
AMERICAN COUNCIL FOR SOUTHERN ASIAN ART 
SYMPOSIUM VIII 

Dear ACSAA Members, 

The Program for the ACSAA Symposium VIII follows, including registration 
forms and hotel information. Please note the cutoff dates for early registration and 
particularly for hotel reservations. Friday sessions will take place at the College of 
Charleston's Lightsey Conference Center, and Saturday and Sunday's meetings will take 
place at the Simons Center for the Arts on the College of Charleston campus. All these are 
less than a block apart. The College is situated in downtown Charleston within the historic 
district. Charleston is a wonderful town to walk in and our program allows time for that. 
Late October is peak tourist season with ideal weather--probably 60s and/or 70s. Expect 
sunshine but bring layers, and a raincoat or umbrella is never a bad idea in Charleston. 

PROGRAM 

Friday morning (9-12, with coffee break): 
Issues of the Colonial Encounter: 
"The Early Art Schools of Colonial South Asia," Deepali Dewan, University of 
Minnesota 
"Along the Water's Edge: The Picturesque Journey Along the Ganga," Romita Ray, Yale 
University 
"Plans for the Indies: Charleston, Bombay and the Rebuilding of London, 1666-1710," 
Diane S. Graham, Hamilton College 
"Colonial Encounters Face to Face: Mutual Appropriations of Portraiture in the Dutch East 
Indies, Kaja M. McGowan, Cornell University 
"Bharat Mata's Children: Displaying Devotion to the Nation," Richard H. Davis, Bard 
College 

Friday afternoon: 
ACSAA Business Meeting (1:30-2:30) 
Session (2:45-5:15, with coffee break): 
Issues of New Perspectives: 
"On Collecting Indian Art," Rick Asher, University of Minnesota 
"The Icon-Attending Twice-born becomes an Outcaste: Aniconism in a Brahmanical 
Context," Joan Cummins, Columbia University 
"The Feminized Sarnath Buddha Image," Robert Brown, UCLA 
"Locating the Buddha: Ajanta's Place in Western India's Rock-Cut Excavations," Lisa 
Owen, University of Texas, Austin 
"The Womb Within Ritual Space: Stone Textiles of a Ninth Century Temple," Mary-
Louise Totten, University of Michigan 

Friday evening: 
All Conference Dinner: 7:15 

Saturday morning (8:30-11:30, with coffee break): 
Issues of New Evidence: 
"An Unpublished Relief from Bhilsa Topes," Kurt Behrendt, Temple University 
"Achieving the pinnacle of the mountain of danaparamita: the places of the Visvantara 
Jataka in Ajanta's Cave 17?" Leela Wood, University of Michigan 



"Chandi Borobudur's Upper Terraces," Hiram W. Woodward, Jr., The Walters Art 
Gallery 
"Scribal Notes in Deccani Painting," John Seyller, The Ohio State University 
"The Artist of 'The Death of `Inyat Khan'," Ellen Smart, Former Curator, Collection of 
Edwin Binney 3rd 

Saturday afternoon (Session 1, 2-4 pm): 
Issues of Relationships: 
"Long Before Vasco: Cross-Cultural Interactions as Reflected in the Satavahana Material 
Culture," Pia Brancaccio 
"Samskaras in scenes from Buddha's Life: from India to Southeast Asia," Anna Maria 
Quagliotto, Instituto Universitario Orientale 
"Narrative Methods of Central Javanese Relief Sculpture and Indian Archetypes," Cecilia 
Levin, Institute of Fine Arts, New York University 
The Ramayana Narrative Panel at Ellora's Kailasanatha Temple," Cathleen Cummings, 
The Ohio State University 
Session 2, 4:30-6:15: 
"An Eye for Style: Artistic Exchanges Among Rajput Courts," Molly Aitken, Columbia 
University 
"The Akbar-Nama," Susan Stronge, Victoria and Albert Museum 
Continuities of Community Patronage: Pilgrimage Temples in Western India," Lawrence 
Babb, Am.hert College, John Cort, Denison University, and Michael Meister, 
University of Pennsylvania 

Saturday evening: 
Reception, Halsey Gallery, Simons Center for the Arts, 6:30-7:30 pm 

Sunday morning (9-noon): 
Issues of Identity: 
"Hidden Treasures, Hidden Gold: 18th and 19th Century Jain Temples of Delhi and 
Jaipur," Catherine B. Asher, University of Minnesota 
The Art of Politics, the Politics of Art: The Jagdish Temple in Udaipur," Jennifer 
Joffe e, University of Minnesota 
"A Sikh Aesthetic? Investigating a definition for Sikh Painting," Robert J. Del Bonta 
"Images for Worship, Entertainment, and Instruction: The Potter-Sculptors of Bengal," 
Susan Bean, Peabody Essex Museum 
"Performance and the Ephemeral Nature of Interactive Art in Bombay/Mumbai," Mary-
Anne Milford-Lutzker, Mills College 
"Polychrome Plaster Images--Visual Henotheism in Contemporary Chennai," Joanna 
Waghorne, University of North Carolina, Chapel Hill 

Looking forward to seeing ya'all here. 
Mary Beth Heston 

 

  

ACCOMMODATIONS 

FRANCIS MARION HOTEL (adjacent to Conference Center) 
387 King Street, Charleston, SC 29403 843/ 792-3391 
$129.00/ night single or double occupancy 

Reservations must be made on or before September 29 in order to guarantee rooms and 
rates. To ensure double occupancy, make your reservation early. 
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;NNIFriday, October 30: THE LIGHTSEY CONFERENCE CENTER 

Friday, October 30, 9 am 
Opening Remarks: Janice Leoshko, President, ACSAA 

Valerie Morris, Dean, School of the Arts, College of 
Charleston 

Session I: 9:15-noon: Issues of the Colonial Encounter  
Chair: Mary Beth Heston, College of Charleston 

Richard H. Davis, Bard College, Bharat Mata's Children: Displaying Devotion to the 
Nation 

Ai° Diane S. Graham, Binghampton University SUNY, Plans for the Indies: Charleston, 
Bombay and the Rebuilding of London, 1666-1710 
Romita Ray, Yale University, Along the Water's Edge: The Picturesque Journey Along 
the Ganga 

coffee break 

Deepali Dewan, University of Minnesota, The Early Art Schools of Colonial South 
Asia 
Kaja M. McGowan, Cornell University, Colonial Encounters Face to Face: Mutual 
Appropriations of Portraiture in the Dutch East Indies 

c 4-MY /hi.ArIZ 	
LUNCH BREAK 

Friday, October 30: THE LIGHTSEY CONFERENCE CENTER 

Session II: 1:30- 4:30 pm: Issues of New Perspectives  
Chair: Doris Srinivasin, Nelson-Atkins Museum of Art 

Rick Asher, University of Minnesota, On Collecting Indian Art 
Joan Cummins, Museum of Fine Arts Boston, The Icon Attending Twice-born 
becomes an Outcaste: Aniconism in a Brahmanical Context 
Robert Brown, University of California, Los Angeles, The Feminized Sarnath Buddha 
Image 

coffee break 

Lisa Owen, University of Texas, Austin, Locating the Buddha: Ajanta's Place in 
Western India's Rock-Cut Excavations 
Mary-Louise Totten, University of Michigan, The Womb Within Ritual Space: Stone 
Textiles of a Ninth Century Temple 

Friday, October 30: THE LIGHTSEY CONFERENCE CENTER 

4:30-5:15 	ACSAA Business Meeting 

Friday, October 30: All Conference Dinner. 7:15 
8 Legare Street (see map in your packets for those who enjoy walking) 
For those desiring transport, first bus will leave the hotel at 6:45 pm 



--Y-   

Saturday, October 31: SIMONS CENTER FOR THE ARTS, ROOM 309 

Satu rday, October 31: 

Session III: 8:30-11:30 am: Issues of New Evidence  
Chair: Amy Poster, Brooklyn Museum 

Kurt Behrendt, Temple University, An Unpublished Relief from Bhilsa Topes 
Leela Wood, University of Michigan, Achieving the pinnacle of the mountain of 
danaparamita: the place of the Visvantara Jataka in Ajanta's Cave 17? 
Hiram W. Woodward, Jr., The Walters Art Gallery, Chandi Borobudur's Upper 
Terraces 

coffee break 

John Seyller, University of Vermont, Scribal Notes in Deccani Painting 
Ellen Smart, Former Curator, Collection of Edwin Binney 3rd, The Artist of 'The 
Death of 'Inyat Khan' 

LUNCH 

Saturday, October 31: SIMONS CENTER FOR THE ARTS, ROOM 309 

Session IV: 2-5:45 pm: Issues of Relationships  
Chair: Dennis Hudson, Smith College 

Anna Maria Quagliotto, Institute Universitario Orientale, Rites de passage in 
Borobudur and Indian antecedents. A Group of Reliefs from the First Terrace with 
Scenes Subsequent to the Birth of the Buddha 
Cecilia Levin, Institute of Fine Arts, New York University, Narrative Methods of 
Central Javanese Relief Sculpture and Indian Archetypes 
Cathleen Cummings, The Ohio State University, The Ramayana Narrative Panel at 
Ellora's Kailasanatha Temple 

coffee break 

Molly Aitken, Columbia University, An Eye for Style: Artistic Exchanges Among Rajput 
Courts 
Susan Stronge, Victoria and Albert Museum, The Akbar-Nama 
Lawrence Babb, Amhert College, John Cort, Denison University, and Michael 
Meister, University of Pennsylvania, Continuities of Community Patronage: 
Pilgrimage Temples in Western India 

Saturday, October 31: 6-7:30 pm 
Reception, Halsey Gallery, Simons Center for the Arts 



Sunday, November 1: SIMONS CENTER FOR THE ARTS, ROOM 309 

Session V: 9-12 am: Issues of Identity 
Chair: Gary Tartakov, Uhiversity of Iowa 

Robert J. Del Bonta, Asian Art Museum of San Francisco, A Sikh Aesthetic? 
Investigating a definition for Sikh Painting 
Jennifer Joffee, University of Minnesota, The Art of Politics, the Politics of Art: The 
Jagdish Temple in Udaipur 
Catherine B. Asher, University of Minnesota, Hidden Treasures, Hidden Gold: 18th 
and 19th Century Jain Temples of Delhi and Jaipur 

coffee break 

Susan S. Bean, Peabody Essex Museum, Images for Worship, Entertainment, and 
Instruction: The Potter-Sculptors of Bengal 
Mary-Anne Milford-Lutzker, Mills College, Performance and the Ephemeral Nature of 
Interactive Art in Bombay/Mumbai 
Joanna Waghorne, University of North Carolina, Chapel Hill, Polychrome Plaster 
Images—Visual Henotheism in Contemporary Chennai 

Closing Remarks 

We wish to thank the following donors for their generous support: 

Dean, School of the Arts, College of Charleston 
Dean, School of Humanities, College of Charleston 

Director, International Education, College of Charleston 
Department of History of Art, College of Charleston 

Special thanks to the following: 

Steve and Julia Ziff 
Nice Levkoff 

Maize-Louise Rubin 
Nancy Smith 

Diane Johnson 
Kathryn Norton 

Mark Sloan 
Judith Sawyer 

Stacy Shaw 
Converse Roberts 
A host of students 
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PAPER ABSTRACTS 



BHARAT MATA'S CHILDREN: 
DISPLAYING DEVOTION TO THE NATION 

Richard H. Davis 
Bard College 

In colonial India, the "imagined" Indian nation-state incarnated herself as the goddess 
Bharat Mata: first in literary form in Bankim Chandra Chatterjee's novel Anandmath,  and soon 
after in visual form through a proliferation of lithographic prints. After a brief spell of post-
Independence rest, she is once again making her presence widely known in India of the 1990s, in 
changing political circumstances. 

In my presentation I plan to examine the iconography of Bharat Mata as it appears in a 
series of twentieth-century god-pictures made for mass distribution. I will be particularly interested 
in several aspects of her embodiment: (1) her physical bearing (and the visual choices that went 
into this way of depicting the goddess), (2) the iconographic elements with which she most 
routinely associates herself; such as the map, the flag, and the globe, and (3) the ways in which she 
incarnates herself in larger compositional unities involving other divine and human figures, and 
how those other figures relate themselves to the goddess. More generally I am concerned with the 
visual strategies through which poster artists sought to portray and engender patriotic feeling 
towards the Indian nation within a colonial setting and in the period immediately after 
Independence. 

Several social historians have recently discussed Bharat Mata and the roles of lithography 
in nationalist politics (Pinney, Freitag, Ramaswamy, Guha-Thalcurta, McKean). This is an area, 
however, where the contributions of art historians and religious historians can be equally 
compelling. 



■ 

American Council for Southern Asian Art 

Symposium VIII 

College of Charleston 

Charleston, SC 29424 

October 30-November I, 1998 
Diane S. Graham 

Graduate Program in the History 

and Theory of Art and 

Architecture 

Binghamton University SUNY 
Binghamton, NY 13902 

Plans for the Indies: Charleston. Bombay and the Rebuilding of London 1666-1710. 

This paper presents a comparative study of the initial planning and foundation of 

two English colonial cities - Charlestown in Carolina and Bombay in Moghul India. The 

incorporation of the Carolina Company took place in Restoration London at the same time 

as the East India Company was assuming the responsibility for the development of 

Bombay. Both the Proprietors of the Carolina venture and the Court of Governors of the 

East India Company availed themselves of the plans proposed for the rebuilding of 

London after the Great Fire destroyed over two-thirds of that city in September, 1666. 

Beginning with a review of the seven plans known to have been produced for the 

purpose, the paper briefly discusses the advantages of the grid layout, as proposed by 

Robert Hooke, over more fashionable Renaissance ideas as represented in the plans drawn 

by Christopher Wren and John Evelyn. A brief outline of the new building code produced 

- at the same time in London is also given, as it greatly affected structures in both colonial 
cities. 

The original layouts of both Charlestown and Bombay are then studied, with 

reference to earlier colonial models relevant to each case, those being Bridgetown 

Barbados in the case of Charlestown and Madras in the case of Bombay. The 

development of the cities until about 1710, as evidenced in contemporary drawings and 

prints, is then outlined. 

Reference is made to several of the people responsible for the planning in London, 

the most important being Anthony Ashley Cooper, Lord Shaftesbury. As a privy 

councillor to Charles II, he had direct access to the London city plans, and as the principal 

proprietor of the Carolina Company, he was the most likely source for suggesting their 

application in planning Charlestown. In addition, Cooper had both political and financial 

ties to the East India Company, and had been instrumental in the acquisition of Bombay 

for England through the dowery of the queen, Catherine of Braganza. 

The conclusion emphasizes the importance of the initial planning for these cities as 

a demonstration that an urban focus was felt by the planners to be essential to the success 

of the colonies as commercial ventures. This is in contrast to many ideas current in 

colonial and post-colonial theory which deal with such cities only as building blocks to 

empire and as the means for the conquest of one people over another. These ideas I view 

as dealing with the situation after the cities were built and not with the actual motivation 

behind their foundation. 



Along the Water's Edge: The Picturesque Journey along the Ganga 

Romita Ray 
Yale University 

Department of the History of Art 

Among all the Indian waterways, the Ganga has supported the longest history of 

cultural contact in the subcontinent. For more than three thousand years since, Hindu, 

Buddhist, Sikh, Islamic and Christian cultures have each expanded in the Ganga Valley, 

and their diverse patterns of language, myth and ritual have mingled to produce multiple 

visions of life and strategies for survival. 

This paper examines late eighteenth and nineteenth-century views of the Ganga 

recorded by British and Indian artists, primarily within the framework of the Picturesque--

an eighteenth-century British landscape aesthetic which was applied to the colonial 

surroundings. For the British traveler, the Gangetic tour was reminiscent of the river 

journeys of the Wye, Severn and Thames, promOted by the English picturesque model. 

The picturesque Gangetic voyage struck yet another important chord--the shaping of a 

sense of national identity and place within the homeland and within colonial spaces. As 

importantly, the Ganga also impinged on the indigenous imagination, inspiring diverse 

communities within the subcontinent to construct their own set of myths and visual 

representations surrounding this waterway. 

Thus, the intersection of native British, Anglo-Indian and native Indian geographies 

and histories, raised a series of questions about place and belonging: Who and what was 

still "British" even if the colonial space was the main playground for articulating one's 

roots in the homeland? As importantly, how did a prominent geographical feature such as 

the "foreign river" affirm a sense of national identity and heritage for Britons stationed at 

home and abroad? Can we find intersections/overlaps between the indigenous colonial 

outlook on the Ganga and the British colonial perspective, and if so, how did these 



approaches impact upon each other? I shall examine these and other questions through 

watercolours, oil-paintings, prints, drawings, and panoramas. 



PROPOSAL for the VIIIth ACSAA Symposium: 
The Early Art Schools of Colonial South Asia 

submitted by Deepali Dewan 

An increasing number of scholars in colonial studies are recognizing that to 

understand properly what is happening in the colony, it is necessary to understand 

happenings in the metropole. The first Indian art schools opened by British officials 

in the mid-nineteenth century have largely entered South Asian art history as 

"unsuccessful" colonial institutions. Instead, my research reveals, they were the 

mediators of much nineteenth-century, Indian visual production. And when they 

did not have a direct hand in its production, they were involved in its collection, 

classification, documentation, and display. In order to understand these processes 

that took place at the art schools, it is necessary to understand the ideological 

concepts that went into forming policy, curriculum, and ultimately production. 

I will focus on the debates surrounding art education in nineteenth-century 

England to understand how they intersected and shaped art education in the colony. 

Woven into my discussion will be an examination of the ways colonialism 

intersects with art education in South Asia. The questions I ask examine the ways in 

which knowledge and ideas were produced in the art schools: what was considered 

worthy to teach? How and why was it taught? What did the teachers and students 

do with the knowledge? What were the various ways that knowledge could be 

understood, modified, challenged? I will argue that the ideological structures for 

the curriculum and policy in colonial art schools were set up by debates on art 

education taking place in England. Their manifestation in the colonial schools 

produced contradiction. These contradictions served to negotiate the boundaries 

between colonizer and colonized and helped legitimate the colonial presence by 

employing particular colonial strategies of rule. 



Department of the History of Art 

Cornell University 
Goldwin Smith 	Ithaca, New York 14853-3201 

The VIIIth ACSAA Symposium 
October 30-November 1,1998 
Colonial Encounter Abstract 

COLONIAL ENCOUNTERS FACE TO FACE: 
MUTUAL APPROPRIATIONS OF PORTRAITURE IN THE DUTCH EAST INDIES 

Dr. Kaja Maria McGowan 
Assistant Professor of Southeast 

Asian Art 
Cornell University 

No portrait of the "mysterious East" more captivated 
Western visual sensibilities than Thilly Weissenborn's photograph 
of a young Balinese dancer, seated in an unusual pose reminiscent 
of Buddhist and Hindu sculptures, and set into the ornate frame 
of a gamelan gong. Composed and photographed by a Dutch woman, 
born in the Indies, this singular image was frequently 
appropriated by Dutch authorities in the 192Os for reproduction 
in their tourist pamphlets, designed to lure travellers to the 
romantic East Indies by showing mystical subjects from exotic 
island cultures tamed by colonialism. 

But what of the props in Weissenborn's photograph that 
resist Dutch scrutiny altogether, revealing the politically 
charged and, no doubt, magically efficacious choices on the part 
of Balinese sensibilities? I am referring here to objects seemingly 
overlooked by the Dutch as signs, perhaps, of Bali's child-like 
adoration for, and willing submission to foreign domination; 
namely, coin rings --at least two, perhaps three-- that adorn the 
dancer's mudra-bound fingers in Weissenborn's portrait. Called 
cincin jinahan, or "money rings," these indigenous appropriations 
of foreign coins (Dutch guilders and British gold sovereigns) 
grace the fingers of many Balinese dancers in photographs from 
the 192Os. 

Drawing on Arjun Appadurai's The Social Life of Things: 
Commodities in Cultural Perspective (1986), this paper examines 
Dutch photographs and Balinese money rings as sites for the 
mutual appropriation of portraiture. Dutch East Indies relations 
transformed the arena in which Balinese could act, and these 
socio-political changes can be seen to register in the manipulation 
of foreign objects. Focusing on the Weissenborn portrait in 
particular, where Dutch and Balinese appropriations of each 
others' portraiture can be discerned, presents a rare opportunity 
to observe colonial encounters, literally, face to face. 



UNIVERSITY OF MINNESOTA 

Twin Cities Campus 	 Department of Art History 

College of Liberal Arts 

On Collecting Indian Art 

107 Jones Hall 
27 Pleasant Street S.E. 
Minneapolis, MN 55455-0121 

612-624-4500 
Far: 612-626-8679 

The paper I propose for the ACSAA Symposium would start with a question, could there be a 
sub-discipline of art history that we might call World Art History, akin to the field of history 
known as World History. I then would explain briefly the notion of World History in order to 
see whether it could apply to our discipline. That I would use as the point of departure for look-
ing at when and how the material that today we call South Asian art became art, that is, some-
thing different, I will argue, from what it was meant to be. Then I will talk about ways in which I 
believe this transformation has impeded, not advanced, our ability to understand South Asian art. 
That is, by forcing it into the discourse of art history, one that functions adequately for consider-
ing much art but not entirely so for South Asian art, I will argue, we limit our ability to under-
stand our material. And thus, no, there can be no World Art History because there is no global 
phenomenon we could call World Art. I promise to stick to 20 minutes and to make the parts of 
this paper flow more smoothly than may appear from this proposal. 

Rick Asher 
asher@maroon.tc.umn.edu  



Joan Cummins, Museum of Fine Arts Boston 
ACSAA Symposium VIII Paper Abstract 

The Icon-attending Twice-Born Becomes an Outcaste: Aniconism 
in a Brahmanical Context 

Several Puranas tell the story of the first Indian Surya 

temple. Established by Krishna's son Samba, the temple 

housed a miraculous icon of Surya. When Samba asked two 

Indian sages to help with the consecration of the icon, they 

refused, saying that such activity required a Brahmana to 

accept offerings on behalf of the god, a dishonest and 

corrupting pursuit. Samba was forced to bring a group of 

Brahmana - like Maga priests from beyond the northwestern 

boundaries of India to attend the image. 

The Samba story parallels the one proposed by early 

twentieth-century European scholars to explain the origin of 

the Buddha image: in both accounts, northwestern foreigners 

facilitate the introduction of icon worship, presumably 

displeasing the local religious establishment while 

accommodating the wishes of less learned devotees. The Samba 

story should not be taken as proof for the old European 

hypothesis, but it does shed light on the nature of anti-

iconic sentiment in the formative years of Puranic Hinduism. 

The story calls into question many of our assumptions 

about early Indic motivations for the creation and use of 

aniconic imagery, because the sages do not denounce the 

figural icon, but rather the greedy priests who attend it. 

The argument targets issues of ritual and social order rather 

than issues of representation. I will argue that our 

traditional understanding of early Indic aniconism has been 

formed by a Judeo-Christian-Muslim mindset and supported by 

such later Indian schools of thought as Advaita Vedanta and 

Mimamsa, when in fact, in a Hindu context at least, aniconism 

was primarily a matter of Vedic conservatism. 



The Feminized Sarnath Buddha Image 

by Robert L. Brown 

I argue that the Buddha image that developed at Sarnath in the 

second half of the fifth century created a new concept of the Buddha 

image, one that is softened, non-aggressive, and feminized. I suggest 

that it is this new conception that found a resonance with Buddhists 

both in India as well as in other Buddhist areas of Asia, specifically 

Southeast Asia, and which resulted in characteristics of the Sarnath 

type of image to be adopted in subsequent imagery. 

First, I show how the new image type developed, its stages, and 

how it differs from other earlier Buddha image types. Second, I 

attempt to identify the changes as being, if not feminine, at least less 

masculine, while cautioning that gender is, indeed, culturally and 

historically determined. And third, I ask what the changes might 

indicate or mean, offering four possibilities. a) a differing spiritual 

content (a reworking of thoughts of Ananda Coomaraswamy et al.); 

b) a concretization of lakshana;  c) a reaction to the current Hindu 

and Jain imagery; and d) a refinement and abstraction indicating a 

less human Buddha (something like Lew Lancaster's "glorified 

rupakaya").  



Lisa Nadine Owen 
7201 Wood Hollow Dr. #352 

Austin, TX 78731 
(512) 418-8311 

Proposal for A.C.S.A.A. Symposium VIII 

Locating the Buddha: Ajanta's Place in Western India's 

Rock-Cut Excavations 

Since its British "discovery" in 1819, Ajanta has been given a privileged place 

among India's Buddhist cave excavations. Not only are its fifth-century C.E. pictorial 

programs the earliest surviving examples of Indian Buddhist painting, but Ajanta also lays 

claim to being the first monastic complex to house large anthropomorphic Buddha images 

inside both its caitya halls and villa-as. Although the incorporation of a Buddha image into 

the monastic residence is an innovative feature at Ajanta, there are some earlier viiretras in 

western India that seem to exhibit similar concerns in regard to housing an "image" for 

worship. These viharas, dating from the second through fourth centuries C.E., are 

however, rarely compared to the fifth-century caves at Ajanta primarily because the "image" 

contained within these monastic residences is a stiipa rather than an anthropomorphic 

Buddha. Even though these "images" are indeed different from the Buddhas at Ajanta-- at 

least in formal terms-- the stiipas are nonetheless similarly housed in the back central cell 

of the viharas. The use of the stupa in these viharas suggests a closer symbolic connection 

between images of the Buddha and stiipas than has usually been thought, at least in terms 

of making his presence manifest. The inclusion of strtpas in these early viharas may 

foreshadow, at least conceptually, the Buddha images in the fifth-century caves at Ajanta. 

If this is indeed the case, then perhaps what is "new" at Ajanta is not the Buddha's 

"presence" but his articulation in human form. 



PAPER PROPOSAL FOR 
AMERICAN COUNCIL FOR SOUTHERN ASIAN ART SYMPOSIUM VIII 

THE WOMB WITHIN RITUAL SPACE: 
STONE TEXTILES OF A NINTH CENTURY TEMPLE 

At the center of Candi Loro Jonggrang, sixteen bas-relief panels [3.5m x 1.2m 

each] of repetitive pattern were carved on the stone walls of the garbhagrha (womb 

chamber) of the Hindu deity Siwa (Shiva). Siwa stands enveloped in a uterine-mandala of 

textiles. The "reading" of the textile motifs, their placement, and hierarchy presented 

delves into what obsessed the textile literati of the time. Although this is the only candi 

interior so permanently and powerfully embellished, several other candi in Central Java 

have representations of textiles carved on outer walls. Precedents of other ephemeral ritual 

accouterments which were routinely transformed to stone ornamentation (such as garlands) 

do exist. Additionally, the lack of soot and certain architectural elements within most candi 

garbhagrha suggest ritual use of textiles within the very essence of the candi's magico-

religious center. 

The Candi Loro Jonggrang surrogate textiles testify to a particularly Javanese 

recasting of Indic canon. These visual tropes for the feminine also "mapped" the temple 

complex and provide a guide for the rediscovery of its ritual use. The paper, part of my 

ongoing dissertation work, illuminates very early evidence of the feminine powers 

necessary for the success of divinities and kings in ninth century Java. 

Mary-Louise Totton 
History of Art 
The University of Michigan 
mltotton@umich.edu  
734669-9075 
Tappan Hall 
Ann Arbor, MI 148109-1357 



Abstract for 1998 ACSAA Symposium 
Kurt Behrendt 
Temple University 
Department of Art History 
10301 Cecil B. Moore Ave. RA 857 
Philadelphia PA 19122-6091 
email Kbehrend@nimbus.ocis.temple.edu  
phone (215) 204-8083 
fax (215) 204-6951 

An Unpublished Relief from the Bhilsa Topes 
While conducting a survey (with Akira Shimada and Pia Brancaccio) in late 1996 

a sculpted vedika upright was found at the site of Andheri . Alexander Cunningham 
makes mention of the two narrative panels on this upright, but it was never drawn or 
photographed. These "new" scenes are stylistically akin to those found on the gateways 
of Sanchi Stupa I and must date to roughly the same time. However, the content and 
organization of these narratives show clear links to later material from Andhra and more 
surprisingly much earlier motifs from Bharhut. 

After a careful examination of the Andheri panels the narratives, I will identify 
reliefs showing parallel iconography and motifs. This paper will argue that the Andheri 
relief must date to a time immediately after the fabrication of the gates of Sanchi Stupa I. 
More significantly, it can be demonstrated that Sanchi was in "artistic" communication 
with the Bharhut in the Ganges basin, as well as with centers in Andhra Pradesh. These 
findings change the way we must interpret the reliefs adorning Sanchi Stupa I, and it is 
my hope that open discussion of this topic might help us to understand the full 
significance of this new data. 



Paper Proposal for ACSCAA SYMPOSIUM VIII 	 Leela Aditi Wood 

Achieving the pinnacle of the mountain of danapiiramita: the place of the 

VHvantara Jataka in Ajanta's Cave 17? 

This paper focuses on the extensive Vis'vantara Jataka as part of the "artistic whole" 

formed by the cave. I have discovered new physical details of this very damaged, 

recently cleaned painting. My minor but vital corrections to Schlingloff's work make 

evident patterning, including four strong formal axes of dnnaparamita. Heading the list 

of six Perfections, diina -- critical for king and sangha -- is also the most important. 

According to Cave 17's praasti, the cave's royal donor has taken the bodhisattva path 

and is well on the path to buddhahood by extensively performing china. 

Like the Buddha's biography and body, Cave 17's jfitakas are a physical embodiment 

or mapping of doctrine. Its ViSvantara Jataka instantiates the doctrines of the 

bodhisattva path, in particular the practice of the paramitas and the point of no return in 

the career of an advanced bodhisattva. A related concern is the represenation of time 

in this jataka, by the end of which Sakyamuni Buddha finally achieves eligibility for 

enlightenment. Appropriately, spatially and pictorially inscribed notions of time in this 

penultimate birth narrative privilege a mode of temporality that is more linear and 

chronological and less circular than those privileged in other Cave 17 narratives. 

Vkvantara's steady upward movement is in contrast to its pendant on the opposite wall, 

the swirling chaotic Sindjala Jataka, a proper narrative style for a siren myth. 

Patterning, iteration and homologization inflect the representation of time here and 

throughout the cave. The Indic tradition privileges these over difference and contrast. 

Thus conceptions of wholeness and unity call for problematization in their historical 

contexts; so do the nature of binaries and their visual representations. Oppositions 

(and their reconciliation) central to this jataka and Buddhism are the related ones of 

palace and forest, emperor and ascetic, worldly power and renunciation. 

Further, homologisation, iteration and patterning are extensively employed within and 

between narratives uniting the cave as a whole. The mechanism for this is the 

deployment of motifs, the most ubiquitous being the bowl, that vital Buddhist signifier. 

This deployment opens a complex dialogue between themes. Bowls, also prolific in 

"decorative" elements, map the narrative theme of puja onto all the other thematic, 

formal, and narrative relationships in the cave as an over-arching framework. 



THE WALTERS ART GALLERY 

Chandi Borobudur's Upper Terraces 

Hiram W. Woodward, Jr. 
The Walters Art Gallery 

Since the publication in 1981 of Barabudur: History and 
Significance of a Buddhist Monument, a number of interpretations of 
Borobudur's terrace system, with its perforated stupas, have been 
proposed. I shall first review these proposals. Then I shall 
explore the extent to which certain passages in the Javanese text 
Sang Hvang Kamahavanikan (now more easily accessible, thanks to the 
English version by Lokesh Chandra) might explain certain features 
of the terraces. 

600 North Charles Street 	Baltimore, Maryland 2 1 20 t .5 I 85 	410.547.9000 	fax: 41 0.783.-Q 69 



John Seyller 
University of Vermont 

Scribal Notes in Deccani Painting 

For more than a decade we have known of the existence of abundant notes from 
painting supervisors to artists on illustrations in many sixteenth-century Mughal 
manuscripts. In most cases, these notes prescribe the subject to be illustrated; in others, 
they name the artists assigned to execute the painting, and set the number of days within 
which the work was to be completed. From these examples we have concluded that 
written instructions were a regular feature of Mughal manuscript production. Such a 
working method may have been a practical necessity for an atelier the size of the Mughal 
workshop, which at this time numbered more than a hundred artists. But was it used in 
smaller painting ateliers elsewhere in India and the Islamic world? 

A dozen newly discovered prescriptive notes on a well-known document of early 
Golkonda painting, a manuscript of the Anwar-i Suhayli in the Victoria and Albert 
Museum, now offer conclusive evidence that this means of conveying information to 
artists was used even in workshops with only a few artists. These inscriptions, which are 
written beneath the painting field, are partially legible to the naked eye, but are more 
fully so with the aid of infra-red radiation. In every instance, they describe the subject to 
be illustrated. By indicating which moment of the episode the artist should depict, these 
notes tie the image closely to the text as it is written and interrupted in the particular 
manuscript, thereby reducing the artist's reliance on the putative painting tradition for 
any given story or text. This is especially significant in texts with ample narrative choices, 
and may be contrasted with an illustrative process known in a few Jain and pre-Mughal 
manuscripts in which thumbnail sketches suffice to indicate the canonical subject. 



The Artist of the Death of `Inayat Khan 

"The Death of Inayat Khan" is one of the great icons of Mughal painting. In 

1618 Jahangir was so fascinated by Inayat Khan's wretched physical state as he slowly 

died from opium and alcohol addiction that he ordered a painting made to record the man's 

condition. The result is a painting that now resides in the Bodleian Library and a drawing 

in the Museum of Fine Arts, Boston. Over the years the painting and the drawing have 

been attributed to a variety of artists without regard to a contemporary inscription on the 

painting giving the artist's name. This paper will discuss the artist's work of this period 

and relate his other signed and attributed paintings to "The Death of Inayat Khan." 

Ellen Smart 

2427 Dulzura Avenue 

San Diego, CA 92104 



Sarpskiras in scenes from Buddha's life: from India to Southeast Asia. 

by Anna Maria Quagliotti 
Dept. of Asian Studies. Istituto Universitario Orientale. Naples. 

Samsk&as or "rites of passage" are well known in the ancient Indian tradition. Apart 
from a brief study written by C. Sivaramamurti in 1955, their representation in 
sculpture seems to have escaped to the attention of scholars of Indian and Southeast 
Asian art. In Buddhist art in particular, saniskEras might be represented in many scenes 
of Buddha's life. I'm not referring only to the main episodes - like The Wedding or The 
Mahaparinirvffp - but also to some "minor scenes" where the presence of "lamps", 
water-jugs, etc. seem to indicate a ritual performance. With the spread of Buddhism and 
the Buddhist texts, these iconographies were brought from India to Southeast Asia, as 
represented in Borobudur and in Pagan. 



Narrative Methods of Central Javanese Relief Sculpture and Indian Archetypes 

Although the Buddhist art of the Central Javanese period (c. 750-930) has 
been evaluated for its connections with textual and stylistic sources emanating from 
the Indian subcontinent, the narrative relief cycles found on the Hindu monuments of 
this culture have not been spotlighted, particularly the Ra-mgyana sequences of Loro 
Jonggrang. When turning to contemporaneous southern India, however, it can be 
discerned that Central Javanese sculptors could potentially draw from a variety of 
cultural sources, including the Panclyas, Early Western Calukyas, Pallavas, and the 
Early Colas. 

These connections expand beyond the parameter of artistic style to the arena 
of narrative methods and compositional formulas. Irrespective of variants in textual 
versions known in these regions, it can be determined that the sculptors of the 
subcontinent had developed their own "language" for relating the epics in pictorial 
terms. These impacted their counterparts in Central Java as they furthered their own 
artistic solutions. 

It is proposed that the visual links and commonalities existing between the 
narrative art of Central Java and that of the Indian subcontinent were the result of 
shared narrative methods, and these represent formulas devised to achieve the 
specific goals of Sanskritic narrative tradition. Support for this hypothesis is 
demonstrated through a comparison between the significant narrative sequences on 
the Hindu temples at Badami, Pattaclakal, Pullamangai, and Kumbakonam and those 
of the Central Javanese temple complex of Loro Jonggrang. 

Cecelia Levin 
Institute of Fine Arts, N.Y.U. 



Cathleen Cummings 
The Ohio State University 
cummings.78aosu.edu  
651 Riverview Drive, #5 
Columbus, OH 43202 

The Ramayana Narrative Panel at Ellora's Kailasanatha Temple 

A sculpted narrative panel which depicts a substantial portion of the Ramayana epic at 
Ellora's Kailasanatha Temple has never been adequately explored. This paper examines the 
treatment of this panel as narrative. Each of the fifty-six scenes illustrated in the panel is 
identified, and the individual episodes and the narrative choices they imply are discussed, along 
with the formal aspects of the panel and its place within the temple's iconographic program. 

The treatment of the narrative can be best understood by considering the distinctions 
between its upper and lower halves. At midpoint a distinct change of sculptural style and 
movement is apparent, accompanied by a different mood and an altered conception of the 
participants in action. This break also signals a change in the focus of the narrative, directed 
now upon the exploits of Hanuman whose role in the panel's latter half supersedes that of Rama 
and is indicative of both Hanuman's deep-seated popularity and his conflation with Siva. At the 
same time, the Ramayana panel was not considered one of the temple's key images, and its 
subsidiary placement at the site implies a subordinate role. 

The presence of the Ramayana panel at the Kailasanatha Temple may be explained in 
part by the inheritance of sculptural models from the temples of the early western Calukyas. At 
such sites as Aihole scenes from the Ramayana were employed as another form of temple icon, 
and at later temples these became narrative in structure and increasingly elaborate, culminating 
in the panel at Ellora. 



121/4-i Ak4- 

An Eye for Style: Artistic Exchanges Among Rajput Courts 

During the eighteenth century, distinctive new painting styles emerged and were codified 
at several courts in Rajasthan. Scholars have tended to study these styles in isolation, but 
I shall argue that it is crucial to examine the exchange of artists and images between 
Rajasthani courts. I am currently attempting to determine what artists and patrons at one 
court (I am focusing on Mewar) knew of the paintings and styles of other courts, and how 
they responded to images from other courts in their own work: did they resist other 
courts' conventions and techniques, imitate them, copy, adapt or transform them? My 
research looks for ways to discuss motivated responses in the place of "influences," a term 
that I believe glosses over artists' reasons for incorporating aspects of other paintings and 
styles in their own work. 

I shall present a case study of exchange that begins with copying and imitation and ends 
with transformation. In the early 1800s, one or several artists (I will suggest Chokha), 
saw and copied a Kishangarh painting of Sukhdev. I shall look at versions he (or they) 
produced of this painting and at his strategic use of the well-known Kishangarh eye in an 
Udaipur palace mural. I shall speculate on the iconographic significance he seems to have 
attached to this eye, and how he may have responded to it in his own work. 



In 1896 the V&A acquired a partial copy of a manuscript of the 
Akbar Nama by Abu'l Fazl, with 116 illustrations which were 
immediately separated from the text. The first critical 
examination of the miniatures was by Henry Beveridge in 1905, who 
recognised the importance of inscriptions attributing the 
paintings to artists of the court of Akbar. Following Beveridge, 
the illustrations were usually dated to c 1590, and the fact that 
Abu'l Fazl was still working on his text until his murder in 1602 
largely ignored. In 1990 this discrepancy was pointed out, and 
it was suggested that the illustrations were slightly earlier 
than 1590 and had been intended for an entirely different history 
of Akbar's reign which has not survived. This paper examines the 
close relation between Abu'l Fazl's text and many of the 
paintings, and suggests a reason why this relationship diminishes 
towards the end of the sequence. 



PROPOSAL FOR 1998 ACSAA 

CONTINUITIES OF COMMUNITY PATRONAGE: 
PILGRIMAGE TEMPLES IN WESTERN INDIA 

Lawrence A. Babb, Amherst College 
John E. Cort, Denison University 
Michael W. Meister, University of Pennsylvania 

We are currently involved in a multi-year collaborative study 
of four temples in three locations in Rajasthan: Sacciya Mata and 
Mahavira in Osian, Dadhimati Mata in Goth-Manglod near Nagaur, and 
Ranchodray in Khed near Balotra. The question we are asking is: 
How do such temples function as socially embedded institutions in 
relation to their communities of users? We have conducted 
preliminary fieldwork in 1996 and 1997; the major fieldwork phase 
will be January-May 1998, when all three of us will be resident in 
Jodhpur. 

The Mahavira temple was founded in the eighth century, and is 
the oldest Jain temple still in worship in western India. The 
importance of this temple has waxed and waned over the centuries, 
but in the latter half of the twentieth century it has emerged as 
an important pilgrimage shrine. The Sacciya Mata temple was also 
founded in the eighth century. The myth of this goddess is 
intimately linked with the Osvals, a primarily Jain merchant caste; 
but our research has revealed that it is important for other castes 
as well. The Dadhimati Mata temple is associated primarily with 
the Dahima Brahmans, and this association can be traced back to a 
temple inscription from 608 C.E. But this temple also is important 
for other castes, especially Jats (and, in medieval times, Dahima 
Rajputs). The Ranchodray temple dates from the ninth century. It 
is the least-studied of these temples, and does not reveal either 
the same specificity of caste patronage or 20th century popularity 
as the other three; in this research it serves as a counter-example 
to help us isolate factors that contribute to successful patronage. 

All four of these temples are of intrinsic art historical and 
archaeological importance. They have all been subjected over time 
to extensive renovations, so that the structures themselves emobody 
a history of patronage. The first three are also intimately linked 
with caste origin myths and hence with religio-social identity. 
These temples involve the study of the three dominant caste 
groupings in western India: Brahmans, Rajputs, and merchants. As 
caste identities in Rajasthan have crystalized in the 20th century, 
these temples have emerged as important symbols of caste identity. 
Thus this study also involves investigating caste history and 
self-understanding. Another issue that has emerged from our 
preliminary study involves the fact that the priests at all four 
temples are Bhojaks or Shakadvipiya Brahmans. Their distinctive 
self-identity, as sun-worshiping Brahmans brought to Jambudvipa 
from the continent of Shakadvipa, provides access to another 
important aspect of continuities of temple patronage in India. 

It is not possible at the moment to do more than indicate the 
above initial parameters of our research. We are confident that 



the results of our fieldwork will be of interest to the 
participants of the ACSAA conference, and further that we will 
benefit greatly from presenting our research in this setting. 
Since there are three of us in the research team, we are requesting 
two back-to-back slots at the ACSAA conference. 



Robert J. Del Bonta. 
Research Associate and Guest Curator 
Asian Art Museum of San Francisco 

A Sikh Aesthetic? Investigating a definition for Sikh painting 

Many different types of painting are placed under the title of Sikh. W.G. Archer's 

work Paintings of the Sikhs included a variety of styles. The title states his point: these 

are paintings of the Sikhs, not Sikh painting. Still other styles were used to depict Sikh 

themes and more tellingly these works were often produced under Sikh patronage. We 

accept many styles under the label "Mughal painting," so can we find a common 

denominator for Sikh? 

In my studies on illustrated manuscripts of the Janam Sakhi texts, texts which tell 

the story of Guru Nanak, I have found that many compositions are related to each other 

regardless of the style in which they are executed. There almost seems to be an original 

illustrated model which inspired artists working on Janam Sakhi texts. Some 

compositions, and even figures themselves, are identical regardless of style, be it Pahari, 

Company School, or Avadhi and they even appear in some modern work. 

Archer ignored religious narrative paintings such as Janam Sakhi illustration in his 

study, but if we consider the many portraits which he does illustrate, paradigms can be 

established which seem to be almost exclusively Sikh. This includes what appears to be a 

common grouping of figures in circular arrangements and a particular way of depicting 

rulers and Gurus, especially equestrian portraits. Certain compositional devices suggest 

that there was a conscious effort to equate some important rulers, particularly Ranjit 

Singh, with the Gurus themselves. 



The Art of Politics, the Politics of Art: 
The Jagdish Temple in Udaipur 

Jennifer Joffee 
University of Minnesota 

It is traditionally believed that temples were erected for the sole purpose of 

bringing merit to their patrons; however, from the 16th century onward, it became a 

common practice among Rajput kings and princes to commission temples as a way to 

negotiate their positions of power, both with regard to their subjects and to the 

Mughal empire. In this paper I will argue that the Jagdish temple in Udaipur, built in 

1652 by Rana Jagat Singh (1628-52) of the Sisodia Rajput dynasty of Mewar, was just 

such an endeavor. In 1615, after years of intensive battle, the bankrupt Sisodias were 

forced to recognize Mughal sovereignty. Nearly forty years later the imperial treasury 

had improved considerably and Jagat Singh had the means and the motivation to prove 

that the Sisodias, not the Mughals, were the successful, rightful, legitimate rulers of 

Mewar. With the Jagdish temple, I will argue that Jagat Singh made a conscious 

attempt to evoke the Sisodias' "glorious [pre-Mughal] past", especially that of 15th-

century Chitor under Rana Kumbha, and intended this temple as a loose imitation of, 

and/or a counter-statement to, Shah Jahan's Jami Mosque in Delhi, commenced just 

two years earlier. In this way the Jagdish temple both reflected contemporary politics 

and served as a statement of political propaganda. 



Hidden Treasures, Hidden Gold: 
18th and 19th Century Jain Temples of Delhi and Jaipur 

Much scholarship on the Jains tends to treat them in 
isolation or as a Hindu off-shoot, while virtually no work has 
been done on Jain urban temples of the last few centuries. As 
one who has come to think about Jain art and architecture only 
recently, I will ask what a study of Jain urban monuments can 
tell us about South Asian culture in its larger context. I 
will do this by looking at the placement, style and visibility 
of the monuments of three major religious traditions -- Jain, 
in this case almost always Digambara Jain, Hindu and Muslim --
largely in the walled cities of 18th and 19th century Delhi 
and Jaipur. Probing these built environments and their organ-
ization, I believe, can help us understand the complex issue 
of cultural identities in early modern and contemporary north 
India. 

Catherine B. Asher 
University of Minnesota 



Abstract for ACSAA Conference '98 

Images for Worship, Entertainment, and Instruction: 
The Potter-Sculptors of Bengal 

Susan S. Bean 
Peabody Essex Museum 

Outstanding among the regional arts flourishing in India today is the sculpting of clay 
images of gods and goddess for their festivals in Bengal. Although clay arts in Bengal are 
an ancient craft, the prominence of unbaked clay images for worship, and of secular and 
satirical clay statuary for display, seems to be not much more than two hundred years old. 

Sculpted, dressed, and adorned images for worship came to prominence in the late 18th 
century during the reign of Maharaja Krishnachandra of Nadia, an ardent devotee of the 
Goddess in her many forms. During the 19th century the worship of unbaked clay images 
concluding with their immersion in river or pond, grew in popularity and spread well 
beyond its Nadia origins. Other kings and aristocrats patronized the potter-sculptors, as 
did the new-rich of colonial Bengal. Potters also produced simpler images which families 
of modest means could afford to install for their own family pujas. In the early 19th 
century puja associations were formed through which families could pool their resources 
to commission larger, more elaborate images to be installed in public temporary 
mandapa. Simultaneously in the 19th century, the colonial rulers of Bengal found that 
potter-sculptors could produce meticulously crafted naturalistic figurines and statuary 
readily adaptable to the imperial project of representing the "native" subjects of India. 
Subsequently the work of these potter-sculptors was presented at virtually all the major 
international exhibitions of the late 19th century, beginning with London in 1851, where 
it often won awards. During the 19th century potter-sculptors produced for this wide 
range of clientele, from kings and aristocrats, to neighborhood associations, from the 
colonial elite to families of modest means. They created images of Durga, Kali, and 
Saraswati, as well as interpretations of King Lear, George Washington, and lascivious 
Brahmin priests. Today, thousands of clay images of Durga are produced each year for 
the Goddess's festival, and for the amusement of celebrants, mandapa may be adorned 
with dinosaur guardians, and well stocked shops offer souvenirs, like last year's figurines 
of Princess Diana and Mother Teresa. 

My paper will examine the complex interplay between artists and patrons, the religious 
and secular contexts for which clay statuary was commissioned, and the way potter-
sculptors approach(ed) technique and style to create an enormous range of depictions in 
order to fulfill the commissions of a diverse and shifting clientele. My presentation will 
also consider some reasons why this art form has thus far received so little scholarly 
attention—perhaps because its history runs counter to the standard accepted situation of 
arts and crafts in India which have been seen through the biomoral trope of decline, and 
perhaps because as neither fine art, nor folk art. this work has eluded the gaze of art 
history and anthropology. 



Mary-Ann Milford-Lutzker 
Mills College 

PERFORMANCE AND THE EPHEMERAL NATURE OF INTERACTIVE 
ART IN BOMBAY/MUMBAI 

The validity of performance as art was questioned in India when artists first began to 

experiment with this form of visual expression. It was pointed out that India was a living 

performance piece, its daily religious rituals and elaborate traditional ceremonies and 

celebrations were a part of the fabric of life on the South Asian continent. Artists, 

however, persisted because that was missing the point entirely. Performance art is a form 

of social and political commentary/protest engaged in by visual artists who use themselves, 

or choreograph others, to explore hidden territories, unspoken inequities, and the 

submerged conscience. In India as in the West, performance and interactive art has become 

an important form of expression for women, and most particularly for women living and 

working in Bombay/Mumbai. 

In this paper I want to investigate the art of three Bombay artists: Rummana Hussain, 

Nalini Malani and Navjot, each of whom has challenged the mainstream art world with 

their performances and interactive art which directly engages viewers and audiences, yet 

leaves no tangible legacy. Each artist has questioned the role of galleries and their 

commercial interests in promoting 'safe' art, particularly in connection with the rising 

popularity of international auctions in Paris, New York and London. Their art, which is 

socially engaged, draws attention to the communal conflicts, gender issues and political 

hypocrasies that beset India today. Their work which has been highly acclaimed in Great 

Britain, Germany, France and Australia, and therefore legitimized, is finding increasing 

interest and acknowledgment amongst the intellectuals and a few farsighted patrons in 

India. 

By looking at the direction in which Hussain's, Malani's and Navjot's art is moving, I 

want to investigate the validity of performance and interactive art as a medium of visual 

aesthetic expression in India, particularly as it situates it in the international arena. 



Polychrome Plaster 9mages--Visual tlenotheism in Contemporary 
Chennai 

On the newly renovated vimana of the Kolavizhiamman Temple in Mylapore, 
the freshly painted plaster images of Kali display the Goddess riding Shiva's bull and 
even wearing her hair in his style. At another corner, Kali sits on Durga's lion wearing 
a crown of the seven-headed cobra which rightly belongs to Mariamman. Her face is 
transformed into the lion-like visage of Narasimha! Earlier that year, a Ganesa 
Chathurthi celebration was staged with many hundreds of plaster-covered ithages of 
the God. In the very controversial parade, Ganesa encapsulated all other deities taking 
the form of Durga, of Krishna, as well as of his father Shiva. The ultimate act of 
visual hegemony in plaster, however, happened in the small town of Pudukkottai. This 
time the face of the then Chief Minister J. Jayalalitha was quite literally plastered all 
over the town to celebrate the official opening of a water supply project. For this 
event, she appeared as a plaster image of Gangamma at the exact spot where a large 
faucet stood waiting for the magic touch of the lady's hand to let the water flow. 
Workers spent days building a palace of paper and plaster which looked like the Red 
Fort in Delhi to house the event. Throughout the small city, once the capital of a 
Princely State, plaster arches proclaimed the grandeur of her rule. The best was 
Jayalalitha as Isis of the Nile! 

There is nothing new in linking political figures with deities in the form of art. 
The lovely bronze image of Sembiyan Mahadevi, the great Chola queen ,was mistaken 
for Parvati in the Freer Gallery for years. And there is equally nothing new in 
attributing characteristics of many deities to one. In the 1890s, the Sanskrit scholar F. 
Max Milner coined a term "henotheism" to describe the same tendency in the Vedic 
hymns. In contemporary Chennai, artists create this visual cross-referencing, neither in 
bronze nor in poetic words. Much of this visual play in plaster comes from the same 
hands that create the movie sets in this major center for Indian cinema. J. Jayalalitha, 
once the leader lady of the previous Chief Minister M. G. Ramachandran, knows the 
power of this kind of imagery. Many of the Ganesa images for the Chathurthi 
procession were made by a set designer and the extravaganza in Pudukkottai was 
clearly a stage setting. The plaster images of Kali were, of course, made by a stapati 
but one whose eye was on the silver screen. This paper will explore the implications of 
this form of public art that conflates Gods, Goddesses, cinema stars and politicians. 

Joanne Punzo Waghome 
Department of Religious Studies 
University of North Carolina at Chapel Hill 
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