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12:30 p.m. 
Lunch 
Seminar Room 

(Note: Box lunches are available for those who have pre-purchased.) 

• "Iranian Influence in Seventeenth-Century Thai Art and Architecture," John Listopad, 

Los Angeles County Museum of Art 

• "Coloniality in Kochi: New Research at the Margins of the Colonial City," Rebecca M. Brown, 

St. Mary's College of Maryland 

• XIdentity in Seventeenth-Century Bengal," Pika Ghosh,  University of North Carolina at Chapel Hill 
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Friday, May 12 

8:30 a.m. 
West Entrance of the Philadelphia Museum of Art opens to participants 

Registration and coffee in the West Entrance Hall 

Philadelphia Museum of Art, Van Pelt Auditorium 
9:30 a.m. 
Introductory comments 

Chair: Padma Kaimal, Colgate University, ACSAA President 

9:45 a.m. 
Session 1: Transmission  • 

• "Transmission and Non-Transmission: The Octagonal Temples of Sambor Prei Kuk," Joanna  Williams, 
 University of California at Berkeley 

• "Closer to God in Paradise: The Mughal Tomb and Later Temples in Bengal," Perween Hasan, 

Dhaka University, Bangladesh 

• "Racial Interpretations of Indian Art," Gary Michael Tartakov, Iowa State University 

11:00 a.m. 
Break 

11:15 a.m. 
Session 2: Multiculturalism  • 

Philadelphia Museum of Art, Van Pelt Auditorium 
Chair: Michael W. Meister, University of Pennsylvania 

X710 241CLza. 
Session 3: Narration  • 

• "The Programmatic Nature of Narration in Seventeenth- and Eighteenth-Century Burmese Wallpaintings," 

Alexandra Green, School of Oriental and African Studies, London, England 

• "Puer Mingens: A Gandharan Relief in the Royal Ontario Museum, Toronto," Anna Maria Qualiotti, 

Instituto Universitario Orientale, Naples, Italy 

• "Policing the Monastery: The Iconic Presence of Minor Deities at Buddhist Sites and the Regulation of 

Monastic Behavior," Robert DeCaroli, George Mason University 

3:15 p.m. 

Break 

3:30 p.m. 
Session 4: Transmission  

• "Several Stylistic Types of Buddha Images of Gandhara," Juhyung Rhi, Seoul National University, Korea 

• "Moving In: When Did the Buddha Decide to Reside in the Vakataka Viharas?" Walter Spink, University of Michigan 



5:00 p.m. 

Buses meet at the Museum and leave for the University of Pennsylvania, Van Pelt Library 

(Note: A map of the University campus is included in your information packet, should you choose to take other transportation.) 

5:30 p.m. 

Reception at the Van Pelt Library, 3400 Walnut Street, including the South Asia Reading Room and AIIS Archive 

7:30 p.m. 

All-symposium dinner at the Palladium Restaurant, 3600 Locust Walk 

(Note: The dinner must be pre-purchased for $20) 

Saturday, May 13 

8:30 a.m. 

West Entrance of the Philadelphia Museum of Art opens to participants 

Philadelphia Museum of Art, Van Pelt Auditorium 

Chair: Janice Leoshko, University of Texas, Austin, former ACSAA President 
9:00 a.m. 
Session 5: Iconicity and Narration  • 

• "Transcending Narrative: The Iconization of the Bahubali Image at Sravana Belgola," Robert J. Del Bonta, 

Asian Art Museum of San Francisco 
• "Relic, Narrative, and Devotional Practices as Agents of Iconicity: A Case Study of Swayambhu Mahacaitya in Nepal," 

Dina Bangdel, Western Michigan University 

• "Iconic Status of Non-Art Forms in Nepal," Janice M. Glowski, The Ohio State University 

10:15 a.m. 
Break 

10:30 a.m. 
Session 6: Iconicity 

• "Propylon, Iconicity, and the Visual Definition of the Sharqi Sultanate," Anna Sloan, University of Pennsylvania 
• "Divine Time, All the Time: Temporal Aesthetics in the Worship of Krishna in Vrindaban (U.P.) India," 

Cynthia Packert Atherton, Middlebury College 

11:30 a.m. 
Announcements 	 a'/AYP5.-..3  /67 ,-t-K 
12:00 

Lunch (on your own) and free time to visit the Museum galleries and explore Philadelphia 

3:00 p.m. 
Buses meet at the Museum and the Korman Suites hotel and leave for Temple University 

(Note: A map of Temple is enclosed in your information packet, should you choose to take other transportation.) 

Temple University, Shusterman Hall, 1834 N. Park Avenue 

Chair: Kurt Behrendt, Temple University 

3:45 p.m. 
Session 7: Iconicity and Iconography  • 

• "The Dance of Nilanjana and the Early Development of Jina Icons," Sonya Rhie Quintanilla, Harvard University 
• "Digambar Jain Attitudes Toward Temples and Temple Images," John E. Cort, Denison University 
• "Iconicity and the Aniconic' Art of India," Susan L. Huntington, The Ohio State University 

5:00 p.m. 
Break 



5:15 p.m. 

Session  8: Iconicity and Ethno-Art History • 
• "Matter, Mind, and Spirit: A Study of Tribal Chhau Dance Masks," Preeti Sahota, Apeejay College of Fine Arts, 

Jalandhar, India 

• "Hindu Images in Worship," Stephen Huyler, Camden, Maine 

• "The Ethnographic Icon: Folk Sculptures from Bastar and Orissa," Amita Vahora Sarin, Potomac, Maryland 

7:00 p.m. 

Bus back to Korman Suites hotel, with drop off in Center City Philadelphia 

Sunday, May 14 

8:30 a.m. 

West Entrance of the Philadelphia Museum of Art opens to participants 

Philadelphia Museum of Art, Van Pelt Auditorium 
Chair: Darielle Mason, Philadelphia Museum of Art 

8:45 a.m. 

Session 9: Iconicity and Modernity 

• "A Mid-Seventeenth-Century Mughal Painting of Jahanara Begum," Ellen Smart, San Diego, California 
• "Wpkan as Icon in Contemporary Indian Art," Mary-Ann Milford-Lutzker, Mills College 
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10:00 a.m. 

Break 

10:15 a.m. 
Session 10: Multiculturalism  • 

• "The 'Possessed' Body: Possession, Performance, and Representation," Katherine Hacker, 

University of British Columbia 

• "Gauhar Jan Tawaif as Hamlet: 'Dancing Girls,' Nautch Girls,' and 'Actresses' in Indian Picture Postcards, 1900-1920," 

Allan Life, University of North Carolina at Chapel Hill 

• "Siva in the New Millennium: A Hawaiian Temple of South Indian Granite," Samuel K. Parker, 

University of Washington, Tacoma 

11:30 a.m. 

Break 

11:45 a.m. 

Session 11: Transmission  • 
• "Monetary Value and Aesthetic Worth in Indian Paintings,"1?11sylis University of Vermont 

• "Gift-Exchange and the Formalities of Portraiture," Molly Aitken, Columbia University 

• "The Evolution and Refinement of Roman Bath Planning and Design in Mughal India," Naseem A. Banerji, 

Weber State University 

1:00 p.m. 

Concluding remarks 

On the cover: Shiva, Parvati, and Nandi, Northern India, Panjab Hills, Mankot, c. 1725-50, opaque 
watercolor on paper (Stella Kramrisch Collection 1994-148-509) 

•	 
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Molly E. Aitken 

Proposal for the panel on transmission 

Gift-Exchange and the Formalities of Portraiture 

Unpublished records from the Rajasthani courts provide evidence for the gift-exchange of 

paintings among the rulers, nobility, officials and servants of different courts. Gifts were 

used at the Indian courts to confirm political relationships, and their movements closely 

followed directions of allegiance. Depending on the relative ranks of the one giving and 

the one receiving a gift, a gift was called nazar, inam or taqalufaat. The records show 

portraits to have been exchanged as gifts more often than any other type of painting, and 

like gifts generally, they traveled in the paths of loyalty and service. I have found a few 

surprising patterns in their transini.:,510n,11 -:ost importantly that they could symbolically 

convey the presence of the ruler, that portraits were the only type of painting exchanged 

among Rajput rulers as taqalufaat, and that the network of portrait exchange in the 18 th 

 and 19th  centuries all but excluded the Mughal court. Thus, I propose to talk about, first, 

the documentary evidence I have found concerning painting and portrait exchanges 

among the Rajasthani courts, and second, the implications of the portrait's use as a 

diplomatic gift and of the directions portraits traveled, for the genre's stylistic and 

iconographic development in the 18 th  and early 19th  centuries. 



Cynthia Packert Atherton, Middlebury College, Middlebury, Vermont, USA 
ACSAA 2000 Proposal 

Three Weddings and a Love Boat, or What to With an Extra Month at the Radhavallabh 
Temple in Vrindaban (U.P.), India 

Devotional worship of the Hindu god Krishna is organized around a rich series of 
rituals governed by temporal issues. The rituals embody several types of time: hourly, 
daily, lunar, seasonal, festival, mythic, contemporary, and what I call "extra" time. These 
various temporal modes are encoded in the visual arts devoted to the worship of Krishna 
in the temples of Vrindaban; at any given moment, multiple and overlapping layers of 
aesthetically coded time are visible. 

In general, devotees follow Krishna's day through a sequence called the 
ashtayama lila (or literally "eight-time play"); this divides his day into successive three-
hour segments that worshipers are emotionally attuned to and that is encoded in the 
ornamentation of the temple image. Lunar and seasonal changes are celebrated in visually 
distinctive ways and the image is decorated accordingly. Each temple has its own 
calendar, and special festivals (utsays) are held on an ongoing basis—these too have their 
specific iconography. 

This paper will focus on the fascinating aspects of a special "extra" thirteenth 
lunar month (adhik mas—a phenomenon that occurs but once in three years) that 
occurred in May-June 1999. For the month of adhik mas only, the Radhavallabh temple 
has a unique tradition of suspending "normal" time and substituting a temporal free-for-
all in which a year's worth of utsays are collapsed into the space of a month. Such special 
occasions as Holi, normally celebrated in February-March; Sanjhi and Diwali, observed 
in September-October; the wedding of Radha and Krishna, usually observed by the 
temple after Diwali; and the Swing festival, occurring in July-August, all made their 
appearance during adhik mas. So too did a number of other special, seasonally-
appropriate utsays, such as flower bangalas and "love boats"—temporary stage sets 
constructed of flowers and mock fountains and lotus ponds. This month is also special 
because all the extra utsays are sponsored by individual patrons, providing fascinating 
insight into the patronage structure of this particular temple and to the personal and 
private siglificance of ornamentation. How people choose what to sponsor, and what to 
donate toward "their" ustav reveals a myriad of social, religious, and personal 
motivations that considerably enhances our understanding of the dynamic relationship 
between devotion and aesthetics. 



For session on Transmission 

The Evolution and Refinement of Roman Bath Planning and Design 
in Mughal India 

Mughal hamams in the palaces at Fatehpur Sikri, Burhanpur, Agra and Delhi, are 
the result of a long evolutionary process that originated from Roman bathing 
establishments. Beginning in the desert palaces at Ukhaidir and Jausaq al Khaqani which 
are dated to the eighth century, the Islamic tradition of constructing elaborate baths 
continued into the seventeenth and eighteenth centuries in India. 

Constructed at the behest of the early Mughal ruler Akbar, the hamams at 
Fatehpur Sikri are comparatively simple in layout though at least the one built for the 
Emperor has the remains of painted decoration. Those at the other three sites can be 
attributed to the rule of the Emperor Shah Jahan and display the imperial taste for 
opulence, the finest of the three being decorated with pietra-dura and marble. This paper 
will consider the plan and organization of the two early palace hamams in Fatehpur Sikri 
and go on to trace the gradual evolution of hamam layout, decoration and design by 
examining the remains of such establishments in the Burhanpur Fortress, and the Red 
Forts in Agra and Delhi. 

Naseem A. Banerji 

Naseem A. Baizerji (Associate Professor), Department of Visual Arts, Weber State 
University, Ogden, Utah 84403. Phone: (801) 626-7690; home: (801) 476-0773; Fax: 

(801) 626-6976; email: izbaneiji@weberedu  



RELIC, NARRATIVE, AND DEVOTIONAL PRACTICES AS AGENTS OF ICONICITY: A CASE STUDY OF SWAYAMBHU MAHACAITYA IN 
NEPAL 

Dina Bangdel, Western Michigan University 

This paper explores the concept of iconicity as an interplay between embedded symbols and constructed meaning. Using 
Swayambhu Mahacaitya in Nepal as a quintessential example of the stupa as icon, the paper will analyze the relationship of 
the relic and the multivalent meanings constructed through its iconicity. In this paper, I suggest that Svayambhu serves as a 
paradigm for the conception of iconicity in the Buddhist concept. Svayambhu's primier status is further emphasized and 
defined through its association with the cosmogonic myth of the Newar Buddhists of Nepal. In turn, every Newar Buddhist 
monastery is required to have a replica of Svayambhu as the agent generating the sacred space. 

What do these elements means in terms of defining Swayambhu's status as icon? How do the practitioners define the usage 
and symbolism of "icon." I propose that narrative as well as ritual practices association with the stupa serve as agents of 
Svayambhu's iconicity and emphasize its inherent qualities. In other words, the activating agent is the practitioner who 
accords the stupa its status, and hence its multivalent symbolic meaning. The paper thus proposes to understanding the emic 
construction of iconicity as a symbiotic relationship btween the icon and the agent, which in this case are the Newar Buddhist 
practitioners. 



Coloniality in Kochi: New Research at the Margins of the Colonial City 
Rebecca M. Brown 

Kochi never really existed as a colonial city. Unlike Chennai, Calcutta, or 
Mumbai, where their role as Presidency cities and the concentration of East India 
Company economic and governmental elements solidified their status as "colonial 
cities," Kochi had only a British Resident to represent its relationship with Britain's 
colonial empire. Interestingly, the British Residency was not even housed in a 
British building, but in a Dutch structure taken over by the Company. Dutch, 
Portuguese, and British Europeans established themselves within a fabric of older 
Christian and Jewish communities which had developed strong relationships with 
existing Hindu cultures and rulers, creating syncretic architectural forms and 
cultural practices which incorporate local and international elements. Kochi offers 
a site in which there seems to be an excess of cultural interaction, and in the 
eighteenth and nineteenth centuries, this overflow becomes informed by and 
itself informs British colonialism in the subcontinent. With a focus on these 
centuries, this paper examines the architecture of Kochi and its placement within 
the urban fabric of the city. 

Like philosophers who take a problem to its logical extension in order to 
test its applicability, my project is to extend the concepts of colonialism and 
"colonial city" to Kochi in order to see how its syncretic architectural fabric 
challenges our very understanding of what it means to categorize cities, 
architecture, and culture as colonial or colonized. The outcome of this project is 
a reformulation of "colonial"—away from a dualistic, dominated/dominating 
paradigm and toward an understanding of cultural history which acknowledges 
the contingencies, negotiations, and struggles underlying architectural and urban 
forms. In order to do this, I employ a model of power based on power relations 
rather than an object-oriented power inhering in people, cultures, or institutions. 
If one considers the discourse of colonialism as a continually re-negotiated set of 
uneven power relations, in which various institutions, people, and structures 
mutually shape and are shaped by the movements and decisions of others, then 
the malleability and syncretism of colonial urban spaces such as Kochi become 
an integral and important part of that discourse. One can, then, discuss cities 
and architecture not intimately connected to the British as a part of "the 
colonial"—an opening in our study of these issues which comes closer to 
approximating the multitude of interrelations at work on the subcontinent as the 
East India Company economically, culturally, and politically shaped its position 
within this web. 



ACSAA 2000 
PAPER PROPOSAL 

Digambar Jain Attitudes toward Temples and Temple Images 
John E. Cort 

Department of Religion 
Denison University 

This is a rather open-ended paper proposal. From October 
1999 through February 2000 I will be conducting fieldwork in 
Jaipur, Delhi, Karnataka, and M.P. under the auspices of an AIIS 
grant on Digambar Jain attitudes toward and ritual use of temples 
and temple images. This is part of my ongoing research into 
iconoclasm and iconophily in Jainism. At present, I cannot 
predict the specific outcome of the fieldwork, and therefore the 
specific content of my proposed paper. I would like to present 
some of the findings from this fieldwork at the ACSAA Symposium 
IX 

My planned fieldwork has three components. (1) A detailed 
study of the Digambar rituals employed in the worship of images. 
(2) An investigation into the everyday, oral understandings of 
these rituals and images among Digambar practitioners and Jain 
intelligentsia, and into the theological understandings of these 
rituals and images as expressed in the writings, both 
contemporary and historical, of Jain intelligentsia. (3) A study 
of the rituals of the non-image-worshiping Digambars, and of the 
theological, philosophical, and social bases of their critique of 
image worship. 

In North India, the Digambars are divided into two groups: 
the Terdpanthls ("Thirteeners") and Bispanthis ("Twentiers"). In 
terms of temple worship, the Terdpanthis have opposed the use of 
flowers, food, and other animate substances in the ritual, and 
also opposed the worship of goddesses, guardians, and other 
unliberated deities. The Bispanthis accept all of these 
practices. My research, therefore, will involve documenting 
social and intellectual disputes concerning the proper use of 
images between Terdpanthis and Bispanthis earlier in this century 
in North India. 

All of the Digambars in South India are Bispanthis. A 
significant part of this research will consist in a careful 
documenting of the actual temple rituals of both Ter&panthi and 
Bispanthi Jains in both North and South India. In recent years 
there has been extensive discussion within the Terapanthi 
tradition concerning the worship of Jain goddesses and the use of 
fruit and flowers in worship, practices previously opposed by 
Terdpanthi laity and pandits, but advocated by charismatic South 
Indian Bispanthi munis who have been accepted as teachers by many 
North Indian Terapanthi laity. I will, accordingly, be 
documenting these recent disputes within the North Indian 
Terdpanthi community. 

I also plan to conduct fieldwork among the little-studied 
Tdran Svdmi Panth, a small Digambar sect that eschews the use of 
temples and images, and instead focuses ritual activities around 
the scriptures written by the fifteenth-century iconoclastic 



"reformer" Tdran Svdmi. A third pole of my research will 
therefore be to study the iconophilic and iconoclastic arguments 
advanced by the Terdpanthis and BIspanthis on the one hand, and 
the Taran Svamis on the other. 

I cannot at present say which of these areas of disagreement 
and dispute I will choose to discuss in my ACSAA presentation. I 
can guarantee, however, that I will be able to bring to ACSAA 
material fresh from the field. 

My base in India will be: c/o Hotel Megh Niwas, C-9 Sawai 
Jai Singh Highway, Bani Park, Jaipur 302006; 
meghniwas@hotmail.com . If this paper proposal is accepted, I 
request that it not be scheduled for the morning of May 12, as I 
expect to fly in from a conference in Boston on that morning. 



ACSAA Proposal 

Policing the Monastery: The Iconic Presence of Minor Deities at Buddhist Sites 

and the Regulation of Monastic Behavior 

Robert DeCaroli 

Scholars have long known about the presence of images depicting minor deities 

(yaksas, n'azas etc.) at early Buddhist sites but these images are infrequently discussed 

with any specificity in the literature. When images of minor deities are mentioned, they 

are commonly dismissed as reluctant, monastic concessions to popular taste. 

Unfortunately, this oversimplified explanation denies the possibility that these images 

and the beings they represent had an importance to the monastic community itself. By 

rethinking the significance of these images through a careful examination of the Buddhist 

literature a new understanding emerges which greatly expands previous notions about the 

relationship between the samgha and minor deities. 

The literature is full of narrative accounts informing us that these capricious 

supernatural beings were at times confronted by monks and nuns and thereby converted 

into the Buddhist fold as guardians of the faithful. Yet this relationship was not one of 

simple, one-sided dominance. The presence of these spirit-deities within the monastic 

confines seems to have been, at times, a source of concern or even fear for the members 

of the samgha. Records of monastic rituals designed to appease resident spirit-deities 

reinforce our understanding of this anxiety, as do the rather astounding  Vinaya  accounts 

of wayward monks being punished by observant minor deities. Even though these 

monks' transgressions went unnoticed by human eyes, they could not escape the attention 



of semi-divine beings who guard the Buddhist law from threats originating both outside 

the monastery and within. 

To imagine that the members of the samgha would be indifferent to these images, 

which in a very real way signified the presence of the minor deities at the site, would be 

to fail in recognizing that the monks and nuns themselves were products of the society 

that surrounded them. In fact, most members of the samgha seem to have believed deeply 

in the efficacy of the minor deities with whom they shared their homes and to have 

worked at ensuring that their relationships with such beings remained harmonious. 

By re-examining the relationship between the monastic community and minor 

deities, the prominent and prevalent images of supernatural beings, that adorn so many 

Buddhist sites in India (Bharhut, Pitalkhora, Ajanta etc.) begin to take on a new 

importance. They can no longer be seen as simply products of lay desire. Rather, these 

images partake in a complex and reciprocal relationship linking the minor deities the lay 

community and the samgha itself. 



Transcending narrative: 
the Iconization of the Bahubali image 

at Sravana Belgola 

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

One of the most popular images created by the Digambara Jainas is that of 
Bahubali, the son of the first tirthankara, Rsabha. In turn the most famous such image is 
the colossal at Sravana Belgola in Karnataka. I want to investigate just what the image 
fully signifies. Many works of Indian art can be read as iconic images which contain 
references to narrative. At times these references are there merely to identify the image, 
but in some cases the line between narrative and icon is blurred and the image serves a 
double purpose. 

Studying how this image differs from earlier renditions at such sites as Badami 
and Ellora underscores some key differences in iconography and meaning, tied to the 
narrative aspects of the piece. The earlier depictions of Bahubali suggest more narrative, 
but it can be demonstrated that rather than paring down the narrative elements at Sravana 
Belgola and stressing the iconic quality of the image, a much deeper change has occurred. 

The sculpture relates to important doctrinal differences between Digambara and 
Svetambara Jaina traditions concerning moksa or spiritual release. Underscoring these 
differences Bahubali takes on an importance that far outweighs the original identification 
of the image. Rsabha's son was not a tirthankara, but at Sravana Belgola Bahubali 
assumes a primal position. Practices surrounding the installation and the anointing of the 
figure suggest that for the Jainas of Karnataka, Bahubali was linked with his father, the 
first jina, into a syncretic image of pre-eminent importance to the faith. The heterodox 
nature of the image has been ignored, if not completely forgotten, over the years, but a 
study of the Digambara tradition and the inscriptions and practices at the site underscores 
the true significance of this impressive monolith. 



Pika Ghosh 
University of North Carolina, Chapel Hill 
Paper proposal for Panel on Multiculturalism, ACSAA 2000 

IDENTITY IN THE SEVENTEENTH CENTURY 

The Bengali saint Chaitanya's dreams culminated in the Gaudiya Vaishnava 
rediscovery of Radha's favorite spots in the groves of Vrindavan 
during the sixteenth century. The recovery, even recreation, of a 
eternal Vaishnava realm called Braj ensued with Akbar's encouragement and 
significant patronage from his Hindu nobles. What followed in the 
seventeenth century 
was a Gaudiya Vaishnava transformation of Bengal by three young leaders 
despatched by the Goswamis of Vrindavan. This initiative was therefore 
analogous to the Goswamis' own task at Vrindavan at Chaitanya's behest. 
Gaudiya Vaishnava biographies tell us that Srinivas Acharya, the most 
prominent of these missionaries, arrived in Vishnupur, on the western 
fringes of Bengal, moved the local Malla Raja with his passion for 
Krishna, and conquered the hearts of the raja, his court, and his people. 

This long-lasting and fruitful alliance resulted in the emergence of a new 
double-storied temple form with dual axes for Gaudiya Vaishnavism's 
specific ritual requirements. Turning to the mosques that had emphasized 
the regional identity and independent status of the recently deposed 
Bengal Sultanate for several hundred years, this devotional tradition made 
explicit its consonance with the Sufi mystical traditions that had 
permeated the region. In the absence of omnipotent Hindu rulers, the 
rejection of prior temple architecture for the new temples' basic form 
suggests a significant statement about a new allegiance to the political 
ascendancy of Islam in the region. Drawing on the Sultanate's regional 
presence, as expressed through its architecture, the Hindu landholders 
thereby made explicit their own political ambitions as heirs to that 
authority at a time when Mughal fortunes were still somewhat uncertain. 

The originality of this architectural form, declared in the early temples' 
dedicatory inscriptions, thus situated its young patron community in a 
newly reconfigured political system. Its deployment toward the remapping 
of Vrindavan at Vishnupur is one instance of regional coherence and 
alliances across religious boundaries. It testifies to the complexities 
of identity formation experienced throughout the heterogeneous 
Indo-Islamic world. 



Janice M. Glowski 
225 Hayes Hall, 208 N. Oval Mall 
The Ohio State University 
Columbus, Ohio 43210 
Phone: (614) 292-5374 
Email: glowski.1@osu.edu  

Iconic Status of Non-art Forms in Nepal 

Deity emergence into the human realm is a core aspect of religious life in Nepal. With 
few exceptions, deities become visible to devotees by assuming a form—whether 
constructed by artisans or naturally occurring. 

This paper explores the notion of iconicity in Nepal as it relates to the form, or body, that 
a deity might take. Specifically, it will examine the relationship between deities and their 
forms, and the way in which deities appear in the human realm—whether they are self-
arisen or invoked. Disparate forms, such as the human body for the goddess Kumari, 
naturally occurring forms such as the Mahakali pitha outside of Bhaktapur, and crafted 
works made by artisans will be considered. Particular attention will be paid to emic 
understandings of deity manifestation and the terminology used to describe the "body"— 
regardless of the specific form the deity takes. 

An analysis of the important, though frequently misunderstood, distinctions between self-
arisen deities and those invoked into selected forms, suggests a reevaluation of the use of 
the term 'icon' in traditional art historical studies. My research suggests that through an 
emic lens, the notion of iconicity encompasses a broad range of forms, including many 
that previously have been considered insignificant from the iconographic or artistic 
perspective. Specifically, this examination will show that iconicity is not inherently 
limited to specific forms or form-types, but instead depends on the views and practices of 
devotees. 



The programmatic nature of narration in 17th and 18th century Burmese wallpaintings. 

Alexandra Green* 

In Burma, religious buildings are located across the dry zone at the heart of the 
country. Many of these sites at one time contained wallpaintings, primarily of the Jataka 
stories, the Life of the Buddha, and the Previous 28 Buddhas, commissioned by royalty, 
ministers, high ranking officials, and other wealthy members of society. The organization of 
these 17th and 18th century Burmese murals reveals a narrative cohesiveness throughout, 
suggesting that they were painted as a single planned entity within the architectural space. 
The standard organization consists of floral or geometrical designs on the ceiling and around 
the bottom of the narrative sections. The torments of Hell are located just above the floor; the 
Jatakas are above these scenes. The life events of Gotama Buddha are placed above the 
Jatakas, and at the top of the wall are scenes of the previous Buddhas seated in Bhumisparsa 
mudra under the tree of Enlightenment. The arrangement of the murals in such a hierarchical 
structure suggests that the subject matter of the murals functions as a whole. 

The Jataka stories create a path with form and content in a continuous process of 
mimesis; they would not reach their full potential as stories without the 'conclusion' 
constituted directly by the Enlightenment. The completeness of the narrative analysis 
depends upon examining the biographies as a cohesive whole, including images of the 
previous twenty-eight Buddhas. While depictions of the previous Buddhas are not strictly 
narratives in themselves, they perform a referential function for the purpose of the narrative, 
justifying the existence of the narrative, and reminding the viewer of the ultimate goal of 
Enlightenment; as such, they act as a conclusion to each story. The very ubiquitousness of the 
previous Buddhas in the mural paintings is a metaphor for the continual presence of the 
Buddha and enlightenment; each Buddha image metonymically embodies the entire narrative 
within one single moment. The co-existent presence of both the conclusion and the 
beginning of the narrative visually reaffirms the purpose of the narrative. The events depicted 
in the paintings of Jatakas derive their meaning from being configured, either visually, 
verbally, or by implication, with the previous Buddhas and Gotama Buddha. 

Both the hierarchical nature of the murals and the inclusion of a clear narrative closure 
point in the paintings reinforce the programmatic nature of 17th and 18th century Burmese 
murals, revealing the close connection between the paintings and Burmese Buddhist 
soteriological concepts. 

* Ph.D. Student, School of Oriental and African Studies, London 



The 'Possessed' Body: Possession, Performance, and Representation 

Katherine Hacker 
Department of Fine Arts 

• University of British Columbia 

While spirit possession has long been a singularly resonant trope within 
anthropology, it has been treated as a highly marginal ritual practice 
within India. Recently, however, scholars have underscored the more 
pervasive practice of possession in India (Erndl 1993; Dirks 1994). I would 
like to revisit this contemporary phenomenon as a socially and politically 
constituted practice within a particular place and time. The particular 
conceptualization of this paper comes out of a recent engagement with 
anthropological and religious studies materials prompted by my field 
research in Bastar district, Madhya Pradesh in 1999. In Bastar, the mandai 
or annual spring festival is multi-layered, combining commercial fair with 
religious festival. The brasscasters with whom I have worked still market 
their images at this venue. Several villages participate as do their clan 
deities who make their way in procession to the site, typically the open 
public space in front of the host village's shrine. Ritual specialists are 
amongst the contingents from different villages. Sirahas are individuals 
who are habitually 'visited' by local goddesses and, unquestionably, spirit 
possession is the most highly charged ritual event of the festival. The 
possessed male body becomes transformed into that of the goddess. As the 
body shakes involuntarily, the siraha is dressed in long skirt and choli 
visually underscoring this transformation. As drums beat, they then jump 
about, flail themselves with chains, and sit in swings and chairs lined with 
iron spikes. The assembled crowd offers garlands of flowers. As 
anthropoloigst Alfred Gell has remarked, "possession is only a heightened 
and individualized form of transformation that affects the community as a 
whole during festival time" (Gell 1980). I also want to consider how this 
highly charged ritual and social space is an arena for dramatizing or 
negotiating contemporary social and political ruptures within Bastar. In a 
period of increasing government and religious interventions in the name of 
progress and assimilation, Bastar's socio-religious practices are 
contracting and changing amidst conflicting attitudes. Is the 'possessed' 
body aggressively mobilized here to reassert the cultural identity and 
autonomy of this predominately triba• area? Following Comaroff and Dirks, I 
want to situate ritual, belief, symbolism, and representation in a political 
world of hegemony and struggle. 

Abstract for ACSAA 2000: Panel on 'Transmission' 



Category: Transmission 

Title: Closer to God in Paradise: The Mughal Tomb and Later Temples in Bengal 

(Revised) 

Author: Perween Hasan, Professor Department of Islamic History and Culture, 

Dhaka University, and Visiting Professor of Islamic Art, Oberlin College, Ohio, USA. 

The exchange of cultural elements between Hindu and Muslim communities iii 

India began with the early Muslim traders and settlers, long before the Turkish conquest 

in the late 12th  century. The best visual representation of this exchange lies in surviving 

early Muslim architecture, which largely dates from the 13 th  century onwards. Mosques 

are designed to hold large congregations during ritual prayers, and thus differ 

conceptually from Hindu temples where the sanctum is an intimate space reserved only 

for the icon and officiating priest. However, the finished buildings of the newcomers 

blended well with the indigenous architectural tradition. One important mason for this 

continuity was the re-use of older building material in the early Muslim period. Scholars 

of Indo-Muslim architecture have shown that this re-use was generally informed by an 

understanding of the indigenous architectural tradition, so that use of architectural 

members is not always arbitrary. As the same local craftsmen were employed by the 

Muslim patrons, much of the new materials were faithful copies of their predecessors. 

Although funerary architecture such as the Buddhist stupa had been known in 

South Asia from ancient times, the monumental tomb was a new building type that was 

introduced by the Muslims. This paper focuses on material dating from the 17 th,to 19th 

 centuries to show how the eight-chambered Hasht Behisht plan, which inspired the 

magnificent tombs of the Mughals, was eventually adopted for temples as well. This 

continues the process of adaptation of Islamic plans to buildings built for the Hindu 

population such as the Qadam Rasul building of Gaur which became the prototype of 

several late medieval temples. Material dating from the 15 th  century onwards 

demonstrates that from the time when the architecture of the region started to have a 

strong regional identity, mosques in plan and elevation bore a remarkable affinity to 

temples. Both however have a common ancestor, the village hut. This interchange of 



building ideas shows once again that the process of cultural adaptation between Hindus 

and Muslims had been from the earliest times a two-way process. 

2 



ICONICITY AND THE "ANICONIC" ART OF INDIA 

[Program Category: Iconicity] 
Susan L Huntington 

A fundamental issue relating to the concept of "iconicity" in South Asia emerges in the study of the early Buddhist 
art of India. I emphasize the study of the early Buddhist art of India because I believe that it is in the body of scholarship 
surrounding these artistic remains, rather than in the remains themselves, that a problem arises. Specifically, when 
discussing the early Buddhist narrative art, scholars have equated the concept of "iconicity" with what is more properly 
considered anthropomorphism. By implication, all non-figurative imagery in the early Buddhist art has been considered 
aniconic. 

In this paper I propose that iconicity (if the term may be used at all in the Buddhist context) is not related to the 
form—human or other—that a representation takes. Rather, I suggest that "iconicity" is an attributed characteristic that 
is independent of the actual form of the "icon." Iconicity, I argue, involves status, and specifically, implies high status (of the 
icon). Further, iconicity implies a relationship or interactions between the high status "icon" and those for whom it is an 
icon. In other words, to be an icon, something must be treated as an icon. 

Using this model to interpret Buddhist art, I suggest that all human figures—even of the Buddha—represented in 
art are not necessarily iconic in nature. For example, representations showing the Buddha as a participant in narrative 
scenes, such as common in the art of the Bactro-Gandhara region, are not "iconic" even though the Buddha is shown in 
human form. In contrast, I propose that many depictions in the so-called aniconic repertoire of early Buddhist India may be 
"iconic" despite the fact that representations of the Buddha in human form do not occur. An examination of the ritual 
practices depicted in the early Buddhist narrative art at sites like Bharhut and Sanci shows that sacred trees, the stupas 
housing sacred relics, and perhaps other objects serve as icons every bit as much as do human figures in other artistic 
contexts. 

In the end, this paper asks whether terms like iconic and aniconic and related terminology are valuable in the Indic 
Buddhist context. If used at all, such terms must be clarified. Most importantly, the terms iconic and aniconic must not be 
used when anthropomorphic and non-anthropomorphic are intended. Such restrictive—and technically incorrect—use of 
the terms has clouded and continues to cloud discussions about the early Buddhist remains in India. 

Susan L Huntington 
The Ohio State University 
250 University Hall, 230 North Oval Mall 
Columbus OH 43210 

Ph. (614) 292-6031 Fax (614) 292-3656 

Huntington.I Posu.edu  



ICONICITY  
Stephen Huyler 
HINDU IMAGES IN WORSHIP 

I propose a paper discussing the consecration of sacred Hindu objects and the consequent 
upacaras, rituals of preparation and invocation, maintained to appropriately propitiate 
them. I will particularly focus on the evolution of images from remote shrine to major 
temple, from gramadevata to primary deity, and the responding changes in attitudes 
towards and rituals governing the worship of those images. The lecture will be profusely 
illustrated with slides of sacred images, shrines and rituals taken in the field, many of 
which have never before been seen by anyone outside the specific community in which 
they were taken. For example, one series depicts the abhishekhan of a crystal lingam in a 
south Indian royal shrine considered by Hindus to be so powerful that it was believed to 
have been the pivot of the entire kingdom. It was presented in the 7 th  century to the 
Maharajah's forebear by Sankaracharya himself. According to the Maharajah and his 
head priest, previously no one outside the immediate family and family priests has been 
allowed to see this sculpture uncovered in the past thirteen hundred years. Exposure to 
and study of these extremely rare photographs may aid scholars in deeper understanding 
of and appreciation for the meaning and purpose of Hindu imagery. 



Proposal for Paper: ACSAA 2000 

(Panel on "Multiculturalism") 

Allan Life 
Department of English 
University of North Carolina 
Chapel Hill, N.C. 27599-3520 
(arlife@email.tmc.edu ) 

"Gauhar Jan Tawaif as Hamlet: 'Dancing Girls,' Nautch Girls,' and 'Actresses' in 
Indian Picture Postcards, 1900-1920." 

Picture postcards documented and distorted early twentieth-century India, shaping 

perceptions worldwide and, arguably, within India itself. 

Indian women are often portrayed on these cards. Studio portraits of "upper-class" sitters 

were transformed through reproductive processes and captions like "Brahmin Woman" 

and "Hindu Woman," which merged these "private" images with cards of "Coolie Girls" 

and "Water Carriers," posed amid identical staircases, balustrades, and garden seats. And 

while the pictures themselves may transcend these labels, missionary cards portray Indian 

women as infantile, incapable of cooking an edible meal without the guidance of 

memsahibs and their converts. 

In the first decade of the century, however, many cards depict women who are evidently 

"6-Is": dancers and musicians traditionally attached to temples (devaddsrs) and courts 

(ra Ficlffsis). Admittedly, these terms never appear in captions of postcards I have 

examined, though the Islamic designation tawaif is sometimes encountered. In Madras 
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Presidency the "anti-nautch" movement degraded the very name of devadilsr, and it is in 

cards associated with Bombay and with Northern centers like Jaipur and Delhi that such 

women are acknowledged most frequently. 

Some of the women on these cards are not classified by "profession." They are simply 

"Hindu Beauties" or regional "Types." Unlike analogous portrayals from French North 

Africa and British Ceylon, they are seldom associated overtly with titillation let alone 

with prostitution, though the same model who typifies a "Kashmiri Girl" in one card and 

a "Kashmiri Fairy" in another is labelled a "Kashmiri Nautch Girl" in an earlier 

appearance. This may call such "professional" captions into question, yet some of these 

models are documented performers, and these identifications are confirmed by postcard 

portraits of tawaifs printed in Saxony and Bavaria. Featured on several cards is Gauhar 

Jan, India's first "recording star" and a self-publicist reminiscent of Sarah Bernhardt. 

The divine Sarah probably inspired a production of Hamlet at Calcutta's Corinthian 

Theatre starring Gauhar Jan; tableaux from this production appear in commercial 

postcards. Other cards depicting "Miss Gauhar" and such contemporaries as "Miss 

Khurshid of Jaipur" show sitters less intimidated than accustomed "Types" of Indian 

women by Western props and technology — sitters reminiscent in their poise and 

assurance, indeed, of Western celebrities like Madame Sarah Bernhardt and Miss Ellen 

Terry. Combined with other postcards suggesting the power and integrity of Indian 

performance traditions, such images could challenge the very orientalist assumptions that 

they might have been expected to confirm. 



John Listopad 
Assistnat Curator 
South & Southeast Asian Art 
Los Angeles County Museum of Art 
email: johnl@lacma.org  
ACSAA 2000 

Iranian Influence in 17 th  —century Thai Art and Architecture 

The proposed paper will examine Iranian influence on seventeenth-century Thai art and 
architecture. Foreign influence in the Thai Kingdom of Ayutthaya reached its peak 
during the reign of King Narai (r. 1656-88), who exchanged embassies with the courts of 
the Mughal Emperor Aurangzeb (r. 1658-1707), Emperor Kangxi of China (r. 1661-
1722), Shah Sulaiman of Iran (1667-94), and Louis XIV of France (r. 1643-1715). Narai 
invited merchants, soldiers, and craftsmen from all over the world to enter his service, but 
perhaps no other group had as much influence politically, economically, and in defining 
Thai aesthetic tastes as the members of the Iranian expatriate community. Prior to 
ascending the throne Narai frequented the home of the head of the Iranian merchant 
community and experienced firsthand Persian culture. When he staged a coup against his 
uncle to claim the throne, it was the Iranian merchant community who ensured his victory 
through their crucial role in breaching the palace defenses by a ruse during the Muharram 
celebrations. 

Strangely, the Thai chronicles are silent about most of Narai's reign, though 
contemporary Persian and European sources document how Narai employed Iranian 
merchants, mercenaries, architects, and garden designers at this court. At his Lopburi 
palace, an Iranian architect designed the garden pavilion and the Ali Qapu of Shah 
Abbas's palace at Isfahan most likely inspired the audience hall. Iranian architectural 
elements such as ogival arches became part of Thai palace design and an integral part of 
royal domestic architecture. Iranian ogival arches entered Thai Buddhist religious 
architecture as part of the imposing residences built for Buddhist hierarchs by Narai that 
emulated the latest style of court architecture. By 1688, ogival arches had also been 
adapted for use in the image halls of Buddhist temples. 

Persian aesthetics also influenced the development of Thai Buddhist lacquer, mural 
painting, and stucco decoration. The popularity in Iran of painted figural compositions in 
arched niches, such as those in the Ali Qapu, may have also influenced Thai mural 
painting. At the conclusion of the paper, the possible Persian origin of the quintessential 
Thai kranok family of decorative flaming, avian, and foliate motifs will be briefly 
explored. 



Mary-Ann Milford-Lutzker 
Mills College 

ACSAA 2000 
Proposal for Iconicity Category 

WOMAN AS ICON IN CONTEMPORARY INDIAN ART 

Images of women in Indian Art have personified the creative powers of the universe since 

the Indus Valley Period. Painted, carved and modeled images made by anonymous 

artisans have glorified the beauty and fertility of woman on the one hand, and have given 

visual reference to her powers of rage, anger, and power on the other. In the late 

Twentieth Century depictions of the female figure have evolved in significant ways to 

represent more than the stereotypical conventions of the past. In the hands of some 

artists, women artists in particular, the female body has become a metaphor for the 

condition of India. Laid bare upon her body is written the social traumas of these last 

fifty years since Independence--dramatically, explosively and powerfully. 

In my work I am exploring women's visions of themselves through articulation of the 

female body as icon. Their approach is distinct from that of male artists who continue to 

perceive the nude female body as object. It is direct and straightforward with a strong 

sense of purpose. Furthermore it lacks the defensiveness and strident militarism that has 

marked much of feminist art in the West. Indian artists have almost with a single voice 

denied any feminist associations, they see themselves and their artmaking as an integral 

part of the South Asian art scene. This sense of self and confidence has allowed them to 

work with ideas and concepts without inhibition. 



In recent years much attention in the contemporary South Asian art world has been 

focussed on the work of women artists, particularly in the writings of Gyatri Sinha and 

Geeti Sen. In my own work I am interested in investigating why certain artists choose to 

focus on the female body, how they portray it, and their reasons for using it as a symbol, 

whether it is for political protest, social inequities, or urban and communal tensions. 

The artists whose work I am studying include Navjot, Arpana Caur, Kanchan Chander, 

Rekha Rodwittiya, Anupam Sud, Arpita Singh and Gogi Saroj Pal, among others. The 

other side of the coin, however, is represented by the art of such established male artists 

as Manu Parekh, Manjit Bawa, Ravinder Reddy, Tyeb Mehta, Jogen Chowdhury and 

Francis Souza, whose depictions of the female figure are conventional. Of particular 

interest, however, is the work of artists such as Anjolie Ela Menon, whose paintings 

project woman as beautiful victim; and Rumana Hussain, whose installations and 

performance pieces in which she has used her own body, reflect the divisiveness of 

communal strife. The power of the female figure as icon resonates through the work of 

these artists. 

(In the paper that I am proposing, I would concentrate on the work of representative 
artists, as this is part of a larger research project, which would not be possible to cover in 
the twenty minutes allowed for presentations.) 



Siva in the New Millennium: 
A Hawaiian temple of South Indian Granite 

A Paper Proposal for the American Council for Southern Asian Art Symposium IX 
Philadelphia Museum of Art. May 12-14, 2000 

Samuel K. Parker 
University of Washington, Tacoma 

Most of the Hindu temples presently being built outside of India are products of expatriate South 
Asian communities. They typically combine the functions of temple and community center in a 
ferro-concrete structure designed through collaborations of South Indian sthapatis and architects 
academically trained to work in Western styles. An exception to this pattern, both in material form 
and patronage, is currently being built by the leaders of a Saiva Siddhanta monastery located on the 
Hawaiian island of Kauai. There they are constructing the first granite temple to be built in the 
United States, realizing ispiritual vision experienced at the site by the monastery's American-born 
Sat Guru, Sri Sivaya Subramaniasvvamy. It is being carved in Bangalore under the direction of Sri 
Ganapati Sthapati and shipped to Hawaii in pieces for eventual assembly at the site The mulavar 
destined for the sanctum is a six sided, 700 pound svayambhu spatika (crystal) linga from 
Arkansas. 

A Hawaiian Kahuna has participated in rituals establishing the site and the project It is 
being built on, or near, an ancient Hawaiian temple, the fifth of seven located along the Wailua river. 
These form a series linking Mount Waialeale at the center of the island to the beach directly east. 
Monastery publications emphasize the parallels, if not precise identity, between the local Hawaiian 
landscape and its Saivite interpretation. Waialelale = the Hawaiian Kailas, Wailua = their Ganga, 
the seven Heiaus = seven chakras, Kane = Siva, Lono and Ku = his sons, Ganapati and Skanda, and 
so on. 

The temple's founders expect it to emerge as a major place of pilgrimage within a world-
wide (re)awakening of Hindu dharma during the next 1000 years. The material form of this temple 
invokes a complex of semiotic distinctions, including long range/short range, stone/cutai (brick & 
mortar), traditional/modernist, and niskala (subtle)/sakala (physically manifest). These are related to 
discursive efforts made in the monastery's publications to sharpen the distinction of Hindu/non-
Hindu on one hand, and on the other, to erase distinctions that would separate Hindu and Hawaiian, 
or American-born Hindus from Asian-born Hindus, or manifestations of Siva in India from those 
in the West, along the lines of an authentic/unauthentic divide. The construction of this temple can 
thus be seen to resonate with contemporary issues of globalizing Hindu identities as well as ancient 
issues of selfhood and its cultivation. I will . examine how the aesthetics of these natural and 
built landscapes work to naturalize constructed meanings. 



Puer mingens: A Gandharan Relief in the Royal Ontario Museum, Toronto 
Anna Maria Quagliotti 
Dept. of Asian Studies 
Istituto Universitario Orientale 
Piazza San Domenico Maggiore, 12 
Naples 

The Gandharan reliefs depicting the tutelary couple Kubera/Pancika/Vaigravaria/Pharro 
and Hariti/Sri/Ardoksho/Tyche, or whaterver we choose to call them — are indeed many, 
and a considerable porportion, although not all, have them accompanied by children. Of 
this latter category, special attention is merited by a relief in the Royal Ontario Museum 
of Toronto. Among the principal personages in the relief we see, to the right, the goddess 
herself standing with a child in her right arm resting against her side. She faces a male 
figure holding a spear. To his right is a naked young man holding a bag in his right hand. 
Between the tutelary couple a small boy stands in the act of urinating. As iconography 
this is indeed unusual, or rather unique, not only in Gandhara but in all Indian art. Should 
we be looking to the classical world for some explanation? As we shall see, this is in fact 
quite out of the question. It is the Indian world we must look to, and in particular the 
association between urine and the cornucopia, the latter being an attribute not to the Sri in 
the Royal Ontario Museum, but also seen in other images of the tutelary goddess. And 
looking to the Indian world, we must probe its profunditites for some clue as to the 
presence of the Toronto puer mingens, which in any case remains a unicum in the artistic 
production of the Subcontinent. 

In the case of the Gandharan Harifi images, we shall be taking a fresh look at some of the 
datings proposed on historical grounds, namely the smallpox epidemic that swept through 
the Roman Empire from India in 165/166 A.D. This date is taken as the terminus ante 
quem for most of the Gandharan sculptures depicting the goddess. We believe the theory 
needs revising, based as it is on an erroneous interpretation of the Ilarifi from Skarah 
dheri in the State Museum and Art Gallery of Chandigarh as smallpox goddess. Such 
identification — advanced among others by Alfred Foucher in L'art greco-bouddhique du 
Gandhara — rested on the assumption that since Harifi was venerated as smallpox 
goddess in Nepal in the early years of the century, the same must have applied to India in 
the times of antiquity. 



"The Dance of Nilaiijana" and the Early Development of Jina Icons 
Abstract 

Session 7: Iconicity and Iconography 

Dr. Sonya Rhie Quintanilla, Lecturer, University of California at Irvine 
American Council for Southern Asian Art, Symposium IX 

Archaeological evidence has revealed that anthropomorphic representations of Jain tirthankaras 
began to be carved at least as early as the second half of the second century B.C. — over one 
hundred years before the earliest known representations of the Buddha in human form. This 
paper presents an analysis of the earliest, positively identifiable images of Jinas with a view to 
elucidating our apprehension of the unique character of early Jainism in Mathura. This 
investigation of early Jain iconicity also informs the circumstances surrounding the rise of 
anthropomorphic representations of the Buddha in Indian sculpture. 

It is remarkable that many of the early Jina icons are depicted together with images of 
monks belonging to the obscure ardhaphalaka sect of Jainism, which was prevalent only in 
Mathura until about the fourth century A.D. The little we know of their practices implies that the 
ardhaphalakas had unorthodox tendencies, and numerous donative inscriptions recording gifts to 
their monastic establishments confirm their prevalence and prosperity. In my paper I shall present 
the evidence which suggests that this splinter sect may have propelled the implementation or at 
least popularization of anthropomorphic Jina icons in Mathura. 

Scholars including J. E. van Lohuizen-de Leeuw and A. K. Coomaraswamy have intuited 
that anthropomorphic icons of Jinas predated those of Buddhas, but they only were able to cite 
limited evidence. However, recently recovered Jina images dating to the second and first 
centuries B.C. not only confirm their hypothesis, but significantly supplement it with clearer and 
more diverse archaeological data. 

Perhaps most intriguing is a fragmentary relief depicting the rarely encountered scene of 
the last dance of the celestial nymph, Nilaiijana. This event propelled Rsabhanatha to renounce 
his princely life and eventually become the first tirthatikara of our age. About twenty years ago, 
another section of this sculpture was found, and on it are carved two images of the Jina 
Rsabhanatha seated nude in meditation. This relief is datable to the latter half of the second 
century B.C., thereby verifying that anthropomorphic representations of Jinas were carved well 
before the advent of known depictions of the Buddha in human form. 

In sum, my proposed paper will discuss the latest evidence for the early development of 
Jina icons in the context of a multi-sectarian milieu, focusing primarily on Mathura from the 
second century B.C. to the first century A.D. 



Anna Sloan 

Proposal, ACSAA panel on Iconicity: 

Propylon, Iconicity, and the Visual Definition of the Sharqi Sultanate 

A coherent set of monumental architectural profiles rises above the city 
of Jaunpur as if massive stone sculptures. Formulated to serve as portals 
to the grand mosques of the newly independent Sharqi Sultans, the arched 
form framed within two square bastions was labelled a "propylon" by British 
colonial archaeologists, who borrowed the terminology of ancient Egyptian 
gateways. From the colonial era on, the Sharqi propylon has been judged an 
ungainly aberration, primarily because its towering form cloaks the 
mosque's main dome, traditionally considered to be the symbolic focal point 
of mosque architecture. 

Such a critique misinterprets the priorities of the Sharqi mosque by 
denying the importance of the propylon in projecting the Sharqis' identity 
as new rulers. It considers the propylon only as a formal architectural 
mass, and ignores its function as a sign, for which visual qualities carry 
meaning. This paper will describe how the form of the propylon was 
constructed as the primary icon of the Sharqi kingdom. Its visual 
qualities were carefully formulated to express and disseminate the 
character of the new Sharqi state. 

The propylon offers an example of a multivalent icon, for which visual 
form corresponds to meaning on several levels. First, its architectural 
form partakes in the visual potency of several monumental arched gateways, 
including the Persian "iwan," the Arabic "bab," and India's "torana." 
Secondly, its ornamentation connects the propylon stylistically to a 
locally entrenched idiom, marking the Sharqi mosque as a distinct and local 
formulation. Finally, as the propylon was repeated in each new Sharqi 
construction, it developed a correspondence not only with the Sharqi • 
capital of Jaunpur, but also with Sharqi culture and patronage as a whole. 
By replicating the distinctive propylon in mosques on the boundaries of the 
Sharqi kingdom, the dynasty not only marked the territory as their own, but 
they transmitted the qualities of the center to its periphery. 

This paper is embedded in broader questions about the nature of 
"iconicity." For instance, it asks how particularized or multivalent an 
icon may be, and whether "iconicity" rests in the making of a visual form, 
in its reception, or both. The Sharqi propylon is of greatest interest 
however, because it brings a new factor into our conception of iconicity. 
While ornament and style are often seen as void of signification, and are 
rarely included in the discussion of semiotics, the Sharqi propylon 
presents a distinct relationship between "style" and "iconicity." 



A Mid-17th  Century Mughal Painting of Jahanara Begum 

Ellen Smart 

Mughal portraits of men are so exact that the subjects can easily be recognized, 

allowing pictures to be dated from the apparent age of the sitter and events to be identified by 

collating the cast of characters present. Not only are handsome features and gorgeous 

garments precisely portrayed, but subjects are shown aging and sometimes unwell: graying 

hairs, increasing girth, the need for a walking stick, smallpox scars, diseased hands, and the 

like, are to be seen where they occurred. Although Mughal portraits of women also display 

idiosyncratic and precise characteristics, art historians have consistently dismissed women in 

the pictures as mere imaginary women or dancing girls. This misidentification is due not only 

to the female figures never being identified by inscriptions, but also to a lack of knowledge 

about the roles and abilities of the Mughal noblewomen. Failure to recognize the images as 

individuals may also stem from a misunderstanding of the custom of purdah, or seclusion 

from men. This paper discusses the life of Jahanara Begum, the eldest-surviving child of Shah 

Jahan and Mumtaz Mahal, and proposes the identification of her as the subject of a mid-

seventeenth century Mughal painting. 



MOVING IN: 
When did the Buddha decide to reside in the Vakataka viharas? 

The first Vakataka viharas were planned as mere dormitories. It was 
not until almost five years after Ajanta's fifth-century phase was 
inaugurated--by which time 80 of the Vakataka caves were underway--
that the revolutionary idea of adding shrines to the viharas 
developed. This crucial innovation then spread like wildfire through 
all of the Vakataka cave sites. 

Where did this novel and now persistent idea come from? Why were the 
first shrines stupa  shrines, even though Buddha images (probably in 
the chaitya halls as well as in the viharas) soon replaced them. And 
how can we explain the remarkably fast and consistent development, 
which can in fact be defined on a roughly year to year basis, from 
the early centralized conceptions of the late 460s to the very 
different final shrine groupings of hardly more than a decade later? 

Walter Spink (for transmission session) 



Proposal for ACSAA Symposium IX 

Racial Interpretations of Indian Art 

In a pair of articles on the theme of Orientalism I have pointed out that a particular 
problem of India's art history in the past has been practice of racializing its interpretation. 
My proposal is to explore the two sides of this problem: its striking prominence in the 
past, and its hidden continuity in the present. The first half of the presentation will 
explain the degree to which art historians from Fergusson in the mid-nineteenth century 
to Benjamin Rowland in the mid-twentieth quite explicitly explained the art of India in 
racial terms, in order to recognize how important such thinking has been in the historical 
development of the field. I will illustrate this with quotes from Fergusson, Birdwood, 
Marshall, Coomaraswamy, Kramrisch, Rowland and others. 

The first time I spoke on this topic, at an ACSAA Symposium, I was asked why I was 
bringing up such embarrassment, so long after the fact. The point is not to rehash old 
scandals, but to recognize the way in which this particular historiographical root of our 
intellectual endeavor has continued to feed misapprehension in the field today. The 
second part of my presentation will be an exploration of a two or three examples of how 
implicit racial reasoning still continue to inhibit our understanding. I will follow focus on 
reasoning that depicts apsidal temples as Buddhist forms and on arched and domed 
structures as Islamic forms. In each of these cases racial as opposed to cultural reasoning 
confuses our analysis. 

The central theme here is the need to recognize how the past history of our art historical 
practice plays a continuing role in our current practice. If I am not mistaken this proposal 
will fit in the category of Transmission. Though I would be thankful if you would put it 
in which ever is appropriate. 

Gary Michael Tartakov 
Iowa State University 



Proposal for ACSAA 2000 
Joanna Williams 
University of California at Berkeley 

Transmission and Non-Transmission: 
The Octagonal Temples of Sambor Prei Kuk 

Transmission runs in two directions, backward into "sources" and forward into 
the later life of a form. Both might seem to rule out innovation and choice on the part of 
the makers, which is to my mind an unfortunate position, even for parts of the world 
where tradition is valued more than originality. How do we keep all possibilities in play 
and consider both diachronic and synchronic issues without being paralyzed in 
indecision? 

I propose to examine the multiple octagonal temples of Sambor Prei Kuk, the pre-
Angkor site of the 6th  to 8th  centuries. Here M. Benisti would encourage us to look for 
portable Indian models explaining various architectural forms. It was once suggested that 
actual octagonal buildings of India (J. Williams) or China (A. Soper) were equally 
relevant, the means of transmission being verbal, possibly written texts, or even plans. 
All of these views run contrary to current recognition of the non-derivative status of 
Southeast Asian beliefs and objects. 

I wish to argue here that it is more interesting to pursue the meaning of the form, 
which occurs more copiously at Sambor Prei Kuk than at any site of which I know. Why 
the octagon? Is this a distinctive Saiva building type or does Buddhism play a role? 
Such consideration is possible if we look both comprehensively at the details of these 
structures themselves and at other polygonal shrines in the region, contemporaneous and 
later. 
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