
American Council for Southern Asian Art 
Symposium XI 

Program 

May 6-9, 2004 
Salem, Boston, Cambridge 

Thursday Evening, May 6 
6:00-7:30 Bring-a-Problematic-Image-to-Show-and-Discuss, Phillips Library Auditorium, 
Peabody Essex Museum 

Friday Morning, May 7 
8:00-8:30 Registration, Atrium, Peabody Essex Museum 

8:30 Welcome, Morse Auditorium, Peabody Essex Museum 

The Medium of Photography in Nineteenth-Century South Asia 
Chairs: Deepali Dewan and Deborah Hutton 

8:40 Sophie Gordon, 'A Silent Eloquence': Photography in Nineteenth-Century Lucknow 
9:00 Gita V. Pai, The Living Temple as a Space of Ruins: Documentary Photography in 

Nineteenth-Century British India 
9:20 Deborah Hutton, Shooting Power: Photographs of the Hunt 

9:40-50 Break 

9:50 Deepali Dewan, Colonialism and Modernity in Early Photography: The Lansdowne Album 
10:10 Pamela Deuel and Kurt Meyer, The Photography of John Claude White: Kathmandu, 

Sikkim, Bhutan, Tibet (1883-1907) 
10:30 Discussion 

10:50-11:15 Coffee and pastry in the Atrium 

Vietnamese Art and Archaeology of the First Millennium C.E.: New Scholarship 
Chair: Cecelia Levin 
11:15 Trian Nguyen, Dong-Duong Monastery: An Exemplar of the Architecture, Art, and 

Religion of Champa 
11:35 Cecelia Levin, Recasting the Sacred Heroes in Stone: A New Discovery of Sculptural Epic 

Narration from Ancient Champa 
11:55 Tran Ky Phuong, Recently Discovered Objects from Central Vietnam and the Role of 

Buddhist Votive Plaques in Cham Art and Culture 
12:15 Discussion 

12:35-2:00 Lunch on your own (or pre-ordered box lunch in the Atrium) 
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Friday Afternoon, May 7 

Boundaries, Havens, and Home: South Asian Artists in the United States 
Chair: Mary-Ann Milford-Lutzker 
2:00 Rina Banerjee, Tourism—Touring Others, Touring Myself South Asian Artists in the 

Diaspora 
2:20 Siona Benjamin, Finding Home and the Dilemma of Belonging 
2:40 Zarina Hashmi, Unsafe Havens: Maps, Homes, and Itineraries 

3:00-3:10 Break 

3:10 Shahzia Sikander, Issues of Hybridity and Boundaries 
3:30 Annu Palakunnathu Matthew, Who Defines the Other? 
3:50 Discussion 

4:10-4:35 Tea and cookies in the Atrium 

Architecture in Transition 
Chair: Walter Spink 
4:35 Ed Rothfarb, The Chaturbhuj Temple at Orchha 
4:55 Adam Hardy, Temple Architecture in Orissa: Influences and Assimilations 
5:15 Catherine B. Asher, Breaking the Rules: Purdah, Self-Expression and Maji 's Madhav 

Bihariji Temple 
5:35 Mary Beth Coffman-Heston, Mixed Messages in the New Public Travancore: Building the 

Capital 1860-1880 
5:55 Discussion 

6:15 ACSAA Business Meeting, Morse Auditorium 

got 

All-conference dinner, cash bar opens at 7:00, dinner at 7:30, 
Peabody Essex Museum Atrium 



Saturday, May 8 
Boston and Cambridge 

Saturday morning at 8:00 Crystal Transport buses begin boarding at the Hawthorne Hotel; 
8:15 buses leave for the Museum of Fine Arts, Boston. Pre-paid reservations only.  

Saturday Morning 
Museum of Fine Arts (West Wing entrance), Boston 

9:30-9:50 Coffee and pastry, West Wing Galleria 

9:50 Welcome, Remis Auditorium, Museum of Fine Arts 

Deconstructing Early Buddhist Imagery: Sources, Patronage and Audience 
Chair: Pia Brancaccio 	 cx---T-10‘v trtV 
10:00 Chandreyi Basu, 	 in Mathura's 

Buddhist Monasteries, First-Third Centuries C.E. 
10:20 Kurt Behrendt, Threading Buddhist Narratives from Gandhara and the Bodhisattva 

Shakyamuni 
10:40 Pia Brancaccio, The Making of a Life: Re-reading Bharhut Sculpture 

11:00-11:10 Break 

11:10 Nicolas Morrissey, Conjuring an Illusion of the Mahayana: A New Interpretation of a 
Painting from Ajanta 	 NktriA 

11:30 Sonya Quintanilla, On the Buddha's Descent 
11:50 Discussion 

12:10-3:00 Lunch and transportation to Cambridge on your own 

LA-24C/Atiki 

Saturday Afternoon 
Sackler Museum Auditorium (485 Broadway), Harvard University 

3:00 Welcome 

Icons and Texts 
Chair: John Cort 
3:10 Marsha Olson, Whose God? The Good Shepherd Rockery as an Image of the Divine in 

India 
3:30 Susan Stronge, A Throne for the Mughal Emperor 
3:50 R. Byron Breese, 'Cubist' Demons and Voluptuous Maidens: Evil, Illusion and the Self in 

the "War of Mara" Panel of George Keyt's Murals at Gotami Vihara, Sri Lanka 

4:10-4:35 Coffee break 



4:35 Michael Lockwood and A. Vishnu Bhat, Traivikramam: A Dramatic Guide to the 
Trivikrama Panel, Mamallapuram 

4:55 Cathleen Cummings, The Descent of the Ganges at the Virupaksa Temple, Pattadakal 
5:15 Doris M. Srinivasan, Modern Mathura's Dauji' Cult Reveals the Pre-Kushan Personality 

of Krishna's Brother 
5:35 Anu Vedagiri, The Role of Narasimha as a Tantric Deity in Andhra Pradesh 
5:55 Discussion 

6:15-7:15 Wine and cheese in the Sackler Museum lobby 

eil3o 	 Dinner on your own 
91-609pm Crystal Transport buses begin boarding at Harvard University Johnston Gate; 9:45 

buses leave for Salem. Pre-paid reservations only.  

Sunday Morning, May 9 
Morse Auditorium, Peabody Essex Museum 

8:30-9:00 Coffee and pastry in the Atrium 

Use and Misuse of Art and Sites 
Chair: Phillip B. Wagoner 
9:00 Fredrick Asher, Conflicting Claims: Challenging Bodhgaya's Identity 
9:20 Leslie C. Orr, Displacements and Disappearances: Bronzes, Burials, and Bad Times in 

Medieval Tamilnadu 
9:40 Richard Eaton, From Kalyana to Talikota: Culture, Politics, and War in the Deccan, 

1543-56 

10:00-10:15 Break 

10:15 Finbarr Barry Flood, Lingams in Latin: Sex and Censorship in the Translation of Medieval 
South Asian Texts 

10:35 Sujatha Meegama, Shifting Bodies: Postcards of Nautch Girls from Colonial Ceylon 
10:55 Discussion 

11:15-11:30 Break 

C.A.M.E.R.A.: Connoisseurship in the Age of Mechanical and Electronic Reproduction of 
Antiquities 
Chair: Michael Rabe 
11:30 Daniel Ehnbom, On the Politics and Economics of Faking 
11:50 Michael Rabe, Given the Deluge: Building Manu's Ark from Pieces of the True Crossed 

Buddha/Bodhisattva 
12:10 Discussion 

12:30 Lunch on your own (or pre-ordered box lunch in the Atrium) 
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Session 
The Medium of Photography in Nineteenth-Century South Asia 

Chairs: Deepali Dewan and Deborah Hutton 

Sophie Gordon 
A Silent Eloquence ': Photography in Nineteenth-Century Lucknow 
Gita V. Pai 
The Living Temple as a Space of Ruins: Documentary Photography in Nineteenth-Century 
British India 
Deborah Hutton 
Shooting Power: Photographs of the Hunt 
Deepali Dewan 
Colonialism and Modernity in Early Photography: The Lansdowne Album 
Pamela Deuel Meyer and Kurt Meyer 
The Photography of John Claude White: Kathmandu, Sikkim, Bhutan, Tibet (1883-1907) 

In recent years the study of early photography in South Asia has shifted from a mode of data 
collecting to analyses of the expanding archive of images and photographers now identified. 
Anthropologists and historians have joined art historians in investigating South Asian 
photography, producing a new wave of scholarship punctuated by two recent exhibitions at the 
Smithsonian in Washington DC and the Centre for Canadian Architecture in Montreal, both 
accompanied by significant catalogs. This panel seeks to reflect on the current state of the field 
and to probe new avenues of exploration. It uses as a point of departure the theme of 
photography's interaction with other artistic media—painting, sculpture, architecture, and 
decorative arts as well as the art of the book and the practice of exhibit and display, to name a 
few possibilities. Each of these media employed certain historically and culturally contingent 
visual vocabularies that photography appropriated, augmented, modified, and/or subverted. In 
examining photography's relationships with other media, this panel strives to clarify some of the 
ways in which the photographic image functioned during its early history in South Asia. Further, 
it explores visual strategies and vocabularies produced by photography and how these may have 
evolved to convey a range of meanings. In many ways photography in nineteenth-century South 
Asia was a relational medium, meaning that it drew much of its identity from its relationship 
with other media. The lack of sovereign territory for photography, in turn, resulted in it 
profoundly affecting other media, securing for itself a lasting place in South Asia's art history. 



'A Silent Eloquence': Photography in Nineteenth-Century Lucknow 
Sophie Gordon 

Curator, Alkazi Collection 

This paper examines the work of two significant photographers of Lucknow. Ahmad Ali Khan, 
closely connected to the Avadhi royal family, documented the architecture of the city both before 
and after the 1857 Rebellion and made a series of portraits of the Lucknow royal family and the 
European community in 1855-56. Abbas Ali, working almost 20 years later, published a volume 
of 50 architectural photographs, as well as further volumes on the taaluqdars of Avadh and the 
nautch women of Lucknow. In this paper, the photographs will be examined as representations of 
attitudes towards the contested spaces of the city, while situating the work within the complex 
history of cultural exchange that occurred between Lucknow and Europe, with a particular focus 
on Nawabi architecture. 

The Living Temple as a Space of Ruins: 
Documentary Photography in Nineteenth-Century British India 

Gita V. Pai 
Doctoral Candidate, South and Southeast Asian Studies, University of California, Berkeley 

Captain Linnaeus Tripe was an expedition photographer working in British India during the mid-
nineteenth century. As the Official Government Photographer to the Madras Presidency, he 
toured many South Indian temples, and his travel photographs were circulated abroad in 
government-mandated documentary albums. Through manipulation and experimentation of the 
photographic process, Tripe made a living temple look like an archaeological excavation site in 
his architectural photographs. Of further interest is how historian James Fergusson relied on 
Tripe's photographs (several years after they were taken) to draw his etched engravings in his 
book, The History of Indian and Eastern Architecture to reformulate a different reality. This 
paper will discuss the relationship between Tripe and Fergusson, for whom the temple was 
"reconstructed" as an architectural ruin by an imperial-archaeological imagination, and whose 
books served as instruments to relay, reinforce, and realize a political end to the British citizens 
living outside India. 
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Shooting Power: Photographs of the Hunt 
Deborah Hutton 

Visiting Assistant Professor of Asian and Islamic Art, Skidmore College 

Nineteenth-century photographs of the British elite posed with their hunting catch acted, and 
continue to act, as potent symbols of British colonial domination of the Indian land. Photographs 
of Indian princes, similarly posed after a hunt, occupy a more disputable symbolic realm. We can 
read the photographs as vehicles through which the Indian rulers aligned themselves with, and 
within, the new colonial constructs of power. Conversely, we can situate the photographs 
alongside earlier courtly paintings of the hunt, and understand the photos as modernized versions 
of hunting images that have long proclaimed an Indian ruler's control over his own land. These 
two alternatives mirror the larger question of how to situate photography within the long and 
varied history of South Asian art. Is photography fundamentally different than earlier South 
Asian arts, and if so, from where does the difference stem: its historical positionality in terms of 
colonialism or the specificities of its medium? This paper will begin to explore these issues by 
comparing nineteenth-century photographs with earlier paintings of the hunt. 

Colonialism and Modernity in Early South Asian Photography: 
The Lansdowne Album 

Deepali Dewan 
Associate Curator of South Asian Art, Royal Ontario Museum 

Assistant Professor, University of Toronto 

This paper explores one album in the immense body of work by Raja Deen Dayal, one of the 
most well known Indian photographers of the late nineteenth century. The Lansdowne Album 
commemorates the visit of H. E. Lord Lansdowne, Viceroy of India 1888-1894, to the territories 
of H. H. the Nizam of Hyderabad in 1892. It contains photographs ranging from portraits and 
military maneuvers to civic projects, leisure activities, and architectural views. Individually, the 
photographs do not easily fit established modes of colonial visuality. As part of a larger visual 
narrative, they demarcate a specifically British social and political space. Through a visual 
examination of the contents of the album as well as the album itself as a commercial product, this 
paper explores intersections and articulations of colonialism and modernity in early South Asian 
photography. 
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The Photography of John Claude White: 
Kathmandu, Sikkim, Bhutan, Tibet (1883-1907) 

Pamela Deuel Meyer 
Independent Researcher and Writer 

Affiliated with CNAS—Centre for Nepal and Asian Studies, Tribhuvan University, Kathmandu, 
Nepal 

Kurt Meyer 
Independent Researcher, Architect, and Photographer 

Affiliated with CNAS—Centre for Nepal and Asian Studies, Tribhuvan University, Kathmandu, 
Nepal 

John Claude White was a civil engineer by education, a colonial administrator by profession and 
a photographer by vocation. He spent twenty years based in Gangtok, Sikkim as the first British 
political officer overseeing British interests in the Himalayas. Wherever he traveled, he 
photographed the world around him. Mules followed him on the rugged mountain trails, bearing 
his photographic equipment and ensuring that the fragile glass plates survived the long return trip 
south to Calcutta, to be printed by the Johnston and Hoffman photography studio. 

John Falconer, curator of photographs in the British Library's Oriental and India Office 
Collections, has written: "In addition to its documentary importance, White's photographic 
output is probably one of the last, and certainly among the most impressive products of a 
tradition of quasi-amateur photography which had flourished among administrators and military 
personnel in India since 1850s...few other photographers approach White in either technical or 
compositional ability." 
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Session 
Vietnamese Art and Archaeology of the First Millennium C.E.: 

New Scholarship 
Chair: Cecelia Levin 

Trian Nguyen 
Dong-Duong Monastery: An Exemplar of the Architecture, Art, and Religion of Champa 
Cecelia Levin 
Recasting the Sacred Heroes in Stone: A New Discovery of Sculptural Epic Narration from 
Ancient Champa 
Tran Ky Phuong 
Recently Discovered Objects from Central Vietnam and the Role of Buddhist Votive Plaques in 
Cham Art and Culture 

The first millennium C.E. was crucial to Vietnam's cultural development, for during this period 
not only did the region feel the impact of the religious and philosophical systems of the Indian 
subcontinent, but its northernmost regions came under the political and cultural suzerainty of 
China's great empires. This multiple penetration of foreign spheres of influence fused with local 
artistic preferences and idiosyncrasies, ultimately creating an innovative and rich cultural legacy 
that was extraordinarily hybrid in character. The participants in this panel, representing a variety 
of specializations, will explore this multi-faceted diversity by way of new archaeological 
discoveries. This study of ceramics, Buddhist monuments and artifacts, and interrelationships 
between Cham sculptural forms and those of other Hindu kingdoms in South and Southeast Asia, 
dramatically challenges the previous definition of the art and archaeology of this era built 
primarily upon Hindu three-dimensional sculptural masterworks, and proposes new analytical 
approaches. 

Dong-Duong Monastery: 
An Exemplar of the Architecture, Art, and Religion of Champa 

Trian Nguyen 
Assistant Professor of Art and Junior Professor of Asian Studies, Bates College 

Dong-Duong Buddhist Monastery was the most important religious center of the Indrapura 
dynasty of the late ninth and early tenth centuries. The renowned scholar Jean Boisselier 
regarded this complex as one of the most glorious achievements in Cham art and most important 
artistic statements in Southeast Asia. This paper will utilize Dong-Duong Monastery to trace the 
distinguished development of a Cham national artistic character, and demonstrate the creativity 
and inventiveness of its artists, through an examination of a rich variety of artifacts—Hindu and 
Buddhist sculptures, altars, pedestals, bas-reliefs, and tympanums. Moreover, examples of 
architecture, artifacts, and inscriptions from Dong-Duong's original excavation a century ago, in 
combination with recent discoveries from 1978, will address how the Hindu and Buddhist 
religions peacefully co-existed in this region. Lastly, the study will identify the two major 
Buddhist traditions, one introduced from China and the other from Sri Lanka, that were practiced 
simultaneously in Champa during this era. 
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Recasting the Sacred Heroes in Stone: 
A New Discovery of Sculptural Epic Narration from Ancient Champa 

Cecelia Levin 
Independent Scholar and Consultant 

The relief sculpture programs adorning the Hindu and Buddhist temples of Southeast Asia were 
an integral element of these monuments' schema. In addition to enhancing religious credo and 
defining spiritual cosmologies, they often served as multilayered metaphors to express principles 
of worldly authority and aesthetic ideals. In 2001 the foundation bases of three previously 
excavated temples at the tenth to eleventh-century Cham site of Khuong My in Quang Nam 
Province were discovered. Depicted on one of these bases is a significant episode from the 
Sundarakanda book of the Ramayana—the confrontation between Sita and Rawana in the Asoka 
Garden. This theme has defied a visual interpretation among the known sculptural renditions of 
the epic in Southeast Asia. An analysis of this rare example of Cham visual narration, and its 
comparison with contemporaneous examples from Kumbuja and Java, will further an 
understanding of the evolution of Hindu-Buddhist visual cultures in the easternmost regions of 
Southeast Asia during this crucial developmental period. 

Recently Discovered Objects from Central Vietnam 
and the Role of Buddhist Votive Plaques in Cham Art and Culture 

Tran Ky Phuong 
Independent Researcher 

Former Curator, Danang Museum of Cham Sculpture 

Recently a number of terracotta Buddhist votive plaques have been discovered in Central 
Vietnam. Some of these were found in Tra Kieu, the ancient Cham capital as well as the Chau Sa 
Citadel in Quang Ngai Province. Still others were unearthed in the former Tuy Hoa state that was 
established near the Holy Mountain Lingaparvata in the south of the kingdom. These objects can 
all be dated to the same era as the influx of Mahayana Buddhism and provide evidence of the 
Chams' connections to other contemporaneous South Asian kingdoms. This presentation will 
evaluate this corpus of material and propose its relationship to the Buddhist activities of ancient 
Champa. 
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Session 
Boundaries, Havens, and Home: 

South Asian Artists in the United States 
Chair: Mary-Ann Milford-Lutzker 

Provost and Dean of the Faculty, Mills College 

Rina Banerjee 
Tourism—Touring Others, Touring Myself South Asian Artists in the Diaspora 
Siona Benjamin 
Finding Home and the Dilemma of Belonging 
Zarina Hashmi 
Unsafe Havens: Maps, Homes, and Itineraries 
Shahzia Sikander 
Issues of Hybridity and Boundaries 
Annu Palakunnathu Matthew 
Who Defines the Other? 

Bharati Mukherjee, the novelist, strongly opposes the use of hyphenation when discussing her 
identity. She prefers to refer to herself as an American of Bengali-Indian origin rather than 
Indian-American. Identity, in its multivalent manifestations, has been a major concern of artists, 
writers, and intellectuals over the last century—a century that witnessed major social upheavals 
throughout the world. Artists of South Asian origin have shared these concerns and are part of 
the ongoing dialogue. They are embracing all their worlds in a sophisticated critique of their 
inherited and acquired traditions that reveal an extraordinary and complex sense of self, and by 
extension identity. 

Rina Banerjee, Siona Benjamin, Zarina Hashmi, Shahzia Sikhander and Annu 
Palakunnathu Matthew are practicing artists whose work has gained national and international 
respect. Their art has appeared in major exhibitions throughout the world, it is being collected 
by important institutions, and has been critically acclaimed. Each of them is working in spaces 
defined only by the limits of international travel and accessibility; and each addresses a personal 
quest for home, for identity, for belonging, that is universal in our global society. 
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Tourism—Touring Others, Touring Myself: 
South Asian Artists in the Diaspora 

Rina Banerjee 
Artist 

Art Faculty, Bennington College 

The globe promotes the desire for travel. The museum allows us to visit without traveling. 
What is exotic, worldly and cosmopolitan shares the same space. I am eternally looking from the 
outside. As a South Asian I am no longer part of the geography or the people. I am a product 
that's traveled—a sort of souvenir of the colonial past. I too have my souvenirs but they function 
quite differently. I am the "mirror image that sees itself—but feels differently." Tourists and 
museum-goers seek art from exotic places, but perhaps it's a romance with the idea of 
elsewhere—Ping Pong between the foreign and the domestic, between fantasy and reality, 
between heritage and appropriation. 

Finding Home and the Dilemma of Belonging 
Siona Benjamin 

Artist/Painter 
Visiting Assistant Professor, Department of Fine Arts, Trinity College 

In my paintings I raise questions about what and where is "home," while advancing issues of 
identity, immigration, motherhood, and the role of art in social change. Having grown up in a 
predominantly Hindu and Muslim society, having been educated in Catholic and Zoroastrian 
schools, and having been raised Jewish and now living in America, I have always had to reflect 
upon the cultural boundary zones in which I have lived. The feeling I have of never being able 
to set deep roots no matter where I am is unnerving, but on the other hand, there is something 
seductive about the spiritual borderland in which I seem to find myself. 

Issues of Hybridity and Boundaries 
Shahzia Sikander 

Artist 

Narrative is a device to insert the personal into a traditionally thematic space. My work 
expresses antithetical issues concerning historical animosities between India and Pakistan and 
addresses Western stereotypes about women from the third world, but it is always underlined 
with humor. For me art is not a conduit to politics, feminism, or religion. It is a ticket to 
experience. I feel that no matter how transcending, liberating, or empowering an artistic act 
becomes, boundaries always exist; be they financial, cultural, national, religious, political, 
geographical, historical, or psychological. As an artist it is essential for me to understand and 
address such boundaries, if only to break them down, to open up discussions, to raise questions, 
or to articulate their shifting nature. 
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Unsafe Havens: Maps, Homes and Itineraries 
Zarina Hashmi 

Artist 
Adjunct Faculty, New York University 

Having lived in foreign lands most of my adult life, studying maps has become a way to know 
the lay of the land, to navigate my way in cities, and often to measure the distance from home. 
In recent years, the news of ethnic and religious conflicts around the world has brought back 
memories of personal displacements. 

Drawing maps of besieged cities is an attempt on my part to remember and record their 
tragedies. I chose the cities to which I felt a personal connection. Carving the wood blocks, I 
imagined how many times roads were taken to a destination; bridges were crossed on ancient 
rivers. I wondered how the people lived and died, some in their homes or places of work, others 
in designated safe havens or refugee camps. 

Who Defines the Other? 
Annu Palakunnathu Matthew 

Assistant Professor of Art, University of Rhode Island 

My artwork explores definitions of the "other." As an Indian from India, I look at the other 
"Indian" and, in my portfolio An Indian from India, highlight how nineteenth-century 
photographers of Native Americans looked at what they called the primitive natives in a manner 
similar to that of the colonial gaze of the nineteenth-century British photographers in India. In 
this portfolio, I pair images of Native Americans with self-portraits mimicking the older images, 
to challenge the viewer's assumptions about who is the "other." The use of the self-portrait 
mimicking the original Native American image allows me to reverse the gaze to question the 
labels used during the nineteenth century and even today. The work references the colonial 
British ethnographic imagery from India, drawing parallels between the imaging of Indians and 
the imaging of American Indians. In my presentation, I will link my work to nineteenth-century 
British Colonial ethnographic photography in India. 
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Session 
Architecture in Transition 

Chair: Walter Spink 
Professor (Emeritus) of Indian Art, University of Michigan 

Ed Rothfarb 
The Chaturbhuj Temple at Orchha 
Adam Hardy 
Temple Architecture in Orissa: Influences and Assimilations 
Catherine B. Asher 
Breaking the Rules: Purdah, Self-Expression and Maji's Madhav Bihariji Temple 
Mary Beth Coffman-Heston 
Mixed Messages in the New Public Travancore: Building the Capital 1860-1880 

The Chaturbhuj Temple at Orchha 
Ed Rothfarb 

Doctoral Candidate, University of California, Los Angeles 

With its soaring shikaras, broad mass and lofty vaulted interior, the Chaturbhuj Temple at 
Orchha (Madhya Pradesh) diverges so far from traditional North Indian temple design that it has 
been compared to a cathedral and a mosque. Yet, like the handful of temples built by powerful 
Mughal-allied Rajput rulers in the late sixteenth and early seventeenth centuries, the Chaturbhuj 
exists in an architectural category of its own. This synthesis of conservative temple form and 
contemporary Hindustani architecture was completed by Raja Bir Singh Dev Bundela (1605-27) 
a protégé of Jahangir and one of the most powerful and wealthy Rajput kings of his day. This 
paper will look at how the Chaturbhuj, an innovative blend of Bundeli, Rajput and Mughal visual 
ideas, expressed Bir Singh's political and religious identity as Bundela sovereign, Mughal ally 
and patron of a resurgent North Indian Vaishnavite faith. 
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Temple architecture in Rosa: influences and assimilations 
Adam Hardy 

Professor of South Asian Art and Architecture and Director, PRASADA, DeMontfort University 

The paper will look at the architectural composition of Orissan temples between the sixth and 
thirteenth centuries C.E. For a number of temple building traditions elsewhere in India it can be 
argued that a continuous and consistent pattern of development can be traced, whatever the 
contacts with and influences from other regions. However, in Orissa, the pattern can be better 
understood as a succession of influxes from other parts of India, each of which was assimilated. 
Seventh-century temples (e.g. Parasuramesvara) follow a form of Latina widespread throughout 
Nagara traditions at that time. In the eighth century a different Nagara vocabulary appeared 
(Sisiresvara, Vaital Deul), close to that of Mahakosala. Dravida influence from the Deccan made 
its mark in the tenth century (most strongly in the Varahi temple, Chaurasi, but present even, for 
example, in the Muktesvara). From that time the later, composite forms of Nagara (Sekhari and 
Bhumija) affected the Orissan tradition, although, apart from the experiment in Sekhari form 
epitomised by the Rajarani temple, the resulting designs were made within the framework of the 
Orissan form of Latina. 

Breaking the Rules: 
Purdah, Self-Expression and Maji's Madhav Bihariji Temple 

Catherine B. Asher 
Associate Professor, Department of Art History, University of Minnesota 

In 1926 Maji, the queen mother of the Kachhwaha house of Jaipur, provided a temple to 
commemorate her recently deceased husband, the late king. While this sort of patronage was 
normative, she broke a long-standing royal tradition by building this temple outside Jaipur's city 
walls at a site of modernity, next to the new railway station. Not only was the locale innovative 
but so is the temple, for it is richly embellished in contrast to earlier austere temples of Jaipur. It 
bears painted historical and contemporary portraits of Jaipur's ruling elite, images of the city 
itself and numerous deities. In addition, the temple features an unprecedented number of 
inscriptional plaques, some in English and others in Hindi. Dated over a twenty-year period, 
from the temple's inauguration until just a few years before Maji's death, these inscriptions, along 
with visual and historical evidence, provide rare insights into the changing concerns of an 
essentially uneducated woman whose world is usually understood to be invisible as well as 
inaudible. 
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Mixed Messages in the New Public Travancore: 
Building the Capital 1860-1880 

Mary Beth Coffman-Heston 
Chair and Associate Professor of Art History, College of Charleston 

The reign of Ayilyam Thirunal, raja of Tiruvitancode (Travancore) 1860-1880, marked an era of 
unprecendented change in this southern Kerala Princely State. The first ruler of Tiruvitancode to 
be awarded the Star of India, Ayilyam initiated significant reforms in the cause of "modernizing" 
his state according to the preferences of his British allies. These reforms, which involved 
changes to the Civil Code, the abolition of slavery, and even proscriptions regarding dress codes 
for women, were part of sweeping changes that were sudden and dramatic. Not least among the 
changes introduced during his reign was the creation of a Public Works Department, under the 
supervision of a British Civil Engineer, which undertook a number of building projects in the 
capital. 

I examine three of these new buildings here as evidence for understanding a new 
approach to rulership during the reign of Ayilyam Thirunal. While a Public Works Department 
existed in Tiruvitancode prior to Ayilyam, its efforts were mainly expended on building and 
repairing palaces, temples and residencies; rarely were works undertaken which served the 
greater good, and Tiruvananthapuram, the capital of the kingdom, had remained a rather sleepy 
town. But beginning almost immediately upon his succession to the throne, a number of 
significant buildings erected in the capital were intended for the first time to serve the "public," 
including the Public Offices, the Maharaja's College, and the Napier Museum. Within a 
relatively brief period a sense of public space developed, and yet each of these buildings was 
erected in a radically different style. Here I explore some possible explanations for the radical 
shifts in style among these structures over this era, from the starkly classical form of the Public 
Offices to the "Indo-Saracenic" form of the Napier Museum. I explain these changes as 
responses to the rapidly changing political environment of this small southern kingdom and 
suggest they are shaped not only by the ruler, but also through the agency of his Dewan, his 
Chief Engineer, and the British Resident. 
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Session 
Deconstructing Early Buddhist Imagery: Sources, Patronage and Audience 

Chair: Pia Brancaccio 

Chandreyi Basu 
The Construction of Religious and Ethnic Identities in Mathura's Buddhist Monasteries, First—
Third Centuries C.E. 
Kurt Behrendt 
Threading Buddhist Narratives from Gandhara and the Bodhisattva Shakyamuni 
Pia Brancaccio 
The Making of a Life: Re-reading Bharhut Sculpture 
Nicholas Morrissey 
Conjuring an Illusion of the Mahayana: A New Interpretation of a Painting from Ajanta 
Sonya Quintanilla 
On the Buddha's Descent 

Traditional approaches established by scholars of the past have strongly influenced the study of 
ancient Buddhist art from South Asia. The present panel aims at looking beyond these 
conventional inquisitive boundaries, which consider the artistic evidence almost as a lifeless 
reflection of canonical developments taking place in the doctrine. What does early Buddhist art 
tell us about the cultural dynamics of the communities who sponsored it? What were the politics 
of representation in monasteries and public sacred areas during the first centuries C.E.? How 
much did the literary tradition actually impact the genesis and development of Buddhist 
imagery? These are some of the critical questions that the panel will address, in an attempt to 
establish a new framework for the analysis of Buddhist art produced between the second century 
B.C.E. and fifth century C.E. in North India, Gandhara and the Deccan Plateau. 

The Construction of Religious and Ethnic Identities in Mathura's 
Buddhist Monasteries, First—Third Centuries C.E. 

Chandreyi Basu 
Assistant Professor, Department of Fine Arts, St. Lawrence University 

My paper illustrates the multicultural context of Buddhist art in northwest India during the 
Kushan period by re-examining material evidence from sites that have been identified as 
Buddhist monasteries in Mathura. In particular, the modern site of Jamalpur illustrates the 
complex layering of religious and ethnic identities that characterized communities at a Kushan-
period monastery. Narrative sculptures, icons, and inscriptions from the site have been analyzed 
individually, but interpreted together they allow scholars today to reconstruct the politics of 
representations at a single monastery more fully. In conclusion, I will explore the applicability of 
this model of reconstruction for understanding the nature of cultural interaction at Buddhist 
monasteries in related areas. 
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Threading Buddhist Narratives from Gandhara and the Bodhisattva Shakyamuni 
Kurt Behrendt 

Assistant Professor, Department of Art History and Archaeology, Temple University 

The structure of the early Gandharan narrative tradition and its relation to texts provide evidence 
to suggest links between this body of production and the earliest iconic depictions of buddhas 
and bodhisattvas. It is generally accepted that the narrative reliefs preceded the widespread 
appearance of devotional icons; however, there must have been a time of transition when these 
two modes of depiction were interdependent. In this examination of the narrative sculptural 
embellishment of early Gandharan stupas, I will focus on the kinds of scenes that encircle their 
drums, embellish the four-faced harmikas and that were enclosed within the central false gable. 
By considering how often depictions of a given life event were commissioned, we can get a 
sense of the devotional interests of the patron. Ultimately, this provides evidence to better 
understand the interconnections that existed between the narrative depictions and the early 
formation of iconic representations of Shakyamuni as Bodhisattva and Buddha. 

The Making of a Life: Re-reading Bharhut Sculpture 
Pia Brancaccio 

Assistant Professor, Department of Visual Studies, Drexel University 

This paper focuses on the Bharhut vedika and its visual construction of the Buddha's biography. 
Scenes from the life of the historic Buddha, representations of jatakas, and the relationship 
between images and inscriptions help us understand how the audience at the site related to the 
teacher's message. It emerges that the life of Shakyamuni at Bharhut was not perceived as a 
paradigmatic story to be recounted in detail but was seen as a constellation of sacred 
manifestations, devoid of any narrative. Almost every biographical event is represented as a 
"Buddha darsan" carried out at a site related to his life. The place where the worshippers saw the 
Buddha is always emphasized, suggesting that locality defined the sacred and made it accessible 
to the ordinary devotee, following a pattern established in the worship of the popular laukika 
devatas. On the other hand, the jataka scenes, represented very differently from Shakyamuni life 
events and favored at the site, encapsulate the narrative and moral aspects that were later 
attached to the historic biography. Finally, inscriptions labeling scenes, characters, and places 
point to the existence of specific visual models for these first representations, surprisingly 
sophisticated, of life stories on a stupa. 
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Conjuring an Illusion of the Mahayana: A New Interpretation of a Painting from Ajanta 
Nicolas Morrissey 

Doctoral Candidate, Art History Department, University of California, Los Angeles 

Although numerous scholars have assumed that the remarkable period of patronage at the 
Buddhist site of Ajanta during the fifth century C.E. was inspired by Mahayana Buddhism, few 
have adequately recognized that there is a distinct paucity of art historical evidence to support 
the association. Of the many famous narrative paintings at the site that have been identified, for 
example, not a single one has been linked to a Mahayana text. In addition, the identification of 
specific Mahayana Buddhas and Bodhisattvas at Ajanta remains a deeply problematic and highly 
contentious issue. In this regard I suggest that there may be least one previously unrecognized 
painting from Ajanta that can be linked to a specific Mahayana sutra. My paper will explore the 
implications of this new interpretation for reconstructing the context of Mahayana Buddhism at 
Ajanta during the fifth century C.E., and perhaps most significantly, the place — if any — of 
Mahayana Buddhists within the monastic community at the site. 

On the Buddha's Descent 
Sonya Quintanilla 

Research Associate and Lecturer, Department of Art History, University of California, Irvine 

This paper focuses on the Buddha's Descent from Heaven of the Thirty-Three Gods at Sankissa 
in early Indian art and literature. In particular, I will discuss distinctive and puzzling features of 
this narrative, such as the incorporation of a Buddhist nun and its late non-figural mode of 
representation. In comparing the various known versions from different regions and time periods, 
the Buddha's Descent emerges as an unusually meaningful passage in northern Indian 
Buddhism. 
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Session 
Icons and Texts 

Chair: John Cort 
Department of Religion, Denison University 

Marsha Olson 
Whose God? The Good Shepherd Rockery as an Image of the Divine in India 
Susan Stronge 
A Throne for the Mughal Emperor 
R. Byron Breese 
`Cubist' Demons and Voluptuous Maidens: Evil, Illusion and the Self in the "War of Mara" 
Panel of George Keyt 's Murals at Gotami Vihara, Sri Lanka 
Michael Lockwood and A. Vishnu Bhat 
Traivikramam: A Dramatic Guide to the Trivikrama Panel, Mamallapuram 
Cathleen Cummings 
The Descent of the Ganges at the Virupaksa Temple, Pattadakal 

Doris M. Srinivasan 
Modern Mathura's Dauji ' Cult Reveals the Pre-Kushan Personality of Krishna's Brother 
Anu Vedagiri 
The Role of Narasimha as a Tantric Deity in Andhra Pradesh 

Whose God? The Good Shepherd Rockery as an Image of the Divine in India 
Marsha Olson 

Doctoral Candidate, Department of Art History, University of Minnesota 

During the seventeenth and eighteenth centuries, Goan artisans carved often-exquisite works 
from ivory, depicting Christian motifs. These statuettes are meant to convey Christian messages 
within the image itself. The Good Shepherd Rockery is one such image, one that is exclusively a 
Goan creation. Several Portuguese and Spanish scholars discuss these works, noting their 
"Indian" aesthetic and often "un-Catholic" qualities, but go no further. With an often clear 
Christian message, these visually stimulating works are also meant to engage the Indian viewer. 
In this paper, I will "dissect" the rockery image, exploring its "Indian" aesthetic further. What 
elements are drawn from India's artistic repertoire? Why is this significant? Does this aesthetic 
strengthen the image's role as a vehicle of conversion? Or is this image simply another face 
within the multi-faceted form and nature of the Divine in India? 
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A Throne for the Mughal Emperor 
Susan Stronge 

Senior Curator, Indian Art Department, Victoria and Albert Museum 

A painting in the St. Petersburg Album depicts the Mughal emperor Jahangir (r.1605-1627) 
seated on a throne that is minutely decorated with floral arabesques inhabited by birds, and with 
a border of eight-pointed stars and hexagons containing birds, animals and mythical beasts. The 
Persian inscription framing the picture states that it is the work of the artists Manohar and 
Mansur. 

Although it has been identified as a portrait of Jahangir as a prince, and done during his 
rebellion against his father Akbar, the painting can be precisely dated to Jahangifs reign. The 
significance of the throne in relation to contemporary political events, and its importance to the 
history of Mughal design, will also be discussed. 

`Cubist' Demons and Voluptuous Maidens: Evil, Illusion and the Self in the 
"War of Mara" Panel of George Keyt's Murals at Gotami Vihara, Sri Lanka 

it Byron Breese 
Doctoral Candidate, Art and Religion, Graduate Theological Union, Berkeley, California 

The essay examines Sri Lankan Buddhist concepts of evil, illusion and the self as rendered and 
expressed by the modernist Sri Lankan painter George Keyt (1901-1993) in one of the panels of 
his mural series of the life of the Buddha at Gotami Vihara, a Theravada Buddhist monastery, 
located in Borella, a suburb of the Sri Lankan capital, Colombo. Keyt painted the image house 
of the vihara between 1939 and 1940. The panel in question depicts a crucial moment in the 
story of the life of the historic Buddha, Siddhartha Gotama, when he is confronted by the demon 
god Mara, in order to prevent Gotama fully becoming a Buddha, an "enlightened one." Mara 
produces both sensual delights and fearful visions in order to tempt Gotama away from his goal 
of realizing the true nature of reality. Keyt uses various accounts to image the War of Mara 
against the Buddha and stylizes the features of this story in ways that illuminate the development 
of his painting styles. More importantly, he employs a 'cubist' manner to render the demons sent 
to attack the Buddha, which can be read as an appropriate representation of the Buddhist 
understanding of the disintegrated nature of 'evil' and the unrealized 'self.' 

Comparisons are made with the biblical accounts of the temptation of Jesus in the desert 
by Satan as a means to cross-culturally illuminate the variances between Judeo-Christian and 
Indo-Buddhist ontologies. The basic structure of karmic reality is discussed to illustrate these 
divergences as well. The ancient Indian and modern European-continental antecedents of Keyt's 
style are examined in terms of his artistic development as well as the social factors that 
influenced his work. Analysis is offered to demonstrate, in part, how his use of early twentieth-
century European abstraction, i.e., cubism, was skillfully adapted to his Sri Lankan context 
without being merely derivative. Evidence is presented showing Keyt's stylistic sources for 
Gotami Vihara in contemporaneous volumes of Cahiers d'Art. 
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Traivikramam: A Dramatic Guide to the Trivikrama Panel, Mamallapuram 
Michael Lockwood 

Professor (Retired), Madras Christian College 
A.Vishnu Bhat 

Professor (Retired), Madras Christian College 

M. Krishnamachariar, in his "History of Classical Sanskrit Literature" (1937, pp. 689-691), has 
transcribed the text of a short dramatic work entitled "Traivikramam." This three-page jewel of a 
play has so far remained untranslated into English. Surprisingly, neither Krishnamachariar nor 
anyone else seems to have noticed the extremely close resemblance the play's painted panel (as 
vividly described by the Sutradhara) has to the Trivikrama panel of the Varaha-II cave-temple at 
Mamallapuram. In essence, we have here a seventh-century Pallava literary work which is 
interpreting for us one of the great carved panels of a seventh-century Pallava cave-temple. 

Having written our own guidebook on Mamallapuram's monuments (1993), we noticed 
the close correspondence between the cave-temple's Trivikrama panel and the painted panel 
(citra-pata), whose story is narrated in the dialogue of the drama. In our paper, we translate the 
play and investigate the significance of this literary work for Mamallapuram's monumental art. 

The Descent of the Ganges at the Virupaksa Temple, Pattadakal 
Cathleen Cummings 

Doctoral Candidate, The Ohio State University 

Inscriptions record that the well-known Virupaksa Temple at Pattadakal, constructed between 
733 and 744 C.E. for Vikramaditya H of the Early Calukya dynasty, was intended to 
commemorate the king's three victories over the Pallava dynasty to the southeast. My research 
suggests that an important icon on the facade of the Virupaksa temple, previously identified by 
scholars as simply "Eight-Armed Siva," is, in fact, a representation of Siva -Gangadharamurti-
the Descent of the Ganges. The composition and certain specific features of this sculpture are 
consciously appropriated from a Pallava-dynasty sculpture of the same subject, the Descent of 
the Ganges portion of the Great Relief at Mamallapuram. According to inscriptions, the Pallava 
kings likened themselves to Ganga, the Ganges river personified as a goddess; both the Pallava 
kings and Ganga, they stated, purified the earth by their presence, so the Descent of the Ganges 
motif became a potent political symbol for the Pallavas. By deliberately taking both the subject 
and compositional elements of this politically charged icon and remaking it on the Virupaksa 
temple, Vikramaditya II was able to assert his domination of the Pallava kings and claim his 
ownership of the Mamallapuram site. This example of appropriation was part of a larger pattern 
of borrowing and reuse that created on the fabric of Vikramaditya II's Virupaksa Temple a 
"map" of the geographic spread of the dynasty and the territories and peoples under his 
command. 
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Modern Mathura's Dauji' Cult Reveals the Pre-Kushan Personality of Krishna's Brother 
Doris M. Srinivasan 

Professor, Center for India Studies, State University of New York, Stony Brook 

In Mathura today, Balrama is an extremely popular deity who is affectionately worshipped as 
`Dauji,' meaning 'elder brother' in the local Braj dialect. The appellation recalls that he is 
Krishna's elder brother, but `Dauji's' shrines do not focus on that family connection. Instead 
they glorify Balrama and Revati, his consort. All around Mathura District, in the villages of 
Baldeo, Anyor, Jatipura, and by the side of the large Bhutesvar Temple in Mathura city, there are 
shrines to this god still in worship. One can enter them, observe arati being performed, and see 
the icons. Up close, it is possible to note that these Balrama icons combine both chthonic and 
heroic characteristics. This combination of characteristics can be traced back to Pre-Kushan and 
Kushan imagery of Balrama not only from Mathura District but from a wide region in the 
Gangetic Plains. 

The paper discusses the modern shrines and compares their icons to ancient ones, two of 
which will be shown for the first time. Then, building upon the religious studies relating to this 
god, I analyze the unusual bipolar characteristics of Krishna's brother to explain how the abiding 
iconography taps into his fundamental nature. 

The Role of Narasimha as a Tantric Deity in Andhra Pradesh 
Anu Vedagiri 

Doctoral Candidate, Department of History of Art, The Ohio State University 

The worship of Vishnu as Narasimha is an important religious practice in Andhra Pradesh, India, 
as seen by the hundreds of Narasimha temples spread across the region. Among these are five 
temples located along the Krishna River at Vadapalli, Mattapalli, Ketavaram, Vedadri and 
Mangalagiri that are considered by devotees to be a group. Art historians have typically 
discussed Narasimha as destroyer of the demon-king Hiranyakasipu. However, my research 
indicates that at the five temples of this group, Narasimha's qualities extend beyond his well-
known character in the narrative and are Tantric in nature. In this paper I will discuss the 
iconographic program at one of the five temples, and specifically the central shrine doors of the 
Lakshminarasimha temple at Mattapalli. My paper will not only explore and contextualize 
Narasimha's identity as a Tantric deity in Andhra Pradesh, but will shed light on the meaning of 
related conventions. 
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Session 
Use and Misuse of Art and Sites 

Chair: Phillip B. Wagoner 
Professor of Art History and Archaeology, Wesleyan University 

Fredrick Asher 
Conflicting Claims: Challenging Bodhgaya's Identity 
Leslie C. Orr 
Displacements and Disappearances: Bronzes, Burials, and Bad Times in Medieval Tamilnadu 
Richard Eaton 
From Kalyana to Talikota: Culture, Politics, and War in the Deccan, 1543-56 
Finbarr Barry Flood 
Lingams in Latin: Sex and Censorship in the Translation of Medieval South Asian Texts 
Sujatha Meegama 
Shifting Bodies: Postcards of Nautch Girls from Colonial Ceylon 

Displacements and Disappearances: Bronzes, Burials, and 
Bad Times in Medieval Tamilnadu 

Leslie C. Orr 
Associate Professor, Department of Religion, Concordia University 

This paper explores the question of precisely how and why so many Chola period bronzes came 
to be hidden underground. These images, unearthed in the twentieth century, are generally 
considered to have been buried in response to the threat posed by the arrival of the troops of the 
Delhi Sultanate, in the fourteenth century. Yet inscriptions at several Hindu temples—including 
Tiruvengadu, where one of the richest "treasure troves" has been discovered—indicate that 
temple services had been disrupted a hundred years or more before the appearance of Turkic 
armies in the Tamil country, and suggest that rival "Hindu" military and political forces may 
have imperiled the gods under worship. Turbulent times, thievery, and simple neglect all had 
roles to play in the fate of the processional icons created during the Chola period. In this paper I 
will undertake a detailed examination of the inscriptional evidence pertaining to the displacement 
and restoration of these images, with a view to understanding the motives both of those who 
sought to seize or destroy them, and those who rescued or replaced them. 
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Conflicting Claims: Challenging Bodhgaya's Identity 
Frederick Asher 

Professor and Chair, Department of Art History, University of Minnesota 

Bodhgaya, best known as the site of the Buddha's enlightenment, is widely promoted as a locus 
of tranquility and harmony, terms used repeatedly in materials describing the place. The site, 
however, is not at all tranquil or harmonious, nor has it been in the past. My paper explores the 
history of conflict at the site, largely between Buddhists and Saivas. That conflict is strangely 
buried in discussions of Bodhgaya, even in portrayals of the site by tour guides working right 
there. More commonly voiced, however, is desecration of the site by Bakhtiyar Khalji, an event 
for which there is no evidence at all. The nature of the complex conflict, linked to both issues of 
military strategy and the ownership of land as it was transformed under a British legal system, is 
examined; so is the present stability of the site, a concern now that balances multiple competing 
claims to Bodhgaya and the bountiful resources it generates. 

From Kalyana to Talikota: Culture, Politics, and War in the Deccan, 1543-56 
Richard Eaton 

Professor, Department of History, University of Arizona 

Modern historiography has construed the Battle of Talikota, 1565, as a sort of Armageddon 
pitting the five sultanates of the Deccan against Vijayanagara. More insidiously, the battle is 
seen as the moment when Vijayanagara, construed as a "bulwark" against the expanding tide of 
Islam, was overwhelmed by Muslims, representing the end of a "golden age" and even the 
disappearance of the "last independent Hindu state" in premodern India. 

My paper examines both Vijayanagara court poetry and Persian accounts of the several 
decades preceding Talikota, with a view to suggesting an alternative reading of the battle, as well 
as the character of the mid-sixteenth century Vijayanagara state. In particular, I am interested in 
the Vijayanagara ruler Rama Raya's claims to have been the "Lord of Kalyana" and "Chalukyan 
Emperor", in light of the centrality played by Kalyana in the politics of Deccan between 1543 
and 1565—all of which suggests that Talikota had nothing to do with religion or civilization, but 
everything to do with assertions of a Chalukyan legacy and attempts at control of the entire 
Deccan. 
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Lingams in Latin: 
Sex and Censorship in the Translation of Medieval South Asian Texts 

Finbarr Barry Flood '° 
Professor, Department of Fine Arts, New York University 

Anyone reading the standard nineteenth-century English translations of South Asian Arabic, 
Persian and Sanskrit texts will have had the experience of being suddenly plunged into a passage 
of Latin mid-sentence. The Latin text foist upon the unsuspecting reader usually entails a 
description of the lingam and the practices associated with it, or refers to other forms of socio-
cultural practices with strong sexual overtones. The Latin in which these passages are rendered 
delicately reveals even while it obscures, preserving the purple prose for the eyes of those 
initiated into the mysteries of European classical languages. The function of Latin in these 
translations might be compared to its reported use in Napier's apocryphal "Peccavi" dispatch 
after the conquest of Sind in 1843. As Wendy Doniger has pointed out, here Latin functioned as 
a "hidden transcript," restricting the denotative content of a text in a manner that connoted it as 
the preserve of educated British gentlemen. 

However, the use of Latin to censor sexually explicit passages was neither confined to 
translations of medieval South Asian texts, nor to translations produced by British scholars. The 
same phenomenon manifests itself in nineteenth-century British translations of Arabic texts from 
outside the subcontinent, and in translations of South Asian texts produced by scholars from 
continental Europe. Moreover, in South Asia itself Latin was employed in the rendering of 
similar passages in English translations of medieval Arabic and Persian texts produced by Indian 
scholars both before and after independence. 

This paper will argue that the phenomenon reflects an anxiety about culturally 
problematic material that is rooted not only in contemporary European discourses of race or 
ethnicity, but also in those of class, gender and sexuality. Parallels will be drawn between the 
censorship of textual translations, contemporary responses to erotic temple sculpture, and 
concerns with restricting the circulation of anthropological photos of scantily-clad Indian 
subjects. Across these various fields of academic endeavor there is a common concern with 
restricting the primary research materials to those whose educational background and scientific 
training were believed to obviate the culturally destabilizing threat posed by its inherent 
obscenity. In drawing links between different forms of cultural production in colonial South 
Asia, the paper will demonstrate how the anxiety with restricting access to certain types of 
representations extended beyond the borders of the colony, encompassing their reception in the 
metropole itself 

ACSAA Symposium XI 	 May 6-9, 2004 	 Page 22 of 24 



Shifting Bodies: 
Postcards of Nautch Girls from Colonial Ceylon 

Sujatha Meegama 
Doctoral Candidate, University of California, Berkeley 

On a recent visit to Sri Lanka, I discovered two postcards of dancing girls in an antique gallery 
near my childhood home. They were depictions of Bharata Natyam dancers—at least, that is how 
I, a Bharata Natyam dancer myself, interpreted them. The captions read, "Nautch Girls, Ceylon." 
I had not known that Sri Lanka, like India, had nautch l  girls during its colonial period. However, 
a year later, when I saw the so-called "original" photograph from which one of the postcards was 
created, in a private collection in the Bay Area, the image had shifted. According to the label on 
the photograph, the image was taken in India and depicted hijras, or eunuchs, and not nautch 
girls. Soon after, I discovered variants of this particular image in print and digitial media. 

This paper proposes to trace the complexities of one particular photograph of nautch girls 
from Ceylon as it becomes replicated in a different medium—the postcard. Specifically, this 
paper will explore the question of agency in representing the nautch girl in colonial Ceylon: the 
"passive" versus the "active" body of the dancer, and the concept of a "shifting body"—that is, 
the shift between the "female" and the neutered "male" body. I will begin by placing the 
photograph in the context of other postcards of nautch girls in order to better understand the 
multiple narratives surrounding the representation of this particular subject matter in colonial 
Ceylon. Secondly, drawing upon Igor Kopytoff s 2  theory of the biography of things-in-motion, I 
will examine the life of the photograph as its "body" shifts from one medium to another—from a 
photograph to a postcard. In unraveling the story of these nautch girls from Ceylon, 
transmogrified into postcards for consumption in the service of colonial tourism through the 
medium of photography, I hope to introduce a more layered narrative into the general discourse 
concerning nautch girls. 

1. The word "Nautch has been defined as, "A Kind of ballet-dance performed by women; also any kind of 
stage entertainment; and European ball...The word is in European use all over India." Henry Yule and A.C. Burnell, 
Hobson-Jobson The Anglo Indian Dictionary (Ware: Wordsworth Reference, 1996), 620. The authors further state 
that "nautch" is derived from the Sanskrit term "nritya" or "dancing and stage-playing." 
2. Igor Kopytoff, "The Cultural Biography of Things: Commoditization as Process," in The Social Life of Things: 
Commodities in Cultural Perspective, ed. Arjun Appadurai (Cambridge: University Press, 2001; 1986), 64-91. 
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Session 
C.A.M.E.R.A.: Connoisseurship in the Age of Mechanical and Electronic 

Reproduction of Antiquities 
Chair: Michael Rabe 

Daniel Ehnbom 
On the Politics and Economics of Faking 
Michael Rabe 
Given the Deluge: Building Manu's Ark from Pieces of the True Crossed Buddha/Bodhisattva 

According to "A Code of Ethics for Art Historians" [CAA News 20:5 (September/October, 
1995)], members of the profession insured against suits of defamation or disparagement are 
admonished to expose fakes and forgeries that misrepresent the nature and quality of art from 
older cultures. Daring to go first, and in hopes of eliciting lively discussion and reference to 
counter examples from others present, the participants on this panel offer diagnostic comparisons 
between art works of unquestioned authenticity and comparable works that might in fact be 
photographically-aided, post-colonial knockoffs. Or not, as the case may be. 

On the Politics and Economics of Faking 
Daniel Ehnbom 

Professor, McIntire Department of Art, University of Virginia 

Copying works of art has a long history, and though it need not be nefarious in intent, the activity 
can easily shade into faking for the purpose of deliberate deception. The faking of works of art 
is particularly accomplished in South Asia, in part because of the survival of modes of 
production in which traditional techniques are still practiced. This paper offers some reflections 
on dimensions of faking that go beyond the object, considering those that may be called political 
(in a broad use of the term) as well as the more familiar economic aspects, and will consider the 
degree to which public and private collecting have stimulated the business of fakery in art. 

Given the Deluge: 
Building Manu's Ark from Pieces of the True Crossed Buddha/Bodhisattva 

Michael Rabe 
Associate Professor, Art Department, St. Xavier University 

Is there a pattern here? An authentic antique sculpture, like the Phnom Rung lintel, for instance, 
is accompanied to the market by multiple clones, several of which end up in museum basements, 
after the coincident forms become known. When the Jaipur dealer, Vaman Narayan Ghia, 
confesses to numerous, and commissioned, temple-thefts over thirty years, is it not likely that the 
loot was larded with the odd facsimile? Quite apart from the illegalities involved, don't these 
circumstances offer a veritable banquet of eye candy for the sharidaya/connoisseur? After a brief 
whirlwind pairing of probable precedents, a series of recently trafficked Kapardin Bodhisattva 
images from the Mathura/Sikri region will be critically assessed, epigraphy and all. 
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Conflicting Claims: Challenging Bodhgaya's Identity 
Frederick Asher 

Professor and Chair, Department of Art History, University of Minnesota 

Bodhgaya, best known as the site of the Buddha's enlightenment, is widely promoted as a locus 
of tranquility and harmony, terms used repeatedly in materials describing the place. The site, 
however, is not at all tranquil or harmonious, nor has it been in the past. My paper explores the 
history of conflict at the site, largely between Buddhists and Saivas. That conflict is strangely 
buried in discussions of Bodhgaya, even in portrayals of the site by tour guides working right 
there. More commonly voiced, however, is desecration of the site by Bakhtiyar Khalji, an event 
for which there is no evidence at all. The nature of the complex conflict, linked to both issues of 
military strategy and the ownership of land as it was transformed under a British legal system, is 
examined; so is the present stability of the site, a concern now that balances multiple competing 
claims to Bodhgaya and the bountiful resources it generates. 

From Kalyana to Talikota: Culture, Politics, and War in the Deccan, 1543-56 
Richard Eaton 

Professor, Department of History, University of Arizona 

Modern historiography has construed the Battle of Talikota, 1565, as a sort of Armageddon 
pitting the five sultanates of the Deccan against Vijayanagara. More insidiously, the battle is 
seen as the moment when Vijayanagara, construed as a "bulwark" against the expanding tide of 
Islam, was overwhelmed by Muslims, representing the end of a "golden age" and even the 
disappearance of the "last independent Hindu state" in premodern India. 

My paper examines both Vijayanagara court poetry and Persian accounts of the several 
decades preceding Talikota, with a view to suggesting an alternative reading of the battle, as well 
as the character of the mid-sixteenth century Vijayanagara state. In particular, I am interested in 
the Vijayanagara ruler Rama Raya's claims to have been the "Lord of Kalyana" and "Chalukyan 
Emperor", in light of the centrality played by Kalyana in the politics of Deccan between 1543 
and 1565—all of which suggests that Talikota had nothing to do with religion or civilization, but 
everything to do with assertions of a Chalukyan legacy and attempts at control of the entire 
Deccan. 
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