CAMERA FEMINA

s«mmm nuﬂmlyw@dnmadnmmm the imaging of
women in early Indian photography, finds Sayandeb Chowdhury.
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Portrast photography, critically speaking, » o much about
the subiect as it m sbout the fgwrares of the subject whowe
jportrast and iy, on whose precinects snd under whose
‘Ihﬁnhunph:tmhhuutd’
phestography, the morr img b
U-ﬁh-hplh:—u-nu&and:uhm
the cumbersome technology and the high costs meant thar
photography was & fretful enterprise, often carrying with i,
umq.mmmdwduhnﬁudumudlm
ks s on the politics of choosing and by
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This ks 5o pew claim. Ceitical histories of photography have

lowsked into these issues time and again but one is provoked to
Hhhmm-whnmmmupﬁn-&:
past. Withous deoube, there is 0o other theme meore

Govindram Oedeyram, S. Hormusjee, P. Mydaliar and Samuel
Bourne, without whom no roster of early photography in
India 1s complete. One should note that the photographs
in the exhibition manage to move beyond the customary
locations of early colonial modemiry, that is Calcurra, Bombay
or Madras, and find subjects as far as Kashmir, Lucknow and
Jaipur. Women open to being ‘exposed’ to the gaze of colonial
w could not have been from ‘respectable’ stations.
So, most of the images are of unknown women, single or in
groups, nauech girks, singers and travelling performers. The
mﬁlnndih:mnidmnmﬂ:whnhiheymﬁmlﬂu
is symy of the : of their public
personas rather than their privare roles as wives, daughters,
mhu.hﬂt};uﬂufomhﬂl[mﬂ.itﬁmmcm
of early col ylu. o ph du:n;mﬁcandy

i the polifics of subject - formation in carly photography
than the body and person of women. Photography of women
m:ﬂhn—uhhbwdmwm_hh
art. First, was early phowgraphy s
J&n&p-.mnhcqpnm-mh?&u
it that m-ﬁnﬂwpw.luﬂaub

ti d thrvugh acts of social and culeural
suppeesaion, was finally made publict In this sense, was the
cimera the cemnasarien of the gaze or the subversion of
it A new cxbubation organised by Tasverr and Vacheron
Constantin, titled Subjers and Spaces: Women in Indian
Phatagraphy, 18505 1950s, which travelled to Mamibai,
Ahmedabad, Delhi and Bangalore and made its concluding
hhalt st Kolkata's Seagull Foundation for the Arts between the
12* and the 22+ of May, provides an occasion to ask these
qarstions all over again,

I fact, one muast further probe the whole inquisition of
ﬂ*-m Karlekar and Christopher Pinncy

have repeatedly p d ot @ intrinsic o the arrival and
ﬁw‘m.llﬁhhﬂﬁl
superimposed on entrenched patriarchy

dhm‘ﬂh-ﬁhmd
colonialism makes early photography of women an extremely
complex sbject. A note on the exhibition under review dwells
on the framing of the female boady - “lingering close-ups,
bathing or set against imaginative, romanticized, Earopean-
inspired landscapes™. Since most of the photographers are
unknown, the historicity of the images and the prehistory

of their figuration remain severely curnailed. Some of the
imnages are ascribed to phatographers — namely, E. Taurines,
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Mhﬂﬂ"" hi fle | tradition
dﬂmﬁnmﬂqm&wmﬂxﬂ"nﬂl?
centunes.

It was only in the late 19* century that women from rich
famillies began accompanying men to the studios, which
mwbqu'ndmd run by Indians. From

k lincage stepping out into the
Uunfuchnahgldmadﬂmqmﬂtnwm
of Gayamn Devi and Princess Rafar Zamani Begum whose

fourths of 3 century. This is the most important message of
this exhibition.

Bt whar ase film posters, film stills and lobby cards doing
in an exhibition of this nansre? This remains unexplained.
These images, which make an entire section of the exhibition,

photography.

Tha Phatotype Company, Bambay. First Lady Cycst. Posteand.
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