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SHINING LIGHT ON THEFT:
THE DUALITY OF GOLD IN JOY LYNN
DAVIS'S REMEMBERING THE LOST

MARCUS

THE THEFT OF CULTURAL HERITAGE
has evolved immensely throughout
recent history becoming increasingly
more nuanced inits violent stripping
of significant religious objects.
Mepal is one of many nations that
have fallen victim fo this loofing,
thereby devaluing the products of
its tracitional and national herilage.
As these sacred objects increase in
scarcity, attention to the issue has
grown. Capturing the interest of
Arnerican visual artist Joy Lynn Davis,
the focus of her massive project
Remembering the Lost is cenlered
around the problem of art theft
in the Kathmandu Valley. While
Davis sees herself as repafriating
the stolen artifocts through her
ongoing osuvre, this essay willargue
the ways in which her approach,
specifically her vse of gold, critically
and dialectically engoges with the
significance of Mepals historic
monuments, as wall as with the

processes of commedification that

PRASAD

art theft antails, Throughaout rmy
analysis, | will ilusfrate how Davis
participoles within these discourses
of art and spirituality—ultimately
te encourage further concern for
this Issue and to incite reaclions
againsi widespread apathy about
art theft in Mepal.

Cwer the past filty years, arf and
religious objects of Nepal have bean
routinely extracted from their socred
contexts and the communities that
have built identity around their forms.
Their significance has offenlimes
been reduced through their export
to the international art rmarked,
consaquently transforming, and
oftentirmes inhibiting, the experience
of worship. Through this act, the
sacred items become objects of
desire for Weslern consumplion al
the cost of native cultural integrity,
&5 the removal of these objects
continued to the end of the century,
Jirgen Schick has provided a visual
record of the arfifacts with an astule
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indictment of the international
art markei in his book Gods Are
Leaving the Country. Art Theft from
Mepal. Schick's archival approach
offers photographs of the sculptures
before they were stelen juxtoposed
against photographs of the empty
cell from which the ohjects were
lifted, This contrast of presence and

absence creates a sense of urgency,

altermnpting to raise genuine concearn
ragarding thefl. He brings attention
to the monetized value of these
abjects, which overrides their desper
sociocultural meaning, and how their
dlleged market value separates the
object from its epitomized culivre
and sacred traditions. Blarme s
directed towards the neforious
combination of governmental
indifference regarding the profection
of artistic and cultural heritage and
the alienation of the general public
from the sacred significance that
these objects represent.? Jirgen
Schick's research represents a
discursive analysis on arl thetft,
taking into account the dalicate
nuances of sile-object relationships
to Mepali spirituality.

The vulnerability of Nepal's
religious sites to cultural theft
becomes increasingly maore evideni

given the opothy aond general
lock of interest on behalf of the
government in protecting religious
and artistic tradition. While most
ottempts to secure and safeguard
objects are neglected by officials,
responsibility is consequently given
to communities and their individual
mermbers. Most communities lack the
necessary resources and therefore
fail to balance effactive protection
from theft with maintenance
of the aesthetic tradition that
signals sacred ambience, Items
are frequently disployed in open
public spaces of city squares and
outdoor temples, exposing tham to
the threat of thett by those looking
tosell the objects on the art market.
Locals therefore fasten chains, create
grates, or installiron bars o protect
their votary objects. These methods
have however proven ineffective
when faced with o determined thisf,
and in turn affect the gesthetic
and ambient essence that the
objecis’ setting conceives.® Given
the circurmatance, blame cannat be
placed on the limited preservation
etforts of locals. Schick reasons
that the larger problem of art theft
ligs not only in the neglact of the
government, but more generally

ol o sccietal level due to the
rapid modernization of Nepal
culture., Societal transformation
encroached rapidly upon the
regien, ond its citizens have become
intoxicated with the influx of Western
technological influences to the
degres that they hove bscome

alienated from their own heritage.

This creates a disconnect that
concedes little concern towards the
theft of cultural objects, reducing
value towards tradition ond the
histaricily of the nation* Taking
advantage of this collective cult wral
amnesia, the infernational art
markat infiltrates the vulnerable
community toextract and traffic its

sacred objects for monetary gain.

After the tratficking of drugs
and arms, the most common form
of trafficking Is that of cultural
objects at aninternational scale.’
MNepalese statvary and sculpture are
unjustifiably recontextualized asao
result, neglecting their sociocultural
value. Almost all antique Nepalese
religiousmaonumeants found in'Weastern
museums or private colleclicons are
in fact stolen property® With the

increasing interest in "Oriental”

art upon the discovery of many
fifth-century objects within the
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Kathmondu “Yalley throvghout
the last tweo centuries, idol-lifting
has becoms “demand-driven” by
Western collectors Interested in
their unfamiliar forms.” Attempts
to smuggle items see no financial
restriction, and unfortunately
no legal reparation on behalt
of the nation, Sophie Vigneron
explains that this lowful neglect
1= a result of states being bound
by the principle of soveresignty,
according to which control is
limited to their territory, Trafficking
thersfore sasily transcends borders
and becomes cul of the reach of
national control upon entering
international  trade markets.®
Sophie Vigneron elaborates that
this system of governing within
one's own territory encourages
the looting of cultural objects at
an infernalional scale and does not
provide an efficient way of either
punishing or combatting the ever-
growing market for these unlow fully
aexcavated iterms. Regulating this trade
cannot exclusively lie on source
nations since these crimes extend
to a network at an international
level? This ineffective legal
system, combined with a sense of
generalized apalhy in the modern
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Joy Lynn Davis. 15th Century Lakshimi Marayan, Patan, Nepal (sculpture stolen in 1984, auctioned
internationally in 1990). Acrylic with 23 kt. gold on cotton rag paper, 40 x 30 inches, 2013,
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age, has facilitoted the easy thetft
of these objecis,

Monuments and sculptures
convey the religlous life of Mepal,
while the careless att itude of officials
and |locals reflects the general lack
of continuity in the living heritage
of Mepalese culture” Wwithin this
sociopalitical turmeil, the artistic
project of Joy Lynn Davis syntheslzes
the establizshed problems regarding
art theft. Davis's ongoing ceuvre
Remembering the Lost responds
to the cultural amnesia wrought
by modernization, persuasively
bringing attention to the severity
that the absent objects entails.
By recreating the space through
reprasentation with on astute
use of gold, Davis dually restores
importance and pride {o the religious
site, while raising awareness about
the reprehensible commodification
of these objects on the international
arl marked,

Based in Santa Barbarg,
California, Joy Lynn Davis is an artisi
whose praclice focuses on painting
and digital art. She completed
a residency at the Kathmandy
Contemporary Arts Centre from
2012 to 2013, Frequenting Mepal
tor her project, she incorporates her

knowledge of Tibetan and Mepali
languages, history, ond religions info
her artistic practice. As founder and
prazident of the Himalayan Art and
Cultural Heritage project, her keen
interest in working to protect the
artistic integrity of Nepaol and to
discourage illicit art traflicking is clear,
and largely informs her extensive
painting project Aemembering
the Lost) Providing an ongoing
portfolio of interwoven paintings,
inferviews, and documentation,
Davis explores the effects resulting
from the absence of religicus art
objects on the community, Heavily
influenced by the efforts of Lain
Singh Bangdel's Lost mages of
Nepal, and Jorgen Schick’'s Gods
are Leaving the Country’ Art Theft
from Nepolto document the locting,
Davis visits the sites of theft and
reacards the memories shared by
locals to inforrm her work® She then
carefully and realistically paints the
sacred siles where the monuments
were originally placed, and through
raference to historic phetographs,
reinserts a representation of the
sfolen sculptures bock into their
sites, Accompanying each painting
areg informaotional panels exhibiting
historicol photographs of the stolen

pieces, current photographs of the
location, and other infermation
regarding the thefl of the objects
alongside her collected excerpts
of interviews with devolees and
members of the community®
Davis offers a representation
ol the sacred spoace as though the
object had never been removed,
however, her approach can be
axtended to a more in-depth
analysis. what is poignant about
her work is the choice to depict the
abzsent monvmentsin their original

setting with iweniy-three karat gaold,
According to her artist statement,

her choice to depicl the pieces in
gold provides a "visual language
revealing which sculptures hove
been stolen and reterences the
commodification of the sacred
through ts associations with both
wealth and divinity.™ Appreaching
reprasentation in this way addresses
the religious imporiance of these
sculptures while simultaonsowsly
speaking to the commaodity value
placed onte thesa abjects by the
infernational art market. The use
of gold creates a duality!it offers a
perspective thal operates between
anunderstanding of tradition and
necessily lo preserve, oz well

SPRING 2017

as o visualization of monetary
value through thefl, Through its
gechislorical connotations in Nepal,
wa can elucidate the ways inwhich
Ramembering tha Lost dialectically
references cultural heritage and
the processes of commodification,

Throughout the history of
religious Mepalese structures,
the use of gold In monuments,
sculptures, architecture, and rituwal
has beenunderstood os a means to
bestow importance onworshipped
deities, Its representational power
could also signify the successand
prominence of a religious structure,
acting as avisual distinction from
other monasteries that omitted
an extensive use of gilding. The
Kwa Baha Temple in Patan is an
example of a lavishly decorated
rmonastery employing gilt metals
and gold in its architecture, as
well a3 sculptures that are housed
within it, Identified as having the
largest initioled membership of
any Mewor Buddhist monastery,
the Kwa Baha iz an Important
shrine for the Fotan communiiy
as a whole, and on essential part
of Tibetan Beddhisis's pilgrimage
routes through the valley™ The
significance of this monostery
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meritsits honorific Sanskrit-derived
title Hiranyo-varno-mohavibhara,
meaning “the golden-coloured graat
monastery” which equates geld to
the importance of the monastary
itself® The extensive use of metals
serves the beautification of this
temple, whichin furn signifies the
prominence of the site.

Further, the ritual offering of
gold to deities by royal figures
elevates its associated religious
value,

The Painting of Taleju templein
Kathmandu depicting King Protapa
Malla from 1664 illustrates the royal
twodana ceremony. Described as
“the gift of the balance,” a ritual
centred around the spiritual value
of gald, is performed by the king
for his sick son, Weighed agaoinsi
d plenitude of precious tems
including silver, pearls, and gold,
the equivalent of these items to
his son's weight was then offered
to the goddess Talgju in order to
improve the health of the young
prince! Through this ceremonial
praclice, gold is given an alchemic
powar. acting as an object of divine
exchange for the miraculous health
ot the prince, In additien, the pointed
representation of the ceremony

employs gold alongside pigment
onto a colton surface, crealing a
visceral visualizalion of the centrality
of gold in this ritual. Acknowledging
these examples of raligious art
making, 1t is difficult to detach
Dovis's use of gold in her painlings
fram the historic background that
the material carries in Mepal, The
use of gold effectively serves to
imbue her work with cultural
significance in order to reinforce
the sense of urgency the absent
manuments entail. Reinserting a
gold representation of the stolen
objects into the setting In which
the theft took ploce reassesses
their religicus value through an
attribution to the history of Nepali
gilt work, This appreach can also
be understood as an aftempt to
raconnect apathetic clitizens of
Mepal fo the cultural objecis of
which they have been stripped,
highlighting the missing objects
and reaffirming their sxtensive
historical significance,

The use of gold to represent
stolen objects in Remembering the
Last iz nof lirmited to on interpretation
exclusive to the histony of Nepali gilt
work, Davis's particular approach
offers o dualily of meaning: an

allusion to Nepal's votive history,

as well os g commeniary on
the commeodification of these
objects. The removal of sacred
statuary significantly reduces the
religious ambience of the pieces to
mere objects of exchonge on the
international art markel Her choice
to reprasent the absent monuments
In gold therefore addresses

this process of commadification,

referencing the monetary value of
the material itself as o desired object.
Investigations into these thetis have
uncoversd evidence of stolen art
and antigues belng scld to an art
dealer, and then sold back into the
legitimate market ® Symptemalic of
theft, the socred objects are given
menstary value upon entering this
system of exchonge. Through this
flow of stolen art from the black

market to the legitimate market,

exchange value overrides the socred
tosatisfy the consumption of these
cbjecis by Western galleries and
private collectors® Arjun Appodurai
makes much of the onfology of
commaodities and their nature
through exchange: he identifies
commodities provisionally as objects
ot economic worth, whose value
is endowed by demand. ‘Within
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this infrastructure, exchange is
not undersiood os a by-product
of the mutual valuation of objscts,
but rather conceived as {s source ®

Inunderstanding 1his Wastern
system and how it embeds itself
within the conception of an objecl,
the notion of loss of sacrosanctity
upon entering the market context
becomes more apparent. Tha valua
of objects in regards to cultural
significance becomes irrelevant,
and is now oppraised primarily on
the capitalist logic of exchange,
Davis uses gold to equale stolen
oblects to the value of gold itself
as a rate of exchange, Operating
inaway that apprehends the value
of objects throvgh demand, the
international art market completely
reconfextualizes the cuoltural
slanificance of rellgious monuments
through commodification. The
presence of gold in  Davis's
representations endows the object
with the monetary value of gold
itsell, which extends the commentary
from an allesion to the religious
past of Mepal to the use of gold
as currency.

Davis creates o diglectic of
meaning in her painted representations,
By splitting the significonce of gold




UJAH ISSUE & | ARTICLES

into discourses of the religious ond
the commodity, she effectively raises
awareness of both the issue of cultural
thiefl and the perniciously reductive
perspective with which marked
operations subsume sacred objects.
Gregaory Price Grieve elucidates the
wiay inwhich meaning is connecled
fo onassociated material componeant,
and comparas it 1o how spoken
knguage relies on the human body
and air. Signification cantherefors be
communicated only through physical
objects of transmission, a substance
or thing that carries its essential
meaning.” Language cannot exist
without the air frorm the human body,
as meaning cannot exist without an
object to bear it. This understanding
regarding the depandence of religious
practice onthe materialis essentialic
the awareness that Davis encourages
in Rermambering fhe Lost slressing the
absence of religious monuments and
their necessity to religious proctice,
she works to eliminate the apathy
of citizens and government officials
towards this national crisis, exposing
the crucial nature of the materialin
confributing to the cultural significance
of aspace. Her use of gold, elevating
the refigious importance of stolen
abjects while simullanecusly exposing

their monetization through the market
value of golditsell, attermpls 1o inspire
citizens to reconsider the care for their
cultural heritage by uncovering the
unjusi operations of the international
art market by emphasizing the
necessity of physical vessels in the
transmission of religious significance.

By synthesizing a multitude of
soclopolitical discourses, Joy Lynn
Davis effectively raises concerns
regarding the state of the religious
monuments ond statuary of Nepal.
Shecreates a computerized network
that allows viewers to track her
prograss in depicting all of the sites
that have become viclims of theft,
illustrating the encrmous extent to
which art theft has proliferatedin
the region, Given Mepal's lacklusire
political and economic reaction to
cultural leoting, Davis asserts that
simply “remembering the lost” is
not entirely sufticient. Throughout
the duration of her project, she
coentinuously exposes institutional
ond communal apathy towards this
Issue, with hopas to encourdage
further Initiative In the manding
of this problem. Her projecl acts as
a visual repatriation of the vnjust
looting of religious ohjects, while
her approaches address further

notions of religious history in the the
conlext of the more contemporary
commeodification processes through
market laglc. The use of gold
ambeds Remembering the Lost
with a degree of histericity and
commadity discourse that expands
to an international level, opening
up the polential for changes, and
for these objects to not only be
remembered, but also to be returned

totheir originally intended settings.

Motes

1. Prayag Raj Sharma, "Review:
Jorgen Schick: Gods Are
Leaving the Country: Art Theft
From Nepal,” Contribufions to
Nepalese Studies, Vol, 28, Mo,
102001):133.

2. Jirgen Schick, Gods Are
Leaving fhe Country Art Thaft
From Nepal (Thailand: \white
Circhid Press, 1997), 66,

3. Sharma, "Review: Jurgen
Schick: Gods Are Leaving
the Country: Ar! Theft From
Mepal," 132.

4, Schick, Gods Are Leaving the
Country, 66,

5.  Sophie Vigneron, "Profecting
Cultural Objects: Enforcing

10.

n

SPRING 2017

the lllicit Export of Foreign
Cultural Objects,” in Arf,
Cultural Heritage and the
Market: Ethical and Legal
Isswes, ed. Valentina Vadi,
Hildegard E.G.5. Schneder
{(Mew Yorlk: Springer, 2014), 117.
Madhu Raman Acharyo, Nepal
Culture Shift!: Reinventing
Culture in the Himalayan
Kingdom (Delhi: Adroit
Publishers, 2002), 123.

Ibid.

Vigneron, "Pretecting Cultural
Objects,” 119,

Ibid, 120.

Acharya, Nepal Culture Shift!,
124.

Joy Lynn Davis, "Narratives
of Faith and Memaory:
Remembering the Lost
Sculptures of Kathmanduw,”
accessed November 12, 2016,
kit pifremamberinglhelost .
comfabaout-the-artist,

Sanjib Chouvdhary, “American
Artist Returns Stolen
Sculptures to Mepal With

Her Paintbrush," accessed
Movermber 12, 2016, hilpsy¥
globalvaices orgf2015/0 4526/
american-artist-returns-
siolen-sculptures-to-nepal-
with-her-paintbrush,




UJAH ISSUE & | ARTICLES

13.

14.

15.

16,
17.

18,

19,

20,

21,

“Exhibition of Art and Research

“Remembering the Lost

in Bhaktapur. Mepal.” Doctoral
thesis, Uiniversity of Chicage,
Sculpturas of Kathmandu,™ 128,
accessed November 12, 2016,
hipfun.erg npfheadlines/
exhibition-art-and-rasearch.
Davis, "Marratives of

Faith and Memory,” hitp
rememberinglhelost com/
about-the-arlist.

Michael Hutt, Nepal: A Guide
fo the Art and Architecture of
the Kathmandu Valley (Boston:
Shambhala, 19947, 151,

Ibid, 150.

Anne Vergati, "Gods and
Monuments in Late Malla
Period Paintings,” in Nepal’
Cld Images, New [nsights, ed.
Pratapadityo Pal (Mumbai:
Marg Publications, 2004), 45,
Joshua Knelman, “A Briet
History of Art Theft," Queen's
Quarterfy, Vol I8, Ne. 2 (2011}
227,

Knelman, " Briet History of
art Theft,” 233,

Arjun Appadurai, The Social
Life of Things: Commaodilies

in Cultural Perspective, (Mew
York: Cambridge University
Press, 1980), 4,

Gregory Price Grieve, "The
Practice of Everyday Religion

SPRING 2017

NEW WOMEN AND MODERN GIRLS:
THE STATIC TYPOLOGY OF MODERN
MANHUA WOMEN

SYDNEY MARSHALL

FEMALE EXISTEMCE IN 1930s
Shanghai expecied allegiance to
one of jus! two opposing identities:
the Mew Woman or the Moadern
Girl. Anxiety surrounding the recent
diffusion of traditicn and modernity
had divided the fernale identify inlo
the rural fraditional mathar, and the
frivolous, contemporary socialite!
The propagation of these ideniities
ococurred largely by the increose
and popularity of accessible mass
print material—a decidedly modern
technology largely controlled by
rmen. lllustraled magazines such
as Modern Skefch and its localized
predecessor Shanghai Sketch were

cheaply mode and widely accassible,

and thus, with their inclusions of
imagery depicting the role of
ihe cosmopolitan female, helped
facilitate negative stereotypes of
women. The Modern Girl was o
frivolous, emotional, and selfish
figure, likely because of her radically

contemporary position and lifestule.

when confrasied to the canonized
proletariat New ‘Woman, these
negative depictions multiplied
exponantially The prevalence of
both reveals a greafer cultural
phenomenan in which masculine
anxiefies surrounding modern
Iransition are prejacted upon famale
figures, despile some allempt by
the female population to challenge
these archetypes.

The culfural shift was sparked
during o brief (191110 1949) Chinese
Republican peried which presented
a new vision of China, & concession
afthe First Oplum War implamented
in 1642 oversow the opening of a
number of treaty ports.?in turn
allewing some coostal cities o
develop a Euracentric cosmopalitan
atmosphere al as resull of an influx
of international cultural material.
These changes were most visible
in what was then China's largest
city, Shanghai. Architecture was
Westernized, cultural values were
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