was in demand for carte de visite (visicing
cards) amongst the foreign and business communitics.

Phatography came later to Upper Burma which romamed independent
under Burmese royal rule until annexation by the British in 1885, Strict
border controls were in place limiting the access of foreign photographers and
early photograply was largely carried out by amateurs who were typically
there on other official or trade assigneients. No conumercial photographic
studios were in operation in Upper Burma while the Burmese monarchy was
still in place,

From 1861 to 1878, 10, Clement Williams, previously mentioned here for
This 1863 journey in northern Burma, documented the people, monuments
and scenes of Mandalay and surrounds, He was a2 British Arny suzgeon
from the 68th Regiment serving at Thayeemyo and his successful catarace
aperations attracted the attention of King Mindorn, as did his langnage skills

and interest in the local culture. The king appointed him the British Resident
i1 Mandalay in 1862 which gave um great access to photograph the
kingdom and its subjects.”

The British wsed photography to decument their colony, the land and
its peaple. The photographers were often also specialists in other fields.
German-born engineer, architect and archeologast Frederick Oscar Oertel
photographed traditional architecture during his 1892 visit, while Leshie
Milne undertook ethnographic scudies of the Shan people beginning in
the carly 1900z, British Army officers had clear strategic objectives in mind
as they documented areas along the China border from remote outposts in
neighbonring Kachin and Shan states, beginning after the British annexation
of Upper Burma in 1885 and contnning on into the 20th century.

By the 1880s, photographic studios were opening in Rangoon where
British photographer ] Jackson and German Philip Klier were in parmership.
Others from around the British empire also spotted the business potential
and moved to Burma, such ay the famed Sarkies Brothers who acquired The
Strand hotel in Rangoon and opened in 1901, 2dding it to their expanding
Asian hotel empire,

Meanwhile there was an influx of photographic activities and businesses
in Upper Burma following its annexation by the Britsh in 1885, Proftssionals
like Felice Beato, as well as amateur photographers, rushed to capture images
of the former royal capital of Mandalay and the surroundings. Beato was one
of the most pralific and entreprencurial colonial photographers in Asia, also
producing souvenirs and curios for foreign visitors.

The rise of tourism at the tarn of the 20th century created commercial
opportunites for photography beyond studio portraic services and sent images
of Burma far and wide. Regular steamship services docked in Rangoon,
bringing with them a steady flow of touriss, Souvenir albums, greeting cards
and posteards began to appear and Indian proprietor A, Ahuja, who opened
his Rangoon operations it 1885, was to find particular success with the latter,
He bought the license to Beato’s work in 1909, which included the work
of photographers Watts & Skeen that Beato had earlier acquired. Inhouse
photography complimented Ahujas extensive archive and a wide range of
tinted postcards produced in Germany.

In the early 1900s Burmese-owned studios began to emerge They were
founded by photographers who had worked for piongering snidios like
Klier, Beato and Ahuja, The transfer of technical knowledge from foreign o
Burmese photographers spread the made to smaller cities around the country
and made it more affordable for the local market. Ahuja also published
a photography manual in Burmese, no doubt contributing to the wids
dissernination of knowledge.

In 1915, U Ohn Maung, a former assistant to DA Ahuja, struck out on
his own with the London Art Studio while "National U P’ studio, owned by




photographer U Pu, was the first Burmese studio in Moulmein.” Interestingly,
the resulting photographs remained stylistically similar to those of foreign-
owned studios. The sole distinguishing feature is often the embassed name in
a corner of the image. Burmese photographers continued to use Western-style
backdrops and props, possibly duc to customer demand and the prevailing
aesthetics of the day.

A number of Japanese-owned studios zlso operated 1 Burma in the early
20th centary, including Fuji Studio and Tokiwa Studio in Mandalay, Nikko
Studio in Toungoo and H.E Rikko in Moulmein. This was possibly part of the
Japanese effort to expand its influence across Asia. The advent of compact filim
cameras in the late 1800k allowed photography to expand globally. The true
impact was to be felt in the late 19205 and 19305 in Burma when. despite the
econamic hardships of the Great Depression, there was a rise in popularity of
portable personal cameras. Businesses grew through supplying cquipment and
develaping phortos for well-to-do locals, expatriates and foreign travelers.

Personal photography was still a costly pursuit but it becarne more
accessible to middle and upper class Burmese. This led to decreased demand
for protessional photography so studios diversified into the sale of curios,
antiques, postcards and souvenir books. They also began ta offer print
developing services o meet growing constuxer demand. At the same time,
trade with Japan was expanding and many Japanese goods were imported into
Buorma, including photographic paper.

Towards WWII and continuing on into the post-independence era
from 1948 untl military takeover i 1962, photography became even more
accessible to the mainstream Burmese. There were also local photographers in
most towns offering both studio portrait services for the post-independence
government identification card.

The 19505 saw a further boost for photography wich the founding of
the Rangoon Fhotographic Society (later renamed the Burma Photographic
Society) in 1950 to share information and improve technical skills.® At
the sarme time some local studios became full-service businesses offering
photography, developrent as well as enlarging and tinting. They also imported
photographic equipment which led to an increased availability This all
comcided with a growing press and expanded opportunitiss for photography,

Post-independence both the government and private sector increasingly
published photographic material. The former to promote the country’s history,
culture and aspirations while business used the mednun for advertising,

A slowdown followed General Ne Win's successful coup in 1962 and his
complete control of the country. Countless private businesses and properties
were nationalised, freedom of rights and speech was restricted and foreigners
along with some upper—class Burmese left the increasingly isolated country.
Photography faced censorship but local studias did operate in a low-key
manner,

The country'’s repeated political upheaval as well as the passage of tme
has enhanced my appreciation of old photographs. A certain amount of
super-sleuthing is involved in interpreting the images as they frequently lack
written descriptions and even the names of the photographers are unknown,
[ have tried to give as much information as possible about the photographs
shown here, including the techniques used and the subjects. Where no
photographer’s name is given, it indicates that he or she is unidentified.

When T first started collscring ! was attracted to iconic shots with
beantifiul compositions by renowned photographers like Beato and Klier
Later the work of amateurs increasingly caught my eyve With the rise of
the personal camera their work was not only more plentiful but also more
personal, candid and ofter: depicred locals, their ways of life and surroundings
free of artifice. You can deduce quite a lot about both the subjects and the
photographer, especially if an entire album is acquired.

Tam also drawn to portraits of people in situ. I lave to look at how they
dressed, their grooming and attive, the way they lived and objects they chose
to surround themselves with. While my personal preference is for this type of
anonymous hfestyle photography, | continue to seek images of landscapes and
monuments to ensure a range of images.

Removed by time and distance from the photographers, we're left with
Just the images. Bach 1s a time capsule. They offer clues to the era and customs
of the day; the social standing of the sitter, clothes and hairstyles that were in
vogue, as well as popular leisure pursuits. Smaller, secondary details ave also
fascinating. For example, a vase and drapery in the background of a studio can
indicate contemporary interior trends and help to date the mage.

A collection of photographs that spans a century also reveals evolutions
w1 technology, fashion and even the relationship between the photographer
and model, Studio portraits of villagers in traditional garb in the late 1800s
show minimal expression. The viewer can only wonder whar the models
were thinking Were they willing participants? Did they understand what che
images were for? Was the photographer able to communicate with them?
Were they in awe or aftaid of the camera, possibly fearing it contained spirits?

After almost five decades of isolation, modernisation has been slow
in Burma, particularly by comparison with neighbouring Thailand. The
February 2021 military coup has onice again stalled the country with
severe repression. The photographs within these pages document the centary
of immense change that preceded 1962 and remind modern viewers of
Burma’ rich past. T am motivated to present this collection to ensure this
record lives on, Outside impressions of the country were limited from the
7055 through until the 90%, at least from my viewpoint across the border in
Thailand. I hope that today’s communication—savyy vouth can continue to
document cheir realices and keep the rest of the world informed.

3 M\m Min-P13 4 McCrae-P 96 5 Birk- P22 5 :‘iu_rg-_lﬁ.zft
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Burma casts a spell over those who know her and compels them to love hey,
and that spell will vemain on me so long as T live.

Beatrix Medford, 1236

Photographs mounted on cabinet cards with holiday greering messages like this were
popular items sold for the festive season by photographic seudios in Burmta at the turn of
the twentieth century. lconic shots (this ane by Felice Beato) capruring slices of local lives
and landscapes offered glimpses of this faraway land to entrance those receiving them on the
other side of the world.






CHAPTER 1

CHANGING TIMES CHANGING FACES

magine experiencing photography for the very first time; posing for
Ithe camers 2nd the wonder of holding a thin sheet of paper with your
image on it. The ubiquity of digital images today makes it difficult to truly
understand the awe and mystique surrounding photography in 1862, Yet
there is still a curlosity for the modern viewer of the portraits shown here.
How did these visual records of bygone days survive and who created them?
Partraiture began long before photography. Paintings, prints and sculptures,
along with other visual arts give modern viewers glimpses of past peoples,
their lives, power and wealth or lack there of When photography was first
invented in the mmd 1800s, the relative imimediacy and ease of tansmission
compared to other media of the time made it a truly powerful tool. However,
carly control of the image was still the preserve of the wealthy, much like art
forms that came before it. This was certanly dhe case 1n Burma.

The photographs of King Thibaw and his court are, undoubtedly, about
image and posterity and today offer a valuable visual record of the royal
court, one that was inaccessible to commoners and foreigners of the day.

[t's curious that despite the strict dynastic codes of the court, the
monarch appears to have embraced this new technology, Was it to record
his wealth and power? One can only 1magine his motivations. 1es not even
clear who took the photographs or how they gained access to this cloistered
warld. Glass negatives were discovered by British troops when they caprared
the Mandalay court in 1885." As French citizens were known to have served
at court and were apparently shown favours by the king in a ploy to counter
the British threat, it's plausible that the phorographers were French.

Other portraits in the book show Burmese noblemen in all their finery
projecting power, pride and even independence, especially in meetngs with
foreign dignitarics. Meanwhile portraits taken of Burmese abroad display the
subjects” remarkable achievernents; an 1860s carte-de-visite of Maung Shaw
Lu, the first Burmese student to study at a university in the United States and
ambassadors on diplomatic missions to Europe in the 1870s.

The century of umages included within these pages begins in 1862 and
features both subjects who commissioned their own portraits to project a
certam image as well as others who may never have seen the final result or
even understood in what they were participating.

This collection of partraits reveals a rich cast of characters within
Burmese society: royalty, an aristocratic class, court entertainers like dancers

and court jesters, military officers and soldiers and tribal minorities. New
‘actors’ tilled these roles as the decades progressed. Burmese rulers who held
the highest ranking in the social strata were replaced by the few Shan royals
who managed to retain their sovereignty under British rule. The power that
officials held in dynastic times was assumed by politicians during the late
colomial era and through the independence era while the modern squivalent
of the court entertainer was the Burmese actress who made it to Hollywood.

Early colonial portrature in Burma recorded the country's rich ethnic
diversity and forms a valuable. cultural record. It shows the people and their
context which, as a textile academic, was my initial reason for collecting
these photographs, The images enabled me to understand different garments
and who wore them. The photographers who undertook such ethnographic
studies were often in the employ of the colonial authorities, Others were
commissioned to document the landscape and built environment in Burma
at the nme. The transmission of these exotic eatly photographic images
abroad, undoubtedly, fueled many orientalist fantasies that can be observed in
the Buropean art and liserature of the era.

At the same time there was a reverse cultural influence with foreign
studio photographers nsing backdrops of Eurepcan forests. green pastures,
arches and columns along with Western furniture. Modcls can be seen in
distinctly Western poses, whether seated on a chair with their face in profile
or reclining elegantly on their side.

Many eady models may never have even seen the photographs they
posed for. The colonial power dynamic between photographers and ethnic
minority subjects in the late 1800s and early 1900s was bound to be different
to that of Burmese photographers and their increasing local patronage when
they began to establish their own studios around 1915. They did, however,
coutinue to apply Western aesthetcs in the choice of poses, props and
backgrounds.

A progression of portraiture can be traced from an ethnographic and
exoticist lens in the late 1800s and early 1900s into ‘self portraiture” in
the early decades of the 20th century. Burmese photographers shared a
common language with their subjecs and an expanding clientele thanis to
the growing middle class in Burmsa. The relationship between the service
provider and customer was surely more even and overall accessibility to

1 Sadan — P:288
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photography increased within Burma through to independence in 1948 and
beyond until 1962 This mirrored whart was happening around the world
thanks to the democratisation of photography by Kodak.

George Fastman, founder of Kodak, transformed photography by creating
transparent fitm rolk in the early 1880s. He followed this with the invention
of a camera that enabled anyone to be a photographer as the company’s first
advertising slogan in 1888 stated, “You press the button and we do the rest”™
Amareurs were liberated from messy and expensive technical constraines and
could make images beyond the studio. More informal photography began to
appear around the world and people took snapshots of their own lives and
surroundings, Established codes of the medium changed. Many amateurs may
never even have known them and freely experimented as did their subjects.
The later portraits in this collection certamnly reflece this relaxation and a
growing informality.

A series of photographs that spans decades allows one to observe
technological changes as well as the aesthetic preferences that waxed and
waned; studio props and painted backdrops, fashion, hairstyles, poses and
facial expressions. The stiff Victorian gazes which met the carera in the lace

2 Finernan - hetpsdfwwwmetmuseymorg/toahhd!
kodkjhd kodkitm

18

1800s changed to more relaxed and confident expressions in later images,
reflecting the mood and relative freedom of the time.

With any photograph itk interesting to note the image within the image
that the photographer or subject or both were trying to project. Some subjects
have incorporated Western clements into their sartorial choices, yet the
overall form of the garments remains tradinonal. Men sport cropped Western
hairseyles, leather belts and shoes while wearing a longyi, length of fabric sewn
into a tube, Meanwhile it was popular for women to use imported fabrics to
create fitametn, or female fongyis.

Surely this hybrid look sigmitied the maintaining of a cultaral identity
in the face of British colonial rule, a form of passive resistance. With the rise
of nationaiism after World War 1 it would have been a clear scatement for
those who were politically active and part of an effort by pro-nationalists to
encourage the use of locally produced cotton rather than imported fabrics.
Fashion was 2 way for people to express their modernity while still being
proud of their identity.

A studio portrait from 1927 shows an unknown Burmese man in a
Western-seyle setting, as used by foreign photographers but continued by
locally owned studios. The mmodel 15 seated In a suii-backed, brocade-covered
chair with a painted backdrop of classical columns, His attire is traditional and
mncludes a male hip wrapper called fawngshey pahse, a fatk pong jacker, and a
kaunghaing headeloth. The Jeather closed shoes are Western yet don’ look out
of place with the ensemble. Traditional attire was aiso encouraged as daily wear
for men and women by successive post -Independence governments and was
worn on the world stage by dignitaries and actors alike.

Some gatments were controversial. Blouses made from translucent
mmported fabric were highly fashionable at the beginning of the 20th century
but became increasingly controversial in the following decades and caused an
uproar amongst conservative political activists and the Buddhist clergy. Even
though modest lace corsets or za bawdi were worn underneath, the sheer fabric
was deemed too revealing and vilgar, not in keeping with waditional values.

Wornen had the last say. however. A photograph in this collection shows
actor Win Min Than wearing a sheer muslin blouse over a za bawli when she
starred opposite Gregary Peck in the 1954 filmn “The Purple Plain’The style
has alse endured in 21st century Myanmar.

Traditional attire in general continues to be worn sveryday in much of
Myanmar. The Burmese identity has stood firm and links the proud nobles in
photographs from the 1860s, 20th century and street fashion today.

The joy of collecting 15 being able to have such an overview as well as
appreciate images individually The people within these photographs may
be long gone, but their lasting legacy is to communicate from a bygone era,
something that they themselves would surely have never been able to imagine
at the dawn of the photographic age.



he subject of court photegraphy m Burma, despite having

received a great deal of interest from academics as well as
collectors and connoisseurs interested in the country, remains
shrouded in mystery. The names of the photographers who
served in the Mandalay palace remain umidentified. Colonel
Willoughby Wallace Hooper (1837-1912}, 2 provost Marshal
of the Burma Expeditionary Porce that went to Mandalay in
November 1885 suggested the French, many of whom served
at court towards the end of the last reign.’ However, more
evidence is needed to prove this hypothesis. The discovery
of a group of glass negatives and some equipment are surely
evidence of photographic activity inside the court. Since then,
quite a few shots of the royal couple have started to emerge
allowing the public to have a glimpse of how the Burmese
king and queen really looked. Early copies of photos were
sold to professional photographers who teadily modified and
wtilized them for commercial purposes.

| 1.1 Burma Last Royal Couple, Enthroned
Circa 18805 / 10 x 14 cm /Mattie Calogreedy (72)4

angThibaw and Queen Suphyz]:;t are resplend{:‘rlt i state l‘egaliﬂ
robes. The King’s robe is called ‘D Yin Daiv Gy’ and the queen’
‘Mahala’. Each robe weighs several kilograms and consists of various
detachable parts, made up of stiffened leather lined with velver,
embellished with profuse embreidery of gold threads, sequins, and
encristed gems. The robes were taken to England ac one point after
the British annexed Burma but were returned after Independence as a
gesture of goodwill.

The couple sit on the lion throne flanked by white wmbrellas.
the important regalia, reserved only for the ruling monarch. The
alternating small statues of page boys (small naked boys holding their
hands high up in a praying positon} and fions are visible at the bottom
of the photo, On the left side of the king, there is a golden betel nut
box in the shape of 2 fintha, 2 mythical bird,

The photo mgy have been taken during one of the state occasions
when the royal couple granted o grand audience. One such occasion
was at the end of Buddhist lent when 41l the princes, tributary rulers,
mittisters, and officers gathered to pay respects, beg for pardon, and
enew their vows of allegiance.

ke provenance of this particular photograph is intriguing, T was
given by King Thibaw to EH. Edgclow, a young Brieish batrister who

served as a go-between for the pension necotitions between the kin 3 P 228 - Sadar, Mandy [2014). The Historical Visual 4 Asimilar phato [in standing post] was faund in the
ean go p' & y & Ecanomy of Photography in Burma, Bijdragen Tot De atbum of Sir Richard Camnac Templz in the British
a e Dritish Government, This means the photograph traveled wath Taal- Land-Fn Yolkenkunde, 76 [2014), 281312 Library's collection, whers Mattie Calogresdy, the the
the ¥ing from Mandalay to Rarnagiri where he lived 1 exile. Eurasian maid of ionor to the queen, was attribuid
as betag the photographer




