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PREFACE

This book is the outcome of a series of Special Lectures at the
Faculty of Arts in the University of Lucknow. Art is one of those
vague, elusive domains of human activity that do not easily admit of
precise analysis in the class-room. More can be understood of art by
reciting one of Shakespeare’s sonnets, listening to the symphonies
of Beethoven, kneeling before the icons of Buddha, Christ or the
Madonna, or looking at the paintings of Raphael and Rembrandt.
Art can profoundly affect man even without his being conscious
of it or of its mechanisms, He is stirred, agitated and moulded
unawares by art, by the scale of values that art subtly, constantly
and impressively presents to him in all its diverse forms, motifs and
techniques. Art is the vehicle of the abiding values that civilization
creates and nurtures in different countries and epochs. Man's other
institutions and traditions work from without; art transforms from
within. Art is the expression and communication of man’s deepest
instincts and emotions reconciled and integrated with his social
experience and cultural heritage. While the frame-work of laws, -
governments, and empires decays and disintegrates, the social atti-
tudes and values that the art of a people records, and by which the
refinement of its civilization can best be measured, remain vivid and
eloquent for all time,

From the view-point of the individual, as Freudianism, Ex-
pressionism and modern Surrealism have shown us, art epitomises,
clarifies and symbolises the deep-seated hidden stirrings of the un-
conscious life and mind. The imagery and symbolism of art are
more real, more significant than practical physical existence. Freud
and Jung have taught that the unconscious forces of the mind are
the same for all peoples, and that similarity of individual tempera-
ments and conditions of repression in social life records itself in
similar myths, archetypes, symbals and images in art. This is the
scientific foundation of a comparative sociology of art. Man's
artistic impulse is also relatively constant through the centuries of
social development. It will require rashness to declare that the
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sculprures of Epstein and Henry Moore show a definite qualitative
advance on Negro and Egyptian art, or the landscapes of Turner
and Manet on those of the Sung painters. What is characterized
to-day as Expressionist art, that is concerned less with what the eye
sees and more with what the human spirit apprehends and dreams,
exhibits in fact unexpected affinities. Thus Gothic, Orental and
modern European sculpture presents a remarkable similarity of
patterns and styles even though the social backgrounds are so different.
All expressionist art, primitive, medieval and modern, indeed takes
man, irrespective of his epoch or race, to a universal order with which
he finds a kinship in thought and imagination. It is striking that the
contemporary art movement in Europe seems to grope boldly after
a synthesis of the achievements of expressionism with the formal
standards of cubism, both of which dominant tendencies go back to
very ancient Egyptian and Indian art traditions. In the dynamic
genius of Picasso, for instance, we meet at once the greatest surrealist
and the greatest cubist of the age. In both expressionism and cubism
we are face to face with a transcendence, vitality and order of ideal
values that appeal to human nature in all epochs, and surpass the
_cultural context or man’s subjective caprice. All great work is
characterised by the qualities -of universality and transcendence that
help man to overstep the narrow limits of human society.

At the same time each true work of art is the revelation of the
attitudes and values of a particular culture and social milieu, and
adds its characteristic contribution to humanity’s heritage of art.
The other-worldly art of ancient Egypt records symbols of man's
immortality and resurrection by the stress of severe geomeirical lines
and planes, and the play of sharp and immense shadows on the
boundless sands. Chinese art, with its passion for immense spaces,
heights and solitudes. envisions man’s cosmic moods by its soft tones
and swift and subtle brush strokes on the absorbent silk. Indian
art, dominated by the conviction of the unity of life or the identity of
Being and Becoming (interpreted through the dualism of masculine
and feminine principles so favourable for the artistic presentation
of Life and Mind), overthrows the barrier between the material
and the spiritual, the human and the cosmic, by a dense massing
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of gods, men and animals in plastic communion and fluent rhythm,
or by the richness of its symbols, at once metaphysical and
ethical, of silence and activity, manifestation and withdrawal,
expressive  of the palpitating  world process. Indonesian_ art,
assimilating and developing the traditions and motifs of Indian
sculpture by the adoption of the methods of painting in a wanton
cxtravagance and vibrant rhythm of figure-groups, expresses these
in less symbolical and transcendental and more human idioms.
Persian art, vivid, dramatic and decorative, reveals the gorgeousness
of human lifc and the radiant beauty and animation of nature by
exquisite line-drawing and perfect harmony of delicate and unearthly
hues that intoxicate and carry off the senses into the ethereal realm.
Greek art, sense-born and sense-bound, revels in the infinite grace and
perfect proportions of the human body, also in the logical symmetry
of the temple of the god and the vase of the home. Modern European
art celebrates the unending drama, romance and mystery of the
individual life through the supremacy of painting over the other
arts and the stress of the lyrical and even the privately personal in
human moods and of man’s dealings with nature in the human
setting rather than of Nature herself, Thus do the great arts of the
world immortalise the collective visions and values of historical cul-
tures and illustrate the essential oneness of mankind. If the study
of art is to win its due place among the “humanities”, it has to be
aided by the cognate studies of psychology, sociology and history for
the unfolding of the dynamic interaction between art and the social
and intellectual conditions and movements of the age or culture,
Thus the proper study of art is linked up with the methods, materials
and enquiries of comparative sociology and culture, Each civilisa-
tion, social milieu or epoch evolves its own techniques, motifi and
symbols of art, depending so much upon the conditions of science
or mechanical invention, religion or philosophical thought and social
structure or class cleavage. The vernacular of art remains the same,
the play of forms, masses and volumes, of colours, of light and
shidow, but in their ever-new combinations and contrasts that
appeal to something in human nature beyond the reach of words and
remain inexhaustible in this mystery, :
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For a proper understanding of the®arts of different continents
we have to get rid of many prejudices and predilections. This is as
necessary for understanding the tensions and aspirations of man in
different regions and epochs as for appreciating the motifs, techniques
and conventions by which different peoples translate universal, abstract
and rhythmical values. What stronger link between races and
continents can there be than the full understanding of the generic
symbols, motifs and rhythms by which different peoples define and
fix emotionally the universal conditions of life and destiny? In what
epoch is there a more crying need of art appreciation than in this
atomic age when world disunity means the end of world civilisation?
The world unity of the future can, no doubt, be based securely less
on the economic and political institutions and framework of the
United Nations and more on their adequate participation in the
pan-human heritage of the fine arts. The purpose of this book will
be well served if it contributes towards this realisation of the signi-
ficance of comparative art.

Every mature work of art expresses not only the values and life-
goals of a particular people but also the artist’s unique vision. It
accordingly differs in its endowment of innate unchangeable value
as represented by its abstract formal rhythm and symmetry and its
potency of social impact and propulsion in the cultural context. Art
is enduring in that it spans the bridge between human contrivance
and organic growth, and thus immortalises what is mere invention,
an artefact of society. And the most enduring art is that which
leads the human spirit, tool and technique to that matrix of organic
rhythm and growth where are gathered the seedsof the mighty
pulses of creation and destruction, movement and withdrawal of the
cosmos itself. In a pregnant passage in the Brahmavaivarta Purana
we read :—"“Murti (image of art and religion), the wife of Dhurma,
(the principle underlying order in the cosmos and the human social
structure) is form, luminous and charming. Without her the
Absolute or the Supreme Spirit (Paramatman), whose abode is the
whole universe, would be without support.” Art speaks in universal
images and symbols; the image or symbol itself is beheld in India as
a deity, a muse, a minister of grace, resembling man’s figure but
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different from it, urging him to holiness and goodness and beguiling
him with visions of beauty that never were on sea and land.
Such is the réle of true art conceived as the body or image of the
Supreme Spirit, ceaselessly and enchantingly playing with the intellect,
emotions and aspirations of man and the .material forces of nature,
and directing these to pure joy ( Ananda), the essence of the Absolute,
This is sometimes symbolised in medieval Indian art by the figure
of the Female Deity, the Transcendental Power (Sakti) or the
Celestial Beauty, absorbed in her own charm and luminosity, as
she plays ball, touches her breasts, embellishes or sees herself in the
mirror in her own hand in complete unconcern for the gods next to
her or for her worshippers. Art itself is the Enchantress, but in her
way of self-surpassing knowledge is the source of true joy, serenity and
illumination. In the Freudian interpretation, art is also the enchant-
ress; she is the siren who leads the mind away from reality and from
the clamant demands of human culture that is conceived as something
external and superimposed upon the self. This is true of weak and
false art. Freud and his school missed the dynamic social réle of
true art as the transformer of the tensions and experiences of life into
enduring and universal patterns and symbols that become an
integral part of man's m-ke-up, and guide him and society. Art
fashions sense-data and experiences into symbols, and symbols into
life-values and experiences. Man and society can perpetually renew
and transcend themielves by the sel-transcending meanings, values
and purposes that art represents.  Art perfected m=ans life, mind and
society fulfilled and perfected. But such fulfilment and perfection
leave man unsatisfied. That is the constant lure of art ever reaching
out into the unknown, ceaselessly enlarging the world and experience
of man, and beckoning him to goodness and beauty undreamt-of, Man
and society must constantly be directed by art to the source of cosmic
order, vitality and movement whence alone their enhancement,
enlargement and renewal can come.

This is essential in order that man’s feelings and understand-
ings be not deadened nor dulled but be stimulated and refreshed,
and that his toil be redeemed from drudgery and his relaxation
from sensual or sexual excitement through the identification of the
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human with the universal, of the sensory with the spiritual,
which is the function of such permanent symbols as art creates.
Especially in modern society, where physical, economic, and mental
insecurity and the associated tragic sense are so deep and general,
art, as in the historical civilizations of the past, is the only balm and
anodyne in its refreshing and vigorous revelation of the immortal.
It alone provides the social myth, symbol and image that can
raise individual life to the highest potential, and serve as sign-posts for
the society of to-morrow in which beauty, goodness and truth over-
come the fear, sorrow and disillusionment of today.

Atknowledgments are de to thue editors of the Sociological
Review, Great Britain, the American Sociolgical Review, Sociology
and Social Research, Bhara a-Kaumadi, B. C. Liw Volume and
other scientific journals and publications to which certain chapters
of the book have been recently ontribu'ed as articles.

I am grateful to Dr. A. V. Rao of the University of Lucknow
for his assistance in revising proofs and to Mr. N. G. Thakar of the
Scindia School, Gwalior, for preparing the Index. I am also
deeply indebted to the Director of Archzology, Gwalior, the Director-
General, Archzological Survey of India, and the Curator, Asutosh
Museum of Indian Art, Calcutta University, for the kind per-
mission granted to reproduce illustrations from photographs taken
by them. Dr. B.C. Law has laid me under obligation by his kind
help in connection with the illustrations and their publication. Iam
further indcbted to Mr. Harinivas Dwivedi for his ungrudging
assistance in seeing the illustrations through the press in a difficult
time.

Basanta Panchami, 1946,
Gwalior,
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Contemporary sociology has not felt shy in extending its ambit
50 as to include most aspects of man’s life and experience, but so far
completely neglected the domain of his artistic activity, A purely
intellectual or rational approach tolife, a disinclination towards all
kinds of value judgment, and above all, a stress of the artist’s per-
sonal expression and contribution in the regime of individualism
are responsible for this. Art work is too often regarded as a matter
of divine revelation or spontaneous inspiration of a man of genius
defying rational explanation, which, on the contrary, may be detri-
mental to its true appreciation. All this has stood in the way of
serious efforts to examine the sources and processes of artistic activity,
Art is neither an isolated nor an accidental achievement. Art forms
derive their meaning and value not from single images or isolated
groups of sensations, desires and emotions that emerge spontancously
in the artist’s mind, but from the comprehensive background of his|
personality and his ordering or orientation of the values in which
he lives and moves.  Art is in fact an immediate and vivid expression
of personality. Thus a study of the relations between individual and
society can ill afford to ignore the creative processes of personality
in" art work and apprehension. Art as expression, as communica-
tion, and as enjoyment is a basic and universal personality-social

{ adjustment. The complex social values, compulsives and repres-
sions of culture as well as the individual’s reactions and challenges
through' the epochs are writ large in art work. Real art is not
dilettantism. It is not an adventitious, leisure-time fervour or
adventure, separable from society and culture. It is the unmistak-
able bloom on the ripe fruit, associated with healthy organic growth

{and maturation of a vital civilisation.

The sociology of art reveals the organic place, functions and
meaning of art in society. An adequate treatment of this would no
doubt demand a voluge of encyclopedic scope covering the entire
account of civilisation in its artistic aspects. But it would be worth-

while to examine the fundamental psychological and sociological
1
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principles of art work, tradition and development, to survey broadly
the forms, motifs and themes of art in historical cultures from the
comparative viewpoint in the background of regional and socio-
logical factors and forces. Such study of the humane arts, dealing
as it does with the schemes of values among different peoples that
make human societies possible and the individual human life worth-
while in different countries and ages, is no doubt much more signi-
ficant than cither the physical or the social sciences in man's under-
standing and proper orientation of his relations with the environ-
ment and with fellowman. Through the epochs of man’s history
art not only reveals man’s intense emotional relations to the world
that he sees around him, but also supplies the formal symbol, pattern
or design for various activities that bind him to fellowman—work,
recreation, religion, government, pageant and warfare. Art esta-
blishes and celebrates the balance between man and the rest of the
environment, including fellowman, with its profound consequences
on the emotions, behaviour and experience of hoth individuals
" and societies. On the other hand, the Jack of such balance in any
existing social situation or culture largely accounts for man’s pursuit
of a restricted and isolated beauty that does not touch his whole life
and the relegation of art to a realm that is of interest to the asthete .
alone in the studio.

In no age has there been greater need of comprehension and
appreciation of the humane arts than at the present time, charac-
terised by a complete breach between man's practical behaviour
and interests and his heritage of enduring values or his phantasy-
making and expression. Modern civilisation, largely because of cer-
tain peculiarities of industrial and social conditions, has led to the
separation of the arts from the major human interests, occupations
and goals of life, and pushed art to the drawing-room of the nouzeaux
riches, the salon of parvenus and art-critics and the museum of art
historians and collectors. Thus theories of art now hold the field
that isolate art and its understanding by removing art work from
the scope of common or community life, and judging them from
certain criteria derived exclusively from this autonomous realm.
The elevation of art to a sphere of its own, indeed, reflects a peculiar
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social situation in which artistic activity has o organic relationships
either with an authentic culture or with the vital adjustment,
expression and fulfilment of the individual,

As embodying the rhythm, the unconscious forces and the
energies of a society and culture, art is the safety-valve for general
adaptation and equilibrium, a deep-seated means of adjustment
 and participation in human relations and experiences. Where
social conditions do not permit easy adaptation, art serves as a refuge
from the tyranny and disorder of the world. But such art from its
very nature cannot perform its functions adequately. True or
truthful, as contrasted with artful, art is neither an escape from
reality nor a mere play with agreeable patterns of sound, shape and
colour, but is_essentially a revealing interpretation of certain aspects
of human life and reality and the contemporary social environment.
Art thus is one of the most efficacious means of social control and
guidance, enforced as these are by an appeal to sensation, emotion
and imagination in sensuous forms, patterns and symbols, Therein
lies the true significance of art in society as expounding and justifying
or challenging its aims and pressures or those of an established order
or regime.

Like religion and myth, custom and code, art no doubt is an
effective agency or tool in the hands of society, race or social class
to mould the individual’s faiths, opinions and wishes, aiding him in
his adjustment and attainment of peace and harmony with the
world. While art is more easily acceptable as it carries the entire
burden of meaning necessary to satisfy or still the fundamental
demands both of the individual and the society and thus embodies
a rational integration of individual dnd collective desires, values
and experiences, a particular culture or an epoch of social chaos and
maladjustment often givés rise to an asthetic and a-moral art,
accepting the mere production of formal beauty as its chief, if not
sole, goal. The latter exhibits a charm, gaiety and lightness of its
own, but disregarding as it does the fresh and vital issues of human
life, desdny and culture, it cannot become the medium of successful
and prolonged commerce in‘the world of imagination. It is by
reference to their art products and experiences that one can under-
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stand best the absorptions and aspirations, defects and fulfilments
of a folk, society or historical epoch. There are as many art
types and styles as there are organised cultures, Many cultures that
are dead and gone still live in their art products that are fraught
with human meanings and values in which we can- all share. In
fact art works are the most effective and intimate means of partici-
pating in the attitudes, values and experiences of remote civilisations
and ages.

In some cultures and in certain epochs, more than others, art
has been the vehicle of religious truths and moral ideals, the broad-
caster of mass social movements and the stimulus of creative activity
in every phase and detail of social life. Art can, indeed, function
most efficiently in - societies and epochs where it embraces human
experience at its highest and fullest in  a total and completely in-
tegrated whole so that the true, the good and the beautiful can be
expressed and appreciated in the same object. Thus can the language
of beauty enter into man’s work and worship, manners and ceremo-
nies, etiquette and social intercourse, imto everything in life, per-
sonality and society. On the other hand, the complete segregation
of art from the objects of concrete human values and experience,
truer in no epoch than in the modern, has impoverished and
vulgarised art, life and society.

No doubt it is the confusion of social purposes and the break-
up of the community life and values that have not only led to the
present artistic chaos and aberrancy, but have also militated against
the development of an adequate sociology of art of which the great
pioneers of the preceding age were Taine, Spencer, Grosse,
Guyau and Wundt. Neither geographical determinism nor racism,
nor the genius of the individual holds the major key to the interpre-
tation of art work. Mankind’s legacy of art experiences has enor-
mously expanded since Taine, Ruskin and Herbert Spencer.
Primitive art with its freedom from technical canons and its direct-
ness and grasp of certain fundamental rhythms offers important clues
to the understading of art in its most elementary and hence wvital
forms. Oriental art, emancipating itself from the camera mind and
concentrated towards the inner reality and its universals rather than
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the external reality, has also extended both the range and depth
of appreciation of art, concerned as it is with eternal and universal
meanings and values, experiences of a realm beyond visible nature’s,
Like Gothic art in medieval Europe, Buddhist and Brahmanical art
in Asia became the torch-bearer of social and spiritual universals
for millions who at once created and were stimulated and inspired by
that communal vision and expression. This give-and-take between
the artist and the spectator is also the characteristic of all folk art
thriving on a unity of the community spirit and pattern of living as
well as on a profound reppert with nature. With the Renaissance
the spirit of realism, a cold scepticism and a calculated individualism
waxed stronger and stronger in Europe. The influence of the indi-
vidualistic spirit on culture and social development in the West has
been treated from many angles. But the relations of individualism
to art forms, the appearance of the perspective, portrait painting,
romanticism, impressionism and expressionism have not been ade-
quately dealt with, Marxian writers have no doubt stressed the
relations between art styles and manners and economic factors and
forces, They are quite sound in theéir analysis of the causes of deca-
dence of modern art that they ascribe to the peculiar economic struc-
ture, property system and motives of industrial civilisation that treats
art as a form of “conspicuous waste’” or as a diversion of the idle
hour. But economism, the aggrandisement of the machine, and the
regimentation of human values and experience are clearly the greatest
enemies of art that are or will be encountered in the socialistic
communities.

Man's progress in his mastery of the realm of nature by the
methods of science has now out-paced his progress in his social and
human relations. Since the dominating spirit of art is represented
by the sense of relationship between man and man, both the present
scientific method and the effects of the application of science and
machine to industry in the direction of fractionalisation of human
behaviour and the stress of impersonal, contractual and pecuniary
relations have proved inimical to art. So long as industry and commerce
and the deliberate contractual relationships that flow from these retain
their present importance in the social order, or the scope of standar-
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dised production by mechanical means is not curtailed, or, again,
the common man thwarted in constructive impulses in the general
productive operations, art cannot be integrated with the concrete
clements of social life and experience. The causes of the decline of
art lie deeply rooted in the deterioration of an over-elaborate
mechanical culture and personal disorganization, cach  being
conditioned by the other. Art cannot live without the support of
an - artistic environment.

A comprehensive treatment of the sociology of art must do
justice to the factors of fulfilment and frustration of the personality
and o the regional and economic circumstances and social ideologies,
sentiments and values—the totality of cultural behaviour that deter-
mine the styles and subject-matter of art. The sociology of art must
enter into more intimate relations with the psychology of the un-
conscious and gestalt than with the orthodox atomistic psychology.
At each stage of analysis, the thoroughly unified social character of
the experience would need emphasis. The interaction between
the creative artist and the society or the “spirit’” of the age is reci-
procal. The mode and pattern of art expression depend as much
upon the social organisation, the distribution of wealth and leisure,
the social distances between, and taste preferences of, the clites and
the masses, as upon the religion and metaphysics of the *times.”
On the other hand, the genius of an individual artist may so use the
materials placed in his hands by his milicu as to solve deep-rooted
emotional problems of his society in a novel and completely satis-
fying manner or give an enduring interpretation of human life and
social reality that acts as a solace to man in all times and places,
The values that he secks to embody in his art work transcend not only
himself but his immediate environment; his faith that these are
eternal values of mankind gives him the rarc prerogative to
control and recreate his time and circumstances. ““The imagma-
tion is the great instrument of moral good, and poetry administers
to the cffect by acting upon the causes,” says Shelley who calls
poets “the founders of civil socicty.” Imagination in poetry, paint-
ing, sculpture or music calls up images of fuller, finer and more per-
fect human life and relations than the reality. Without the artist’s
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and the mystic’s imagination man could not have reconciled himself to
the rules of custom, law and morality, and the herd existence. For he
irresistibly seeks a better universe that he places in opposition to law
and ethics as given for him and realises it in art, placing it bevond
ordinary right and wrong. Art teaches and administers not by rules of
morality but by symbols—the imaginative transfigurations of human
relations, values and experiences. As it rises above moral or social
aims belonging to particular times and places through its soaring
vision of possibilities of human loyalty, relations and values, it is
“more moral than moralities.”” On the other hand, custom, law
and morality can regulate human life and conduct because of the
intervention of art that introduces into their working symbols and
meanings reaching society beyond existential relations and wvalues.
The individual creates beauty and freedom in life and society, lashion-
ing through art, myth and phantasy, a free and perfect world over and
above the self-contained world of law and morality. Art history is
the record of the constant struggle, with alternating victory and
defeat, between the order of values “that society cherishes and the
order or torment in the heart of the individual, the poet, the mystic
and the artist.  Thus does every socicty, every culture approximate
through its art to a balance and a unity, however shifting. The
sociology of art should accordingly avoid the one-sided interpretations
of geographical, economic and cultural determinism and the
mystery of the “great man’s” unique artistic creation, but consider
the give-and-take between art and its epoch, region, race or ideology,
revealing the higher levels of interrelationships and reciprocal adjust-
ments of culture, society and personality.

The austere the religion, the inflexible the code of morality, and
the galling the social stratification of an age or race, art, appropriately
for the people or epoch, reveals uncqui:rnmlly the beauty of women,
the injustice of the laws, the apathy of the gods or the delight of
the senses, deriving its inspiration from the larger laws of life and
humanity. Because of the inflexibility of the Jaw of Karma in moral
life, and fatalism in spiritual life in the Orient, art lifts the individual
to the universal through the vision of the One in the Many, not
merely in the compassionate images of Buddha, Bodhisattva and
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Siva, but also in the technique of assembling myriad animals, men
and gods in a palpitating plastic unity in both painting and sculpture
Idolatry disappears in the Oriental temples with their vast assemblage
of gods and goddesses or with the representation of empty space as the
symbol of worship in the sancius sanclorum or with the fashioning of a
vast mountain into the image of the god himself. Similarly in the West
the denial of the super-sensible in the scheme of knowledge, in religion
and in the affairs of men logically culminates in the Mariolatry and
praise of Christian piety in the Gothic cathedrals of medieval Europe
and the development of abstract and non-figurative art completely
liberated from naturalistic requirements in modern Europe. In
the art of India where the lives of individuals are regimented and
confined in the steel frame of castes, it is painting, which is par
excellence the mode of artistic expression and record of the fluctuating
human emotions and sentiments, that invades and overpowers sculp-
ture and architecture. On the other hand, in the West where indi-
vidualism is deeply rooted in ethics, religion and social life, it is
sculpture and architecture, that can best record and celebrate man’s
permanent and universal attitudes and values, whic™ exhibit today the
greatest vitality and inspiration and ignore painting. All through
civilisation the dominant art form seeks to preserve the instinct's
free play, socicty’s growth and man’s humanity. As a matter of fact,
it is natural that the larger the contradictions of life and the greater
the mental distress and moral suffering of man, the greater are the
heights that art reaches in man's history. Art, nourished thus by
the ferment, the conflict and the pain in the heart of the individual,
arouses new sensibilities and concords and plays the enduring role
of guiding peoples and civilisations to what is most universal and
most human in the drama of life. At the height of its mystical exal-
tation art demands from life and society nothing more and nothing
less than the true symbols of life and society that illuminate,
transfigure and merge these into Reality, into Truth, Beauty and
Goodness, It is the exclusive prerogative of art to create symbols,
that bring about the identity between the sensible and the super-
sensible, that neither the doctrines of philosophy nor the dogmas of
religion, nor again the codes of morality can do.
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Great epochs of art are associated at once with the individual
reaching some of the highest summits of his faith and being, and
the society reaching some of its most perfect, collective visions.
Egyptian architecture and sculpture, scooped out of a thousand
granite and diorite rocks whose mathematical lights and shadows,
planes and volumes, proclaim immortality in the midst of the re-
current floods and the shifting and yet enduring sand-dunes of the
Nile: Indian classical sculpture, painting and music, that give a sense
of the unity and communion of life that spread from form to form
in an all-encompassing and palpitating, yet poised movement; Greck
architecture, sculpture and vase-making, that praise the beauty of
the sensible world and the harmony of the senses and intelligence
that joyously feed on it; Chinese landscape painting, that catches
the infinite in a tiny twig, a little bird or a shimmering mist-covered
lake or mountain; Indian medieval Rajput painting and musical
mode, that aid cach other in incorporating all the intoxication of a
people in tropical spring and their poignant longing for the beloved
in dripping monsoon rains; Western portraiture, that in the inscrut-
able smile of a Mona Lisa or the introspective glance of Rembrandt's .
self-portrait dives straight into the unfathomable depths of the
human personality; —all these represent both artand society offering
to humanity in some favoured and moving ecpochs sudden exalted
visions of the universal conditions of existence. In an age where
the structure of social and moral life becomes disjointed, loose and
incoherent, art, however, can neither find order out of the chaos
of values and disintegration of social bonds, nor possess nor reveal
the universal. The mechanical theory of nature, vulgarised by
science, the fractionalisation of human behaviour and relations,
imposed by industry, and the social disorder and confusion and
impoverishment of life of ‘the modern epoch, are reflected in the
hesitancy and subjectivism of artists and the Babel of art styles, all
claiming to be modern. The isolation and eccentricity of art, indeed,
_reveal the profound failure of modern society to orient into a well-
ordered imaginative union man’s traditions and essential values of
life with the insights of science and the social consequences of ‘the
mechanical-industrial system. An artistic renewal or renaissance

b 2
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is as imperative for post-war world reconstruction as it would be an
expression of the reordering of values, of the relations between the
social classes, and perhaps of the machine system and technology
that have been some of the chief enemies of art and creative activity
in this age.

The essence of the sociological method is to envisage every
phase of cultural history, including art development, as a continuous
process with its ups and downs, the seed of artistic renaissance taking
roots and growing in the inhospitable soil of decadence of a previous
age, and its entire ideological configuration. Thus in the midst
of chaos, distraction and tyranny, modemn sculpture in the West
with 2 'decper human faith and sensibility and finer intuition of the
forms ard significance of the objective world, is already obscurely
and spasmedically preparing to build vp the new order, The
sociology of art, accordirgly, forms, like its cognate branch of
exiquiry, the sociology of knowledgé, a significant division of sociology
that is helpful in understanding those creative levels and forms of per-
sonality adaptation and socio-cultural behaviour that affect masses
of men in their generations overstepping the limits of time and
space. In dealing with the clusive realities of the world of art that
constitute the driving force and intensity of a society or culture it
reveals the latter’s inner motivations and goals more clearly and
directly than religion or philosophy does. The defeats. and frustra-
tions of culture and the individual's reactions to them that take the
form of either personal disorganisation and delusion or a challenge .
on behalf of the ultimate values placed by the individual above the
culture and the circumstances of the “times”, can be shown better
by the sociology of art than by philosophy or ethics. -

The history of art, indeed, reveals a striking similarity of art
forms anmiong different peoples associated with the fulfilment or
bafflement of life-goals, with the proper orientation of values or
their confusion, . On the other hand, misfits and failures in the realm
of art, characteristic of an era of cultural crisis and perversion of
values, affect the continuity of society and culture even as great art
achievements make for the permanence of certain cultures as well
as “the immortality of individual minds and attitudes. Humanity
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femains narrow-minded and uncivilised if the symbols and rhythms,
values and life-goals revealed in art works by different and distant
peoples and ages do not enter into its experience. 'The continuity
of world civilisation can be assured only through a wide and - full
participation by different peoples in the rich legacy of generic human
symbols, rhythms and values expressed in their forms of architecture,
sculpture, painting and music.

Man, the creature of the force of gravitation, with his body
kept constantly in symmetry and equilibrium by effort, and with
his mind attaining equilibrium by constantly sending out its tentacles
beyond his physical boundaries of time and space, everywhere undet-
stands and takes delight in absolute rhythms, propartions, harmonies
and values. Both art and mathematics express these in the idiom
of mathematical symbols that represent the common language of all
peoples and ages. There is a close relation between art and mathe-
matics, both the universal tongue of mankind, and gravitation that
regulates all motion and equilibrium in space. Gravitation indirectly
controls the circulation of blood within the human body and the
rhythm of its heart-beats, postures, steps and movements, just as it
directly controls the ebb and flow of the tides, the phases of the
moon, and the procession of day and night and scasons in the environ-
ing universe. It is thus the source of man’s sense of rhythm and
poise which he comes to measure whether in his arts—architecture,
sculpture, painting, music and dance—or in the order of phenomena
of the universe in geometrical patterns without which neither his
intellect nor his heart can find security or Tulfilment. There is geo-.
metry in the human body and in nature before the arts are created,
supplying the basis of the canons of art. Mathematics that records
most abstractly the most comprehensive rhythms and proportions
is the outcome of man’s reasoning. But mathematical propor-
tions and values expressed in the arts profoundly satisfy both his
reason and emotions. For he suffers an impoverishment of life
within the bounds of time and space, and searches for the infinite
and absolute in the fine arts that reveal these through universal and
perfect geumcn:ical measures, proportions and values. Man’s
reshaping of the relatively intractable but enduring materials of nature



xii INTRODUCTION

and' his natural subservience to the all-pervasive immutable forces
of gravitation and cohesion are themselves opportunities in architec-
ture not only to construct what is enduring for the defence, worship
and habitation of the people, but also to express in geometry his
permanent social values and experience, what different peoples hope,
strive for and achieve. He records on a broad scale in his architectural
styles in various regions, his contrasted modes of achieving harmony
with thie universe and with socicty, whether the Egyptian pyramid
or the Hindu and Greek temple, the Roman colosseum or the Gothic
Cathedral. These all define and illustrate in geometrical symbols
generic, metaphysical and social principles and purposes that
rationally enclose peoples of different cultures and ages.

As we proceed from architecture to sculpture and painting,
the subjection of art and technique to the materials and forces of
nature and the permanent utilitarian needs of man and society dimi-
nishes, and thus the universal and the infinite can be expressed now
with even greater diversity in man’s life and destiny, even in the
eternal or flecting desires and feelings of the human heart. Egyp-
tian, Hindu, Chinese and medieval French sculpture and relief some-
times express abstract, eternal and universal principles that govern
the vicissitudes of man and society, sometimes share with painting
itself the revelation of the fugitive moods and feelings of man, yet in
a strict and ordered setting so that what is vague and transient be-
comes defined and enduring. Egyptian sculpture is characterised
by its sombreness, majesty and monumentality recorded by its
sharp  rhythmical contrasts of shapes, volumes and planes.
But the remoteness and imperiousness of the Egyptian statues that
are grand achievements make communion impossible. These are
products of Egyptian imperialism, theocracy and metaphysics.
The Oricntal and the European Gothic tradition dominated by the
metaphysical convictions of the immanence of the deity and religious
illumination of life has, on the other hand, made sculpture rich and
engaging and at the same time abstract and reposeful. Indian,
Javanese and Cambodian sculpture combine profound serenity and
majesty of religious imaging with warmly human, vibrant modelling,
carried sometimes to a ‘gorgeous, frenzied enrichment but confined
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consummately within the rigours of abstract harmony. As in India,
soin Java and Cambodia, the single heavily massive and squared
figures of Buddha, Bodhisattva, Vishnu and Siva spread harmony
and tranquility all round, and the effect is often reinforced by the
ecstasic multiplication of the images that are carved in relief on
walls, niches and pillars of the caves and temples. And yet, for
each image large or small, serenity, understanding and benignity
enter into ecach scparate gesture, attitude and expression of
face by a most melodious and graceful modelling. Hardly in any
sculpture outside India and Indonesia there is such complete harmony
between pure plastic experience and human purpose discernible
in the revelation equally of the silence and aloneness of the soul,
its supramundane wrath and grim struggle against the forces of
evil as well as its shining all-pervasive tenderness as of the raptures
of the body in voluptuous dancing temptresses and soft-limbed pious
maidens, The mundane drama of human lives, joys and sorrows
and the supramundane drama of the trials -and flights of the human
soul equally find expression here in a mystic-human art at its highest.
Chinese sculpture could fashion the brooding gentle Buddhas of
the Indian cave temples but freed itself from the luxurious elegance
and rich decorativeness of the Indian tradition that in the tropical
jungles of Champa became more mellifluent and elaborate and even
assumed a flamboyant character, without, however, encroaching upon
the dignity and austerity of Buddha and Siva in their sacred niches
and chambers. In both China and Cambodia the strong Indian
metaphysical  tradition of the impersonal and negative aspects of
Reality could not overpower emotional fervour, and we have
gentle, all-comprehending, smiling, yet other-worldly Buddhas and
Bodhisattvas, nowhere to be met within their cradle lands in India.
Something of this humanness and reasonableness is captured in reli-
gious sculpture in the Gothic Cathedrals of France where, however,
unlike the Orient, the dignity and elevated expression of serenity have
been sacrificed to a tender lyricism and dreamy elegance. All
this is in marked contrast with the naturalism, the anatomical accuracy
of delineation or physical loveliness and the appeal to the sentimental
in Greek sculpture of the Periclean age, that has so far monopolised
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the admiration and exaltation of the world. Indeed, both in archi-
tecture and sculpture we find the divergent forms and styles embody-
ing most vitally the entire social feelings, aspirations and notions of
an age or people. |

Painting is par excellence the medium of expression of unique
moods and sentiments, frustrations and fulfilments of the individual.
And yet it is the spirit of a people and an environment that determines
the dominant trend in painting, whether it becomes saturated with
the sense and geometrical pattern of architecture or of sculpture or
of music. At Ajanta and Ellora in India, in the cave-shrines of
China, in Byzantium or in pre-Renaissance Italy, painting is almost
entirely held in the grips of architecture. Painting has ometimes
a sculptural, sometimes a symphonic aspect, approximating in tum
to architectonic and musical rhythm for revealing the structure of
natural objects and forms through the organisation of planes and
volumes, as in the works of Michael Angelo, Tintoretto, Rubens and
Cezanne, or the structure of the soul through blendings, half-tints
and passages of lights and shades and colours as in Chinese and
Japanese pictures. This blending of the perception and methods of
a sister art is not truc of painting alone. Even architecture leaves
aside its natural juxtaposition of lines, volumes and proportions,
whose abstraction, exactness and invincibility symbolise certain
enduring social principles and beliefs cementing and  disciplining
vast multitudes. It Sometimes assumes the character of a melody
and harmony whose elusiveness it catches in the soaring flight of
minarets and spires and the animated ensemble of vaults in  the
Mussalman mosques and Gothic Cathedrals or in the agitated crowd-
ed facades of the Indian, Javanese and Cambodian temples and
Gopurams. Thus do the different arts oscillate between their respect-
tive and appropriate fields and functions; no art can be said to be
autonomous and exclusive in its own sphere. Sculpture working on
stone, that is more intractable than wood and less than the original
rock, proves a most flexible medium for the record of the entire gamut
of notions and attitudes that stand between immutable realities and
transient passions. It is akin to painting in its illustrative virtues
and yet unlike painting is not picture or story. It is akin to archi-
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tecture in its massiveness and monumentality and yet unlike archi-
tecture achieves the enduring in the individual and the unique, and
not in the collective and the general form, feeling and value.
Sculpture utilises the full cffects of the delineation of elementary
organic forms and values, clemental social conceptions, myths and
beliefs and the multiform feelings and desires of the individual,
blending in one mode of expression the functions of architecture,
painting, music and dance. Painting has its source of inspiration
in the senses, desires and feelings of the individual, but its resources
are equally if not more varicgated than those of sculpture. Drawing °
enables the painter to reach the skeleton of organic forms for the
expression of eternal realities and thythms and thus emulate the
methods of architecture and sculpture. Colour cnables him not
only to present the qualitative aspects of nature and of the human
scene as a spectacle but also to suggest like the notes of music the
ovértones of existence, of the beyond-natural and the beyond-human.
The highest expressions of this art enable the human mind at once
o delve deep into the strata of the landscape, the structure of
yegetation and living body and the matrix of matter and life, and
to reach out through the chromatic waves into the ineffable mysteries
and tensions of the cosmic heart where music loves to dwell. With
regard o the structure, contours and rhythms of the solid reality of
the earth the approach of painting is less direct than that of archi-
tecture and sculpture, but nevertheless profound in its suggestiveness.
But with regard to the revelation of the infinite heart of Nature
and Man through its multiple and complex relations of tones,
forms and contours, its approach is more direct than that of music,

In two ways the noblest painting becomes symphonic, and melo-
dious, and awakens in the human soul the soft murmurs and echoes,
throbs and crises of the cosmic. The trend of Chinese and Japanese
ahd, in some measure, of medicval Indian Rajput painting has been
to, place the agitated human individual within a vast panorama of
nature in which the ripples of a mist-covered river, the utter desola-
tion of a snow-covered meadow, the transclucence of early dawn and
the cruel monotony of a rainy. night completely silence the stirrings
of his heart. ‘The trend of classical Indian painting as represented
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by the frescoes at Ajanta, Ellora, Bagh and Sigiriya, has been to relate
the passions and desires, joys and sorrows of the individual to a
scheme of cosmic existence whence joy and serenity spread, like the
vast concentric ensemble of waves of colour in the ancient paint-
ings, to all forms and appearances of life, Alike in the works of
Michael Angelo, Tintoretto, Rembrandt and Van Gogh we find
also man’s small and transient desires and feelings finding their true
worth in the infinite passion, agitation and movement of God in
Heaven, of the Man of Sorrows or of Humanity in the modern con-
“text. In each case the musical sense of painting which is essentially
an art for the record of individual moods and sentiments catches the
individual in its soaring wings and lifts him up to the inexpressible,
the cosmic and the beyond. Symphonpic painting alone can really
create the super-individual that no other art can for the reason that
the linkages to the universal that are tangible, yet invisible for music
which is the most abstract of the arts, obtain definition and precision
in painting.

One art thus interpenetrates with other arts, thereby making
the suptr-sensible and the universal more accessible to the human
soul. The victory of a particular medium of expression lies in the
indeterminate point where the material, art and theme are in com-
plete accord for the expression of those abstract, mathematical pro-
portions and concrete human values in which the agitated heart of
the artist, whether architect, sculptor, painter or musician, and
the conscience of his particular people or age find perfect order and co-
herence. It is only a rare genius dwelling in the mysterious centre
of the cosmos and the throbbing heart of humanity that can fix pre-
cisely that meeting point, extending the field of understanding and
expression of one art by approximating to the perception methods
and symbols of the other arts.

On the whole, the glory of architecture and in less measure of
sculpture largely rests on collective traditions, (those of the craft,
caste, guild or brotherhood) as these arts pre-eminently record and
celebrate the social myths, beliefs and needs of the people or age.
The more rigorous and inflexible the framework of society and
collective living under the logic of metaphysical or social fictions;
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myths and customs or regimentation under despotism, priesteraft
or rigid caste system, the more do these social characteristics impose
themselves upon the monumentality and immobility of both archi-
tecture and sculpture. The development of individual consciousness,
subjectivism, romanticism, idealism and mysticism, is translated
directly into the subordination of architecture and sculpture to the
pictorial, the decorative and’the melodious sense, Thus does the
change of accent of society from order and continuity to freedom
and progress usher in the reign of painting and music, and introduce
sinuous, sensitive and suggestive modelling and melodious play of
light over form, of flat tone over spalcc, into architecture and sculp-
ture. The mystical attitude, that is the core of the personality
consciousness, effects the transition from architecture to music and
dance. The glory of painting and music pre-eminently rests on the
genius of individuals as these arts reveal the complex and subtle
nuances of the individual mood and the mystical sentiment set against
the background of collective metaphysics, dogma and value. As
we proceed from architecture through sculpture to painting, music
and dance, the individual releases himself at once from social myths
and values and art styles and traditions of his environment to dive
deep into the inexpressible mysteries of his own soul for the creation
of new universal rhythms and patterns that have an appeal to
humanity much beyond their social context.

The individual lives eternally in art; while the spirit and
conscience, the serenity and tempo of a whole people or epoch his
art expresses and consolidates are much more subtle and pervasive
agencies of control, and more significant and permanent aids to collec-
tive living and achievement than such other social products as indus-
try, law or government with which modern social sciences are now
preoccupied. Art is thus not only the enduring glory of the indivi-
dual, and the imperishable record of culture, but it is also its principal
impulsion. Art inspires, exhorts and educates. Law, costom and
cconomic power can rule society only so far as man's imagination
and artistic consciousness import into them human meanings, as-
pirations and values. Without the aid of art these remain formal,
inefficacious means of physical coercion,  Art is the great binder,
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the ubiquitous seal of community life and action. Art easily and
cffectively adapts the human mind to its social milicu, and is
therefore one of the conditions of social progress. Many cultures
have become extinct because these could not evolve a great art;
others survive through the ages largely because they nurture a great
living art. The social and biological value of art restson the symbols
or ideal transfigurations of human reladons, the social view of man’s
life and destiny that art gives. Art-makes human life freer, richér
and more strenuous through its promise of transformation of both
society and the selll All what humanity dreams, strives and
suffers for stands behind art, giving man peace, peace with self, with
the society and with the universe. Society is what it is, not because of
law, morals and tradition that cannot heal nor console, nor bzcause
of religion that cannot inspire nor invigorate, but because of art.  Art
reveals not only the perfectibility of map, but also the enduring
essence of society that transcends the barriers of class, race or epoch,
Art speaks in a tongue that over-reachés and silences the discordant
notes of economics and politics. It is the authentic language of
human community and continuity that veluses to accept any
barriers of complete communication between man and man, between
culture and culture, over-riding distances of space and time.

Other cultural acquisitions outlive their uselulness and power,
and die or block man's progress. Art alone is eternal and indestruc-
tible amidst the chronic tumult of history. It alone ever renews
itself in the aching and agitated heart of man through the centuries,
and quietly, steadfastly and confidently directs his social and spiritual
destiny, irrespective of the changing vicissitudes of economics and
politics. Art is an inexhaustible, ever expansive treasury of beauty,
strength and joy for mankind as it is the ultimate measure of the
quality of its progress.
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CHAPTER |
ART AND CIVILISATION.

The Power of Art

Art is at once a social product and an established means of
social control. JArt forms are largely socially conditioned and
determined, while these are the most effective modes of regulation
of the lives of individuals and societies. Both the present psycholo-
gical and psycho-analytic approaches to art have, however, hardly
done justice to the social factors that enter into the unconscious
mechanism of artistic creation or into phantasy-making and the for-
mulation of archetypes in art that represent significant personality
builders and social binders in all epochs and cultures. A compara-
tive study of types and archetypes in myth, religion and art isof
invaluable importance in understanding the psychological roots and
processes of reconciliation and synthesis of the UNconscious urges
and instincts and the social impulses and pressures that underlie
all artistic activityor enjoyment,Thus the social psychology of art,
bringing to light the various dynamisms such as myth-making, sub-
limation and symbolisation that bring about the fusion of the uncon-
scious and the conscious in art, helps us in understanding man's
emotional misfits and adjustments in a given social and economic
milicu or those generic art forms that represent mankind's expressions
* of, as well as escapes and compensations for, living in society. Such
universal expressions of types and symbols are reached in art through
an effective social disguise that relieves man’s heart-ache without
letting him know what the ache is, and through a profound detach-
ment that invests them with a clarity and lucidity that the mind’s
screen of meanings, labels and stercotypes ordinarily hides from
itself, It is these which explain the enduring attraction and power
of the world’s great art forms that feed and stimulate both the minds
and hearts of vast masses of men through the centuries.

But art forms and experiences cannot be judged in their true
import without entering into the domain of the mystical life which

_gives the real clue to the essence of beauty and all significant art
= l
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forms, Metaphysics, religion and art have all equally found their
goals in a reconciliation of certain primary opposites in a higher
and a more comprehensive unity and order. Art comprehends and
expresses the recurrent alteration of the opposite principles of Being
and Becoming, of silence and activity in metaphysics and religion
as rhythm or harmony that is the essence of the sense of beauty. The .
profound rgpport of the artist with the object of construction
simulates the activity of the soul or Being in i;im!ing its absolute rest
and joy in identification with the manifested world or Becoming. It
is this which brings forth the inner harmonies and rhythms of the
fine arts—the cadences of words, the patterns of colour and the signi-
ficant forms of painting and sculpture that give us delight, though
we cannot explain it. This aspect of analysis would bring art study
in closer intimacy with the thought-forms and structures and the
formless, inexhaustible stirrings of a country or an epoch.
The Universal Appeal of Art

The treatment of art motis and forms in their social back-
ground and from the angle of sociology is even more significant and
imperative. Great art expresses the universal social symbols and
archetypes that have been connected with the summits of intellectual
and emotional experience of various peoples in the history of civilisa-
tion. Art is a mode of apprehension and communication. It
speaks in ‘the tongue of men and of angels,” the vernacular of images,
symbols and fantasies, revealing the’soul of a culture and social
milicu in a more significant manner than what religion, science and
philosophy can do. For it is his impassioned appreciation that
enables the artist more than the seer or the saint to penetrate into
the true nature of his object of adoration, and give it finality and per-
manence, How rarely, however, does the history of civilisation,
not excluding even Wells' synoptic Outline of History and Toynbee's
Study of History, comprise a survey of the art forms and ideals of the
human race! It is the materialistic outlook of earlier sociology under
the inspiration of Herbert Spencer that is largely responsible for the
neglect of the significance of the arts in the history of social develop-
ment. Modern sociology should now vindicate the importance
of the fertile field,—the study of art forms as the unchecked efflores-
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cence and clarified utterance of culture, as its principal measure,
directive force as well as means of control.

The contours of culture in different epochs and races and the
march of human civilisation cannot, indeed, be understood without
reference to the meaning of the principal archetypal images and
symbols such as Osiris and 1sis, Siva and Sakti, Asura and Titan,
Buddha and Christ, the Virgin and the hermaphrodite, Madonna
and Venus, Angel and Man-animal, Dragon and Garuda, or, again,
the Swastika and the Cross and all the rest that myth and religion
have cherished and art has constructed and beautified among different
peoples through the centuries. Since the dissociation of art from
religion and the rise of naturalism and intellectualism in the 15th
and 16th centuries, Europe has largely lost the community feeling
and the unity of the human spirit with the visible world that modern
science dnd metaphysics have not succeeded in recovering for her.
She has since largely disregarded the archetypes and symbols that
in the Orient are at once metaphysical, ethical and artistic, feeding
both the imagination of the common people and intellect of the elect.
A lapse of the cultural legacy of effective symbols and archetypal
images to which the larger community values easily attached them-
selves, an cxaggerated subjectivism and distinction between popular
and aristocratic art have gone together in Europe, leading art o
sterile paths. Modern Expressionism in the West had its many
precursors in the East, and it is necessary for the progress of art to
compare and contrast their respective art motifs and methods. It
is thus that we can delve into the technigues, conventions and forms by
which different peoples seck to express universal and eternal values
in art, and’evolve a new plastic pan-human language for the transla-
tion of universal, abstract and rhythmical values or order and
unity in keeping with the needs of the present generation.

=g Men are basically similar in all regions and races in their bodily
construction and instinctive equipment, in their emotional weaknesses
and intellectual conflicts. They have the primarily similar emotional
problems of youth and love, activity and renunciation, frustration
and enjoyment, sin and purity, triumph and death. In spite of the
differences of idiom and syntax the tongue of true art has ultimately
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similar implications and meanings for human life and destiny every-
where, And, in fact, man cannot be true to his common human
heritage if Buddha and Siva, Sakti and Angel, Pieta and Resurrec-
tion, Virgin and Saint, Venus and Cupid remain the unshareable
possessions of particular peoples. On the other hand, the universality
of appeal and the perfection of beauty of such images and symbols
depend upon the extent to which these are not allegorical, nor have
meanings only in a social context that require an intellectual explana-
tion. All masterpieces of art are pregnant with a direct and imme-
diate signification that is always there, eternal and universal.

No one in the modern age needs to be a Buddhist, a Hindu
or a pessimist in his outlook on life to recognise the beauty of the
tcons of Buddha and Siva, embodying a profound stillness of the
human spirit that has conquered all struggles and passions. No
one needs to be a Pagan to enjoy the beauty of the statues of Venus
and Aphrodite, Apollo and Hermes, envisioning in marble the ideal
of balance, and of the jovousness of the life of the senses. For a
Buddhist, a Hindu or a Greek the images, of course, meant much
more than to moderns, but the essential beauty of the particular
sensuous forms remains. That rests, in the first place, on the
profound, eternally valuable moods and attitudes of human life and
culture that these images embody, and, secondly, on the abstract
formal rhythms and symm etries, the play of light and shadow, relief
and solidity, that bring to an emotional focus those moods and
attitudes to be appreciated intensely and vividly by all human
beings irrespective of their social predilections and individual idiosyn-
Cracies. '

Art as the Expression of Fear and Power

It is necessary at this stage to indicate briefly the relation
between art and religion. In the primitive community art and
religion combine their resources in guiding man’s casy and effective
adaptation mainly to the hostile forces of his animate or inanimate
environment. Art, like primitive man's ritual and observance,
expresses his desire for power, ascendancy over nature and constant
fear and anxicty that dominate the psychological situation. Before
he goes to war, hunting expedition or ceremonial dance, primitive
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man decorates himself with various kinds of necklaces, belts and
other ornaments artistically fabricated out of skin, tusk and bone
that impressively protect him from evil, or contribute towards an
casy capture of the dreaded animals by casting a spell on them;
while the imitation of animal voices and movements and the mask
and costume used in religious rites engender rapport with the totem
animal or god of which it is a vivid representation. The belief
that man gains power over a person or an object by his power over
its representation is the major inspiration of the primitive artist or
artist-magician. Among primitive peoples artistic adventures gain
much from magic that sets its seal of social approval upon the
images of various spirits, ancestors and gods that are much more
‘real’ than any conceived by civilised man. For the masks, fetishes
and idols give deep satisfaction to the primitive man's powerful
instincts of self-assertion and fear as to his impulses of construction
and embody community emotions and attitudes with more than
usual intensity and order. Neither masks, fetishes and idols nor rites
and ceremonies are merely religious or magical. These form integral
imaginative products in which certain norms of communal action
or social values are revealed in the most impressive manner for the
primitive peoples. Thus these become effective binders of tribes
and folks, concrete symbols of tribal union as well as safety valves
of the savage individual's dominant impulses of fear and power
that are worked off and dchieve poise by being canalised into legi-
timate, practical social channels prepared in advance. Such fetishes
and idols in primitive sculpture are very much alive in the sense
that they participate in the life of the community, arc spoken to,
have food set before them, and are consulted for advice. “In the
Marquesas, as in some other parts of Polynesia, @ song of creation is
sung which introduces the ‘newly created image’ into all that
already exists.. The same is true of the mask of the Congo Negroes
which are ritually born into the tribal life.”* No wonder that
ancestors, demons and gods share in the dominant passions of the
primitive peoples, especially those emotions that arise or are invoked
on critical occasions in their lives. “The religious statues of the
' Warner : Comparatire Psychology of Mental Development, p. 410.
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Melanesians and the idols of the West African Negroes,”” observes
Hirn, “undoubtedly owe something of their wild and fantastic like-
ness to an attempt to awaken as intense an impression as possible
-of the divine powers which they are intended to represent.” Images
of primitive art are living spirits, vehicles of intense and concentrated
power and action, that alone can establish a rapport with the
emotional savage masses.
Evolution of Primitive Art

In a higher stage of evolution as among the Peublo Indians,
formal conventions and patterns come to restrain the vigour and
vehemence of the representation of images. In certain primitive
figures of ghosts and gods of wood and stone abstract and cubistic
forms are met with, that are truly remarkable. Relying on the
geometrical effect of light and shade and simplification of features,
these show great force and concentration of emotions that are not in
the raw but are intellectualised and organised. Savage art is
on the whole expressionistic, and rich with formal values that cannot
be achieved without a certain degree of intellectual maturity and
detachment. At the same time it expresses only a limited range of
human emotions and attitudes, especially fear, sex and assertion,
that are also discernible in the formul® and gestures of worship and
ritual. It is not without significance that the occasions of birth,
death, initiation, sacrifice or war, which move the savage’s whole
emotional being most profoundly, are celebrated by rituals or
dramatised enactments, regulating his affective life and laying down
norms of behaviour through an impressive array of idols, masks,
decorations, totemic carvings or paintings and mimetic activities,
Particularly widespread in the savage world are the initiation cere-
monies, that are artistic dramatic performances of the maturation
of sex and normal sex conduct made impressive by song and dance.
Similarly mortuary observances are universal, intended through
ritualised lamcnt_atiun and song, through decoration of the corpse
and dramatised performance to work out the grief and bewilder-
ment of the kinship group at times of death.? It is also noteworthy

IMalinowski: Magic, Science and Religion, in Needham :
Science, Religion and Reality.
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that the animation and power of idols and fetishes and the exuberance
of songs, dramatised dances and magical observances are greater,
the more compelling the instincts and interests and the deeper the
fears, apprchensions and perplexities of the savage. Due to the
vehemence of the desires and emotions of the primitive peoples,
whose fears and desires are reflected in the various magical entities
and dynamic powers that constitute their conception of reality,
their songs, rituals and dances interpolate with the tribal routine of
life, abolishing the barriers between everyday existence and the
reality. The hunting dance among the Veddas of Ceylon carried
on in the natural arena in the forest dramatises and merges
into the ordinary hunting operations, mingled with fear and sus-
pense but with the assurance derived from the protection of the
Yaka spirit and recapitulation of the successful performance. “It
is characteristic of the primitive peoples,” observes Roth, *‘that
there is no asthetic sphere per se, that art is closely united with the
social, political and religious life of the tribe.” This is the chief
reason why tribal song, ritual dance and sculpture show the excesses
and conflicts of the savages interpolating as they do with everyday
reality. On the other hand, where savage life is tranquil and well-
ordered as among the Pueblos of New Mexico, art is also sedate and
composed fitting harmoniously with their pattern of culture. Ruth
Benedict has described that among the Zuni group of New Mexico
the Dinoysian element is systematically eschewed.! An individualistic
disruptive experience of the artist-magician common among most
savage communities is discounted. In fact it is enjoined to avoid
vision as an extraordinary experience through f[asting, torture or
drugs. Drinking of peyot is also forbidden. “The dance of the
Zunis, like their ritual poetry, is a monotonous compulsion of natural
forces by reiteration. The tireless pounding of their feet draws
together the mist in the sky and heaps it into the piled rain clouds.
It forces out the rain upon the earth. The Zunis are bent not at
all upon an ecstasic experience but upon so thorough-going an
identification with nature that the forces of nature will swing to their
purposes. There is nothing wild among those dances.” Like the
1See Patterns of Culture, p. 72,
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dances of other North American Indians these do not culminate
in wild movement, cataleptic seizure or frenzy. Thus every
primitive tribe has the art it deserves, moulded by its mental atti-
tudes, dispositions and emotions.

With social development the savage’s emotional attitude
towards the universe is profoundly transformed. No longer is his
imaginative world inhabited solely by hostile influences, dangerous
powers and bewildering spirits that confusedly mingle together.
Art, like religion, discovers protective birds and animals, guardian
spirits and totems ; an entire complex of mimetic dances and
cries, rituals and ceremonies comes to express and regulate un-
conscious desires and attitudes. As emotional tensions are over-
come or the natural vent of impulses comes under regulation, the
expression of sex in phallic images and of power and assertion in
idols of ghosts and spirits, in masks and totem poles, is shorn of its
crudeness and violence. Gradually the idea of self develops in pri-
mitive society. The souls of the dead are believed to inhabit statues
of ancestors, the modelling of which has reached high development
in North-west America, Africa; Melanesia and New Guinea.
Man's double or mana, the soul substance, is also considered by
many primitive peoples to infuse with power fetishes or figures of
gods and demons. This metaphysical notion invests primitive
sculpture with a supernatural import, as statues come to be regarded
as the habitat of the mana with magical or supernatural results.
Similarly totemism that establishes the primitive man’s emotional
rapport with’ animals whose qualities of strength, agility and cunning
he fears and admires underlies the vigour of his animal statues, masks,
paintings and tattooings, and the widespread and remarkable use
of animal motifs throughout the savage world.

Primitive art is full of decorative, geometrical designs and
patterns that cannot be understood without reference to symbelic
meanings. Boas, indeed, considers that among many primitive
tribes decorative art for its own sake hardly exists, the decorated
object representing prayers and other ideas relating to the superna-
tural or war-like deeds. “Among primitive people,”” he observes,
“the msthetic motive is combined with the symbolic, while in
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modern life the wsthetic motive is either quite independent or
associated with utilitarian ideas.”” Though the decorative tendency
is predominant in primitive art, it is by no means true, however,
that realistic or imitative qualitics are not shown, Like European
palwolithic art, the art of the Bushmen of South Africa and the
Eskimos of Siberia, for instance, has reached an astonishingly high
level in the representation of naturalistic forms. As in primitive
religion, so in primitive ast the distinction that the mature mind
makes between truth and imagery or symbol, between reality and
myth or metaphor does not exist. A primitive idol, fetish or mask
is mot a symbol or image; it is the self-sufficicnt, intelligible reality,
embedded in the whole complex of tribal life. It is deeply satisfying
both in its sensuous beauty due to its formal qualities, and in its truth
due to the adequate explanation it offers of observed phenomena of
pature and human life through the unbroken tramsition from the
realm of imagination to the realm of everyday reality.
Art as the Expression of Perfection, Human and Superhuman
It is the nature and content of the mental processes in immature
or developed mind within its cultural envelope that determine both the
style and function of art. The relation between self and not-self, the
type of psychological association and the notion of the soul are far
different in primitive culture from those in modern society; and this
endows primitive art works with far different significance than what
only their plastic qualities signify 1o us. As the distinction between
the self and the environment is clarified, art begins to fashion forms
after man’s owri image. Such images are still gods and ghosts, ances-
tors and totem animals but they become less wild and formidable and
more friendly, law-abiding and beneficent. Ancestor worship and the
hero cult facilitate the transition to representation of purely human
forms, while the images of beast-headed divinities in Egyptian, Indian
or Greek art may have their origins in totemism. As social develop-
ment proceeds further man gains intellectual clarity and spiritual
-courage, Thus art becomes an expression of man’s perfect dignity
and glory, whether in Buddhist art in India or the Christian art of
medieval Europe.
1Boas: The Mind of Primitive Man, p. 243.
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‘Al through social evolution it is from magic, animism or
religion that art derives its intensity of expression. But the attitudes
and values that art expresses range from fear, anxiety and power
in primitive art to dignity, serenity and perfection in Greek, Oriental
and Christian Art. As art expresses and consolidates the sense of
human perfection, it serves as a beacon light to culture. Religion
may produce the gods and angels, but these can only satisfy and
stimulate human nature and direct man’s destiny as they are re-
produced in works of art. Thus the alliance between art and reli-
gion that we sec emerging hand in hand in the dawn of civilisation
is gradually consolidated on an idealistic or metaphysical plane.

At the same time the development of the mind also brings
about a separation of the functions of art and religion. As the human
mind matures, gods and spirits no longer enliven by their presence
wars and chases, rituals and ceremonies. Man can dissociate his
environment and routine of life from the objects and images of
artistic construction and religious experience. Art also ceases to :
function as propitiation or worship.

Relations between Art, Magic and Ritual

Ritual among different peoples and civilisations represents
different degrees of blending of art and myth, magic or religion,
employing various gestures, motifs and symbols. Due to this
blending and the social significance of the entire behaviour com-
plex, it has been suggested by Durkheim that religion had its origin
in ritual and by Jane Harrison that art arose from ritual. The
truth is that in carly stages of social cvolution the patterns of
behaviour are woven out of the subtly combined threads of magic,
religion and art, and it is difficult to separate a particular strand
from the total experience. In the ritual when the primitive
community represents or dramatises the expected hunt or war
expedition, the movement of their food or guardian animals or the
resurrection  of vegetation in spring, the elaboration or repetition
of the actions, gestures or spoken words is in keeping with the
strong emotions aroused on each occasion. The whole people
participate in the dance or magical ritual by clapping, rhythmic
swaying or acting as chorus. As a matter of fact, magical ritual
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embraces only those activities and interests that arouse intense
emotions through their mysterious or perilous nature. The mass
or community character of the ritual is also strikingly evinced by
the fact that on such occasions of dealing with the mysterious and
hazardous experiences, the routine of activities of the tribe is suspended
and the entire community forgathers and participates. It is the
rhythm which furnishes the orienting and organising principle of
the tribe in earnest action and emotion; and this spreads from ritual
dance, song and poetry to the decorations of earthen and wooden
utensils and textiles, to representational sculptures and to the signs
and symbols of individual and group worship and social inter-
course. Such is the hold of rhythm in the interplay of man’s intense
emotions and performances; its meaning is entirely lost sight of, if it
be regarded as a mere physiological reaction or mechanical expe-
dient.

All people have their signs, emblems and symbols, designed
for economy of action and expression of emotions and meanings, and
these become saturated with emotions as these are ordered according
to repetitive or alternating bodily movements and gestures closely
connected with rhythmical, physiological processes. It is the cumula-
tive force of the rhythm that makes all gestures and movements
effective in regulating the forces of nature according to human
purposes. Just as dancing feet compel rainfall, rhythmical move-
ments and gestures of the hands are powerful to bring supernatural
forces in the aid of the devotee or worshipper. This can be best
illustrated by the fact that a symbol understood as a graphic figura-
tion, as it is most commonly, is the fixation of a ritual gesture or move-
ment or series of movements that has to be made to trace it. The
use of signs of recognition in the initiatory rights of the primitive
peoples, the preparation of talismanic figures, the tracing of yanire
in Hindu worship and the mudras or grips in Oriental worship and
dance represent movements and attitudes forming what psychologists
call “motor sets.” There arc not only visual but alse auditory
symbols. Rene Guenon has suggested that their respecitve predo-
minance is characteristic of two kinds of rites which relate in the
beginning to the traditions of sedentary peoples in the case of visual
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symbols, and to those of nomadic peoples in the case of auditory
ones. Auditory symbols include the mantra as contrasted with the
yantra in Hindu tradition, and it is significant that the yanira is
effaced as soon as the rite is ended, indicating that the jantra is
identical with the ritual gesture that is also made explicit by the
repetition of the mantra in the actual construction of the yantra or
the execution of the rite, It will thus appear that a rite is made up
of a body of symbols comprising not only objects or figures but also
the bodily movements and gestures effected and the appropriate
words pronounced so that their meaning is derived from the entire
series of movements oriented according to certain  fundamental
thythms, and is not inherent in them. It is thus that the notion
of gesture hrings magic, religion and art into true unity and this
has a deep significance in the metaphysical domain®. Rituals,
symbols and gestures arc means by which man enters into com-
munication with the higher states of being, whether totem,
ancestral spirit, mana or deity. For centuries the Tantric system of
worship, that was adopted by different religions in India including
Buddhism and Jainism, required the preparation of diagrams ona
board or canvas with mystic formule and painted forms of the
deities and their worship with offerings. Throughout the world
the disregard of tradition has tended to sunder the rites from
symbols which are, however, two aspects of a single reality. With
the growth of the rationalistic spirit the motifs and symbols in the
ritual come to be interpreted rationally as means of expression of new
conceptions and attitudes. As the traditional ritual is thus explained
away, sometimes only the element of art in the dance, play, music
or dramatic enactment remains as the raison d'elre of the ritual.
In Buddhism, Islam or Protestant forms of Christianity, the rational
attitude has led to the disdain of ritual as a superstition and the
expulsion of art from a large sector of life. More than ‘religion’,
it is ‘art’ in the song, poetry, the socially valid myth or symbol and
behaviour of the ritual that reveals clearly the basic attitudes of
different cultures.

IRene Guenon: ‘Rites and Symbols in Journal of the Indian
Society of Origntal Art, vol, IX, 1941.
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Relations between Religion and Art

In man’s mature mind, just as food and worship, activities and
rituals, images and realities no longer intermingle, artistic and
religious apprehension also comes to be differentiated in its function
in contemplation. Both thrive on contemplation, but xsthetic con-
templation does not linger over truths as truths per se which religion
cherishes. Art clothes truths in garbs of concrete imagery, attitude
and feeling that all aid one another and form a unity of experience,
vivid and intense. Myths, legends, fairy tales and historical narra-
tives of primitive peoples that often combine fact and fiction, art
and science, hold together clans and tribes and effect their casy ad-
justment to nature and the milieu. Religious myths, in particular,
persist because of their integration of human emotions and attitudes
with magical and supernatural beliefs. On the other hand, with the
evolution of man's religion, art concerns itself with idols and pdint-
ings and with myths and legends dramatising the lives of gods and
goddesses, and frees itself from magical motives and purposes. Art
in an advanced stage of social development subserves the spiritual
needs of the people through allying itself with idolatry, the construc-
tion of temples and family altars and the development of religious
epic and drama. It is thus the history of art alines itself with man’s
intellectual progress. But even in mature civilisation though art
aids religion through the composition of hymns and prayers, nar-
ratives and legends, through the sculptural representation of the
deity in the form of the human hero or idealised man and woman,
and through the development of temple architecture, ceremo-
nial and festival, magic still reigns supreme in folk cults and rituals,
mimetic plays or vegetation ceremonies that are, however, not per-
mitted within the temple premises but treated as outside the
pale of orthodox observance. Art and religion develop together.
Art fashions the deity cult in which gods represent not the mysterious
forces and events of the world but the aspirations and travails of the
human soul. Thus. art, like religion, explores the entire meaning
of life, the heights and depths of man’s experience. It fashions
appropriate symbols and makes these emotionally potent, through
songs of praise and thanksgiving to the deity who protects him from
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the forces of evil and misfortune, often represented as Titans, and
dramatises worship as the elaboration of the inner struggles of per-
sonality and of man’s delicate nuances of approach to the deity.
Even in the stage of mystical contemplation, which is largely dis-
sociated from the context of myth and tradition as well as from the
ritual of traditional worship, art still plays its réle in revealing the
Beyond and the Absolute through poetic imagery and allegory that
deeply stir the religious emotions, In the Orient worship is rendered
in music and dance, mimetic offering and petition, festival and pro-
cession and in an claborate set of liturgic gestures and movements,
not ta speak of the appeal of beautiful images and paintings of the
deity, all of which intensify and consolidate the religious emotions
and attitudes, ]

The concentration of art around the lives and performances
of Buddha, Siva, and Krishna has in fact reached an extraordinary
degree of complexity in India. In Indian houscholds and temples
worship largely consists in the participation of the dramatised and
creative representation of the entire daily routine of the deity’s life,
including ritualised awakening in the moming, ablution, offering
of food and preparation for sleep. Such artistic enactment elicits
an entire gamut of religious emotions and attitudes and feeds the ima-
gination of crowds of worshippers from moming till night. Emotional
mysticism, in which religious truths are operative in union witha
specific and visual form of the deity and associated attitude and
fecling of the devotee, has this common feature to art, and hence it
is closely allied to, and is the fount of artistic constructions. Thus
the profound metaphysical concepts of the primary opposites, Being
and Becoming, Purusha and Prakriti, Unity and Duality that religion
feeds on in India are translated in the vernacular of Indian art in
the images of the divine couples, Siva-Sakti, Lakshmi-Narayana
or Radha-Krishna in which are found both a religious and an
asthetic quality. God’s infinite grace and compassion, the power
of divinity agdinst sin and evil, or again, the majesty of Death that
15 yet overcome by the immortality of the human spirit similarly found
expression in myriad images in Indian art. There was in fact
hardly any intimation of the immortal and the universal that could
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not be translated into plastic form in Buddhist and Brahmanical art,
since the conviction was strong that a person reveres in the image
the subject that is represented there, and that the super-sensible world
is the real world, crying for expression and utterance.

Classical Greece did not develop any sense of the supersen-
sible in connection with religion, but brought down the gods into
the affairs of the world, and shaped them in man’s image. The
sense of guilt and abasement, the humiliation and despair of the
soul in the presence of the infinite, the hope and triumph in God's
love and grace—all these which go to the making of the major
religions of the world did not have any significance for the ancient
Greek. Thus Greek art and religion could more casilv blend
with each other in their mundane interests, both dealing with
sensuous forms and rituals in  which were embodied the grand
classical ideas of harmony and proportion in all activities and
phenomena.

" Christianity and Art

Christianity passed through various schisms and controver-
sies in respect of the artistic representation and worship of images
and idols. Itis interesting to note that the principle of image
worship laid down by the Council of Nica is almost identical
with the Hindu formulation of the need of images: “For by so
much frequently as they are seen in artistic representation, by so
much more readily are men lifted up to the memory of their proto-
types and to a longing after them.” “For giving aid to the
worshipper, the Universal is given artistic representation in forms
or images,” runs the parallel Hindu statement. The Hindu
art treatise, Vishnudharmottara, is more emphatic: “Worship
and contemplation of the Supreme Being are possible for the
human being, only when he is endowed with form, because human
beings are limited and finite.,” In different parts of the Christian
world, Syria, Northem Europe and Southern Europe, different
religious sentiments, ethnic traditions and climatic factors determined
the degrees of fusion between ritualistic and introspective worship
in the Christian Church, and this in its turn governed the tendencies
towards abstraction and conventionalisation or realistic and dramatic
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representations of Christ, the Virgin and the apostles and of the
scenes of the Passion in the East and the West.  What may be called
Christian art covers about twenty centuries. The Christian meta-
physical doctrine of the Trinity as represented by God the Father,
God the Son and God the Holy Ghost found in the Christian world
its artistic rendering in the holy images and paintings in churches,
and in Catholic countries the elaborate church rituals and processions
distinctly favoured msthetic appeals and values.

In the 12th and 13th centuries there was such a flood of idealism
i France and other European countries that it produced some of the
world’s most magnificent monuments of art. Gothic  sculpture
resembles Oriental sculpture, and it is worth remembering that
the spirit of Gothic art was a type of emotional mysticism closely
akin to that of the Orient. Mariolatry was the underlying in-
spiration of the Gothic period of European art, and as this spread the
peoples of Europe found the same kinship between the deepest
human and spiritual affections that is the mainspring of Oriental
inspiration in religion and the fine arts, This was also the era of the
rise of poesy and of the culmination of chivalry with its apotheosis
of women in Europe. While the Gothic cathedrals reproduced
in their lofty, delicate spires, strung together in graceful proportions,
the soaring spiritual vision of the age, the icons of Christ and
“Madonna, angels and apostles in the interior showed a most remark-
able combination of transcendental mystery and human sensitiveness
hardly met with again in Christian Europe, - Christ here is full of the
milk of human pity and tenderness, and is not the omnipotent
Saviour seated upon His glorious throne, while the Divine Mother
also is always youthful and slender, radiant and smiling with love,
and slightly bends as she holds the child in her left arm or on her
left knee. Similarly, the angels and patron saints have always young,
bright and beatific faces. For their counterpart one has to go to Bengal,
Tibet or perhaps to China where we have the more human types
of Buddha and Bodhisattva with the same youthful, bright and yet
inward-turnied faces as those of the Gothic figures, the same gentle
swaying of slender bodies (as in Yun Kang caves) accentuated by
the sweeping and innumerable folds of the monk’s robes that have a
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curious similarity with the soft plaits of the woollen fabrics of Europe,
aiding towards Botticellian elusiveness and cthereality.

Another parallelism in the development of art and culture
is worthy of mention. The cult of Mary and Jesus, and the rever-
ence for women that characterised the spirit of medieval Europe
found its expression not only in Gothic architecture and sculpture,
but also in the noble poetry and song of minstrels and troubadours,
uttering the deepest feelings of the people in the long-neglected
mother-tongue. Three centuries later in Northern India the cult
of the Divine Child Krishna and his mother Jasoda was similarly
the focus of awakening of the national spirit manifest in the develop-
ment of Rajput and Pahari schools of painting, and the rise of folk °
songs and hymns (dohas) in Hindi and Prakrit, such as -those of
Vidyapati, Mirabai and Surdas (15th Century) and of Hindi poetry
with the composition of the Prema Sagara that reached the Krishna
legends from the Sanskrit Bhagvata Purana to the common people.
The abolition of the distinction between human and spiritual desires
and sentiments was in each case both the momentum and measure of
the spiritualisation of human interests and experiences, and linked
art and vernacular literature indissolubly with religion. Like
Gothic art, Rajput art expressed the collective vision of the people
and distilled and communicated the moods and sentiments of a whole
epoch that were then finding also an ardent utterance in epic poetry,
songs and sonnets. In Europe within a few decades the widespread
youthful, religious idealism of the 13th century degenerated into
sentimentalism, and the tide of intellectualism and naturalism,
waxing with the spirit of the Renaissance, was soon to extinguish the
medieval religious spirit. With this the channels of art expression
were completely changed. In India, Rajput and Pahari art embodied
a profound and delicate assimilation of transcendental and human
values, that was the essential legacy of ancient Indian culture. "It
was thus the last reaction or protest of the spirit of India, nurtured
in the inaccessible deserts of Rajputana and mountain fastnesses
of the Punjab and U.P. independent Indian States, against the
iconoclasm of Mohammedan rule, and the sophisticated and exotic
character of Mughal art and culture. As the Western world was

3
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turning more and more to realism and anecdotal and photographic
representation, we had in India, in the 17th and 18th centuries, a
pictorial art that continued the traditions of fine, sensitive drawing
and magic pattern of colours of Ajanta and Bagh, and at the same
time was, perhaps, the last collective vision of an age that found the
divine in the human and the human in the divine.
Islam and Art

A world religion that was inimical to wsthetic values was
Islam. Such opposition to art as early expressed itself in Muham-
mad’s injunction, forbidding the use of all pictorial representations
in the religion founded by him, is to be attributed to several factors.
The Arabs were a simple, nomadic people, given to war and deficient
in higher education and culture; they found in several countries they
conquered magnificent monuments of art that they could adopt
in the absence of a national art of their own. They, in fact, often
made use of Christian Churches for their own worship, converted
Hindu temples into mosques and freely employed architects from
foreign countries for building their mosques. The limitless expanse
of the desert and the steppe which they traversed restlessly, and where
there was nothing to arrest attention, bred an abstract frame of
mind. Their logical conception of the absolute unity and omnipo-
tence of God was incompatible with His representation in material
objects; and, besides, the fear that the people might relapse into
fetish worship and polytheism was but nataral. The Isfamic prohi-
bition of paintings and especially of plastic representations of natural
form led, however, to the development of geometrical and decorative
art, hardly paralleled anywhere in the world; while the architecture
of the Muhammedan peoples, richly enriched by borrowings from
Egypt, Byzantium and India, had an unprecedented growth, charac-
terised by the contrasts of dreariness and rigidity with variegated,
fantastic decoration that seem to echo the incompatibilities of their
intellectual nature. The austerity of the Arab dispensation was,
however, profoundly modified in the Islamic world by the mystical
religion and poetry of Sufism that grew in the Persian soil out of the
fusion of Indian and Neo-Platonic metaphysics. Sufism asserted
the immanence of the Deity in the world and human life, and restored
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the sense of intimate personal communion with the Perfect one, The
search for beauty came to be identified in the Sufi creed with the
revelation of the Divine perfection, and this became the stimulus of
an incredibly meticulous, elaborate and serene art and crafts-
manship for which recognition was sbught not from the world but
from God himself. Thus the upper classes, and in some measure
the common people, were prepared by both Sufi poetry and metaphy-
sics to find in art work the door to perfect love and comprehension,
and the artistic life was elevated and deepened with new fervour and
" poetic imagination. The artist Khwandanur actually declared that
God was the Eternal Painter and the-world was his artistic creation :

“The Eternal Painter when he made the Sun

“Adorned an album with the sky for leaves

*Therein "He painted without brush or paint

“The shining faces of each beauteous form."”

Again

“God's writing and his draughtsmanship amaze

The wise man by their magic loveliness

The eye rejoices at the curving line

Although the mind may fail to grasp the sense

God’s form and meaning both create delight

And shed illumination on man's eye'’!

Many Persian portraits and other paintings are characterised
by a combination of serenity and intensity, tranquillity and lyricism
that are derived from the super-sensible realm. Al-Ghazzali, like
Plato, has indeed stressed the akinness of the perception of beauty
or harmony with transcendental insight. “The heart of man has
been so constituted by the Almighty that, like a flint, it contains
a hidden fire which is evoked by music and harmony and renders
man beside himself with ecstasy. These harmonies are echoes of that
higher world of beauty which we call the realm of spirits; they
remind man of his kinship to that world and produce human emo-
tions so deep and strange that he is powerless to explain it.” As it

18ee Arnold Painting in Islam, p. 35; also Pope: Introduction
to Persian Art, pp. 229-233,
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has happened in the history of so many religions, the development
of emotional mysticism in Persian Islam, with corresponding devo-
tional literature, was an inspiration to art, and met the challenge of
religious taboo by remarkable humanistic paintings that satisfied
and aroused the religious and artistic aspirations of the Muhamme-
dans not merely in Persia but also elsewhere.

Buddhist Art and Culture -

In India art first served religion in presenting in plastic forms
the prototypes of the Mother Goddess, Siva, the Bull and phallic
symbols associated with popular cults in the Indus valley in and about
2000-3000 B.C. Later on images were made of Yakshas and
Yakshinis, Nagas and Nagis, snakes as well as spirits of trees and
waters that were found in Bharhut, Muttra, Besnagar, Parkham,
Patna and other places. The teachings of Buddha definitely dis-
couraged the making of his image for worship, and we have a refer-
ence in the Milinda Panha (about 1st century A.D.) to the general
opinion forbidding the construction of images. It was. probably
in Mathura that the earliest image of Buddha was modelled, seated
cross-legged under the Bodhi tree true to the Indian Yogi type.!
From the sculptures of Bharhut depicting scenes connected with
the life of Buddha about 200 B.C. to the eighteenth century, Buddhist
art covers about 2000 years and ranges in several natural art regions.
Buddha is represented in later traditions (Divyabadana) as meeting
king Udayana’s wishes to have an image of himself drawn on canvas.
Hiuen Tsang in fact found an image of sandal-wood (at Kausambi
which was Udayana’s capital city) rather than a painting that was
“borne through the air’” to Khotan where it became the archetype
of innumerable later representations. At Lung-Men there is a
statue called Udayana. Early Indian art, due to the prohibition
of the making of the image of Buddha, used a variety of symbols
such as the wisdom-tree, the wheel, feet, trisula and lotus, all derived
from the Vedic myth and religion. On the one hand, Indian and
hence Oriental art was profoundly enriched with abstract symbols

1For a discussion of the claims of the art schools of Mathura

and Gandhara in first fashioning the Buddha Image, see Mookerjee :
Notes on Early Indian Art, pp. 24-31.
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and motifs due to the earlier iconoclastic ' attitude of Buddhism.
Many of these were no doubt Vedic and Indian, but some were taken
over by Indian art from the Near East. Secondly, though the
imaging of the Buddha himself was prohibited, no such prohibition
applied to the representation of the animals in which forms Buddha
showed his courage, pity and self-sacrifice in his previous births. Thus
Indian art carly developed an ardent love of naturalism, and animal
figures were depicted with great sympathy and tenderness.

On the other hand, as Buddhism became the religion of the
masses, Indian art achieved a fusion of anthropomorphic and
abstract elements satisfying the requirements of both intellectual
comprehension and emotional fervour. Even before the sacred fect
(paduka), symbolising Buddha in the sculptures of Amaravati, we
find a group of remarkably graceful feminine prostrate figures fully
expressive of the profound devotion of the multitude to the Great
Teacher. Hellenistic influences encouraged anthropomorphism
in the Buddhist art of Gandhara and Kapisa where the Buddha's
image was carved as a model of Apollo and an Indian teacher or
Prince combined, seated not in the cross-legged Indian Yogic posture
but in European fashion, but soon this was spiritualised in the
Indian religious climate largely due to the influence of the Mathura
school of sculpture. Here the treatment is characterised by a fine
tracery of the monk's robe, rounded lines of the body and a profoundly
meditative face, the ensemble showing remarkable harmony, serenity
and vigour.

Buddhism and Brahmanism, indeed, early settled the icono-
clastic controversy by the recognition that the image is not significant
in worship, but the super-sensible Being or subject incarnated in it
“The image merely as such is of no value, all depends on what he does
who looks at it; what is expected of him is an act of contemplation
such that when he sees before him the characteristic lincaments, it
is for him as though the whole person of the Buddha were present;
he journeys in the spirit to the transcendent gathering on Vulture
Peak’! Coomaraswamy adds: “Aesthetic and religious experience

15addharma Pundarika, ch. XV, quotel in Coomaraswamy :
Elements of Buddhist Iconography, p. 7.
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are here indivisible; rising to the level of experience intended, *his
heart is broadencd with a mighty understanding’.” Besides, if
the Being or divinity is immanent in all things in nature, art becomes
an ideal vehicle of representation of the unity of all life. The rugged
mountain face in Ajanta in the Deccan or in Ch'ien-Fo-tung, famous
for the Caves of the Thousand Buddhas, in the Chinese oasis and in
distant Yun-kang in Shansi or, again, the vast temple walls in
Borobodur in Java could not have been transformed by the presence
of a thousand living forms including Buddhas, Bodhisttavas,
angels, apsaras and adorers, but for the intense religions feeling
of the oneness of all life and sentience through a multiplicity of
forms, births and manifestations. The stones burst forth into
exuberant life and dynamic energy in cave and temple from the
lowest tier to the ceiling that literally became thickly inlaid and
compact with forms of life, wholly concentrated upon the worship
of Buddha, the primordial essence of all manifestation. *“The stones
themselves are elevated to the rank of Buddha,”” wrote a Chinese poet.
It was the Buddhist synoptic view of the universe, satisfying both
intellect and imagination, that no doubt cemented the partnership
between religion and art, art definitely allying itself with religion in
translating the eternal and universal ideas in religion, and at the
same time revealing in its autonomous sphere of the field of vision
ever-new rhythms and symmetries from the world of nature,
The March of Buddhist Art

Not merely was Buddhism associated with wide-spread and
noble artistic construction in India, but as it travelled with the Indian
monks and preachers along the ancient silk route by way of the
Central Asiatic oases or the sea-route by the Archipelago and Indo-
China to China, it brought about an a@sthetic revolution by ming-
ling with Taoism and introducing into the religious and @sthetic
life of the Chinese the major archetypes, symbols and motifs of
India. The spread of Buddhism to Central Asia, China, Burma, the
East Indies, Siam and Cambodia completely transformed the indige-
nous art traditions, symbols and motifs of the various peoples, just
as Christianity almost contemporancously (3rd and 4th centuries)
refashioned Mediterranean culture and art. The expansion of
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Mahayana Buddhist art was possible in the East because of the
transformation of the earthly or historical into the transcendental
Buddha or Being and the interpretation of iconography from the
metaphysical and hence universal standpoint. Buddha is no mere
individual teacher or Sakya Simha in Buddhist metaphysics and art.
He is the primordial metaphysical principle of the universe, Being,
“Who has entered into the Suchness'” and has never left his eternal
seat of meditation on the Vulture Peak at Rajgriha. The Saddhar-
ma Pundarika (The Lotus of the Good Law) gave this metaphysical
interpretation of the eternal character of the Buddha, of the Buddha-
hood in every creature that awaits realisation, and Indian art
entered its golden age. No wonder this important Mahayana text,
which was “a grand religious poem in itself”, greatly stimulated
Buddhist art. As Anesaki observes: * The apparition of the
heavenly shrine, the hosts of the sanctified adoring Buddha, the
stories of miracles wrought by saints in the name of salvation,—
these and other topics were painted ceaselessly in a variety of scenes
and compositions”.! The doctrine that Buddha was a god above the
gods, an eternal, infinite Being spread from India to China and
Japan, everywhere imbuing the people with an aspiration for universal
communion, practised in conduct and expressed in art. On its way
to China through the ancient silk trade-route, Buddhism was, indeed,
largely transformed. Besides the metaphysical principle of Buddhahood
(the essence of all Buddhas) there were stressed the cults of Mauitreya
and Amitabha, the easier tenets of the Paradise or Pure Land to
reach which was easier for the faithful or believers in God's grace
than through the difficult way of the Aryas. Thus the fresco-painter
began to paint the Tusita and Sukavati heavens, stimulating the
faith and giving hope and assurance to the faithful. There was, of
course, the human form of the Buddha or Sakyamuni and the
various episodes in his career, such as his encounter with poverty,
with disease and with death, his farewell to his sleeping wife and
his renunciation, were ardently depicted in both painting and
sculpture. But the heavens of Maitreya and Amitabha far eclipsed
in glory Gridhakuta or the Vulture Peak, beloved and sanctified 'by
1Buddhist Art, p. 16,



24 THE SOCIAL FUNCTION OF ART

the historical Gautama. The Paradise of the metaphysical Buddha
was more resplendent than the site of Gautama's meditation. In
religion and art Maitreya and Amitabha far outshone Gautama.
Furthermore, in the early development of Chinese Buddhist art the
peace and happiness of the Pure Land were more discernible than
any threats of suffering in hell that were so much emphasised in the
later . centuries, The march of Buddhist art from India to China,
Korea and Japan, impelled across thousands of miles by a buming
faith that produced altogether new lasting creations of art, can now
be but dimly traced in the cave carvings in Bamiyan and Habak
on the borders of Afghanistan, in the sand-buried cities of Balkh,
Kashgar, Yarkand and Khotan, in the grottoes of Kucha, Qizil
and Turfan, the remarkable remains in the caves of Tun-huang and
in the colossal sculptures at the Yun-kang caves in Shansi. Much
in the same manner Christian art concerned itself not with the scenes
of the ministry and sufferings of Jesus, but rather with the eternal
birth of the son of God, the majesty of the Divine Mother and the
perfection of Christ in glory. As in Buddhism and Brahmanism,
so also in Christianity, art can best aid religion if it be not chilled by
the formal motils and conventions of iconography, and this is
possible only when philosophy or metaphysics changes the content of
iconography, anthropomorphic or otherwise, making it less earthly
and historical and more cthereal and transcendental. Metaphysics
does not brook the historicity of Gautama and Jesus, and thus paves
the way to art envisioning Buddha and Christ in images that over-
step the horizons of time and space, and yet live and love eternally
in the Paradise of human hearts. For Buddha is also the beloved
teacher and conqueror and victor in the fight, “the peerless Master
of our caravan,” “the king who ruleth all the world,” the very em-
bodiment of Dharma. Thus the profound love and adoration of the
person of the Master supplied the inspiration and vitality of Buddhist
art. Well has Chavannes remarked that the distinction of Buddhist
art lies in giving a “moral value to the humanfigure.”” Similarly
in Christian art, Christ is the Good Shepherd that giv.th his life
for the sheep and the Man of Sorrows, and lives eternally in
the life of love and sacrifice of mankind,
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Another interesting parallelism in the history of the develop-
ment of Buddhism and Christianity is that the Greco-Roman art
largely supplied the first iconographic types in both early Buddhism
and Christianity. Apollo became Buddha in the Gandhara School
of art as well Christ in the Mediterranean. But in the Orient the
influence of Mathura early developed an expression of profound
contemplative abstraction combined with graciousness and delicacy
that travelled from India to Turkestan, Central Asia and China,
and soon superseded the Hellenistic, Iranian or Persian models. It
was only in the 13th century that Europe could achieve similar
spiritual expressiveness in the early Gothic sculpture at Chartres
and Rheims. It took ten centuries or more for Christian Europe
to rise to the spiritual exaltation that could give the supernatural
idealised ‘Gothic’ human type that is so sharply contrasted with the
Greck type. Great cpochs of religious enthusiasm were epochs of
magnificent artistic achievement, whether in the East or the West.
Both religion and art feed mankind’s recurrent hunger for the infinite
and the immortal.

Distinction between Religious and Art work

The more perfectly the metaphysical symbols and allegories
of the ritual are fused with the sensuous forms in which the great
truths these express are incarnated, the more beautiful do these
forms become. Between the pure allegory and symbol of religion
and the complete fusion of abstract concepts and percepts, several
degrecs of fusion exist, differentiating art works from gods and
goddesses of worship.  The distinction hetween religious and
xsthetic contemplation  lies in  the apprehension of abstract
formal rhythms and symmetries in the field of vision. Art invests
the sensuous forms, derived from the real world of concrete human
experience, with abstract, formal values; it is these it essentially
relies upon for its emotional appeal. A great work of art
always combines a profound message from the depths of the artist's
soul with an intense emotional interest for all men, derived by it from
the visual play of light and shade, forms, colours and planes. What
is universal and ecternal is enclosed by art in concrete sensuous
forms and phenomena, eliciting characteristic attitudes and

! &



26 THE SOCIAL FUNCTION OF ART

emotional experiences and values that are deliberately sought in the
image, ritual and observance. It is the image and ritual that,
through dramatisations _and allegories, sensitise the worshipper and
arouse in him a gamut of emotions attaching him to the religious
pursuit.  The worshipper becomes the artist in ritual.

The Autonomy of Art

On the other hand, early Egyptian art, developed before the
articulation and organisation of religion in the Nile Valley, the
courtly and cruel art of Assyria, the sculpture of China that had a
fresh exuberant phase afier the retreat of Buddhism, Persian paint-
ing, Moghul painting in India and, above all, the art of the Renais-
sance in Europe are familiar instances in history of artistic develop-
ment unaided by religious enthusiasm. In Europe it was since the
Renaissance that the theme of painting has increasingly centred
m allegory, portraiture, landscape and still-life. Whenever man-
kind, through contemplation, through love and passion, through war
or any other engrossing sentiment and drama of action and move-
ment, atrocious or sublime, finds an order or symmetry in the un-
explored world of forms, colours and movements, the artist’s soul
creates a new world of rhythm and beauty. Every epoch, religious,
puritan, military, secular or political, sets its own problem and work
for its artist. It is rarely that he is thrown back on his own individual
resources and purposes.

Gradually with the secularisation of life, art becomes an
autonomous quest, developing its own traditions and standards, and
turns to the lesser themes of personal moods and emotions and the
sensible world; while religion also frees itself from the emotional
props of images or art objects in which the religious emotions were
formerly objectified and distilled as well as rituals, symbolisms and
allegories, but turns boldly into metaphysical realisation—the flight
of the Alone to the Alone. It is in this cold, intellectual phase of
religion, which represents in fact the summit of spiritual realisa-
tion, that there may come about a severance between art and reli-
gion. Yet both Buddhist and Brahmanical art has tried to’ embody
great metaphysical concepts and truths of self-realisation in plastic
forms and symbols comprising a unique gallery, that has caught the
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mystery of the supersensible and unexpressed and represents some
of the most profound artistic constructions of the world. Secondly,
the Brahmanical and Buddhist conception of the universal brother-
‘hood of all being and the continuity of life in man and nature served
as an enduring inspiration to artistic effort that sought through the
centuries to express the full participation of all beings and things
in the cosmic life. It was the expansion of the mental vista and the
broadening of sympathy, embracing within their scope plants and
animals, men, beings of heaven and of the nether world, and the
spirits inhabiting nature that nourished the stem of myth and
religion and the flowers of art in the Orient.
Interdependence of Artistic and Religious Experience
Man’'s asthetic and religious impulse and attitude come out
of the same stem of self-expression and reconciliation of the discords
of the world and the tensions of the self in a rhythm, unity and order.
Myth and religion create the archetypal symbols and images that
bring poise or repose to the self. Art embellishes and makes these
vivid, aiding the self in the process of myth-making, symbolisation,
rationalisation and sublimation and in yet profounder integrations
of the personality, and engendering a sense of ineffable joy, rhythm
and beauty in the inner life. Myths, symbols and imagery that
religion provides for art are constantly refashioned by the latter;
in this renewal and re-interpretation these become surcharged with
emotions and meaning attitudes, vivid and powerful foci for fresh
effort in religious and asthetic contemplation. It is then that the
concrete and the abstract, the mundane and the transcendental
values easily slip into each other, which is, indeed, the summit of
wsthetic and religious experience, The human becomes transmuted
into the divine, and life is envisioned as the sport of the gods in the
Paradise of man’s heart. Art is great to the extent it expresses the
impersonal and the universal in concrete patterns, and the spiritual
climate in which the human and the divine meanings and values
interpolate is most favourable for its development. . Esthetic
expbrience is characterised by the same sense of competence and
insight that are the sine qua mon of religious experience. Like reli-
gious intuition @sthetic intuition obtains these from its unique
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vision of the wholeness of the universe. But it adds to these, and
lingers over a vivid sense of rhythm or harmony that brings about
utter identity between the universal and the concrete, the transcen-
dental and the human through the replacement of the idea by the
feeling of identity. From the sense of harmony emerge the patterns
of colour and plastic and melodious rhythms that represent the so-
called formal values of art, and that are rooted in man's deepest
realisations in propitious moments of spiritual or wsthetic ecstasy.
Art thus affirms the religious faith that makes the dumb speak and
the lame to ascend mountains. It is the sole reliable testimony
to the vision and power of true religion, as it brushes aside the
cobwebs of dogma and the rust of tradition that obscure the direct
vision of religious ecstasy. Art breaks as many religious idols as
it creates, renovates and embellishes.  As religion languishes or dies,
idols insensibly change into stiff forms, or these may obtain a fresh
lease of life through the asthetic fervour taking the place of the reli-
gious sentiment, and become new symbols of the life and imagination
of the people.

It is not necessary that the symbolic dialect of art remains the
same. The iconoclasm of Islam, the austerity of Puritanism and the
rationalism of the modern scientific epoch have chilled spiritual
passions and discouraged plastic expression, but the search for beauty
has at the same time created noble ‘architecture, over-elaborate
decorative art, delicate craftsmanship and grand poetry and music.
But, on the whole, in the history of human culture the outburst
of enthusiasm of a people or an epoch that has reduced the chaos
of the universe into order, and given to the world its imperishable
legacy of art motifs and symbols has so far shown itself in the visible
forms of religion. The principal reason is that man’s sense of order
in the universe, of unity of self or Being with the world or Becoming,
is a mystical sense that is the core of both art and religion, and
is anterior to and surpasses visible forms of art and codes of
morality, and constantly creates fresh, visible and expressive idols
and poems out of the infinite world of forms and movements#that
stir man’s desires. Bothartand religion have helped each other,
religion at its highest enormously enriching the intellectual content
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of art, and evoking at the same time unexpressed rhythms and
symmetries in the field of vision.
Art Form and the Spirit of Society

The same absolute and universal values to which religion and
art give perfect expression are imperfectly articulated and consoli-
dated in the social and economic order. Each distinctive social
system, ethos or culture nourishes its characteristic art form. Autho-
ritarianism and individualism, organization and freedom as social
principles leave their impress upon art forms. Myths of nature and
of the origin of man and the tribe, epics and legends of gods, heroes
and ancestors and lyrical poems revealing personal moods and passions
mark the success've characteristic phases of the development of
poetry, accompanying the change of the social structure from collec-
tivism and organisation to individualism and freedom. The change
in social organisation and ethos of a people is writ large in all the
fine arts; while the forms in each are congruent with one another and
with the spirit of the people or age. Where the social structure is
immobile, unyielding and adamantine as a mountain, giving little
scope to the creative strivings of the individual, both architecture
and sculpture become severe and conceived geometrically. Archi-
tecture becomes monumental in a mathematical setting, and sculp-
ture becomes massive and ponderous dominated by the spirit of archi-
tecture in its solid unity with the ground i.e. the wall and the figure.
Geometry is man’s translation of abstract, absolute, limitless values
and ideas, the spirit of the timeless and changeless society and
universe. Geometrical art flourishes wherever the individual
achieves a poise between self and society, between his freedoms and
the compulsives and repressions of the social order. It is intuitive,
abstract and transcendental. It is the highest kind of art, since like
mathematics it can delve most deeply and abstractly into the elements
of form and number that embody themselves in the harmonies of the
universe, interpreting these like the latter in exact ratios and
formule that are universally wvalid, acceptable and attractive.
Geometrical patterns  indeed, comprise the means of revealing
or imposing the most universally, obtaining rhythms that can
be conceived by man. Geometric art is contrasted with an artof
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subjective moods and desires, with impressionism and lyricism that
free .themselves from the bounds of the mathematical and the exact,
and become slack, diffuse” and palpitating, as illustrated in realistic,
imitative or romantic painting and sculpture and in its extreme
phase in the weakness and volatility of the Western Tmpressionists.

Geometricisation is best expressed in the history of art in the
solidly built, bare and systematic Egyptian, Doric and Roman
temple or Muhammadan mosque, which exhibit a maximum of
mathematical relations and embody in all their strictly exact parts
the rigid uniformity of faith and observance and the inviolability
of law and discipline holding together the family, the tribe and the
community that punish deviation with expulsion and estracism
from the group. For mankind in its earlier stages of culture the
rigid compulsory adherence of individuals to myth, religion, custom
and taboo is reflected in the geometrical patterns of the Altamira
paintings, Negro sculptures and massive symmetrical primitive
temples with their simplist lines and rugged profiles, symbolising
the unity and cohesion of the social group. Similarly, nothing in the
history of sculpture is more impressive than the severe colossal
Egyptian tatues characterised by the interplay of geometrical forms,
masses and planes. These illustrate the same mathematical prin-
ciples that underlie the logical arrangements of the gigantic collon-
nades and temple porches and the grandiose monotony of the pyra-
mids and avenues of the colossi. The Egyptian pyramids, collonna-
des and hydraulic works as well as the portentous cubical sculptures,
indeed, equally illustrate the power of the collectivity in the custom-
bound, hierarchical society of the Nile vallev. And yet who does
not recognise the play of the radiant human spirit in those attractive
paintings in the Egyptian tombs where we breathe in those implac-
able and sinister surroundings the fresh air from the rivers where
the birds warble, the lotuses open their petals and the oarsmen
sing, and from the fields where the cultivator, shepherd and crafts-
man pursue their callings with delight? In India sculpture has
transformed hills and mountains into temples, and in Java and Cam-
bodia raised sanctuaries as massive as mountains, overwhelming in their
size, but simple, logical and hierarchical in the regular frame fixed
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by nature, social code and law. The long stretches of the temple
corridors, the symmetrical arrangement of the entrances, quadrang-

les and staircases, the construction of halls supported by a thousand

pillars, the remarkable simplification and eclongation of the single

massive and primitively squared figures, maintaining a living context

with the ground,—all illustrate the geometrical pattern associated

with the immobility of Indian caste and custom, social coercion

and regimentation of the individual.

In all communities and epochs of civilisation where authority
and tradition hold their sway, architecture becomes the central and
most dominant of the arts, subordinating to itself sculpture and all
other art forms. The categorical Buddhist Chaityas and early Hindu
temples exhibit a unity of stvle and centralisation of feclings and
ideas as pitiless as the hierarchical principle in functions and
aptitudes that ruled the Indian caste organization. And yet religions
of love and knowledge like Buddhism, Sivaism and Saktism have
nourished the revolutionary spirit of the individual, and 2 profound
social idealism, and modified the architectonic conception of sculp-
ture giving expression to the newly aroused humanism. Thus
images became rounded with a sensitive modelling, and their counte-
nances, poses and gestures as well as jewellery, with their pointed
angularities and undulating planes, albeit as parts of speedily gliding
compositional curves, freely expressed the poetry of human passions
and sentiments that compensated for every abstraction. The lyrical,
romantic or mystical spirit of the individual overcame the spirit of
architecture, the reduction to plane and stereometry, and not
merely the powerful contrasts of light and darkness and resonance
in depth of the caverns of hills were utilised to express the degree of
vehemence or stillness of the gods and goddesses, reflecting distine-
tive inner situations or altitudes; but the rough or soft surfaces, the
smooth or sharp angles and curved outlines, the relations of gar-
ments and jewellery to the body and bold deformations of the figures,
all tended to the psychological and reflective rendering of the moods
and emotions. Even rock walls were organised in the manner of a
painting with all its psychological suggestiveness.  Whenever a warm
current of romantic or mystical idealism and revolt made its influence



32 THE SOCIAL FUNCTION OF ART

felt on the immobile social order and rigid discipline and instruction,
overcoming the prevailing Indian fatalism and sadness or the Chinese
positivism, the images of Oriental art, whether Hindu or Buddhist,
were sinuously modelled into the subtle, the elegant and the docu-
mentary, and the pictorial spirit rescued sculpture from the atmos-
phere of congealed cubes, squares and cylinders of stone.

The universal oscillations of the social order, and of religion
and metaphysics between the two poles of the human spirit, order and
progress, discipline and freedom, leave an indelible impress upon
forms of art with their alternate stressing of mass and cohesion or the
qeometrical principle revealing abstract, supersensible and plastic
values, and infinite modulation of surfaces and volumes or the
principle of fineness, radiation and ornamentation, subserving the
amiahle and refined luxuriousness of human beauty, mood and
sentiments, Often in the history of art the reconciliation is not
possible between social values and their @sthetic expression, between
social and religious systems and art forms. Gupta sculpture mn
Northern India and the Pala-Sena sculpture in Bengal and Bihar
are, for instance, efflorescent in poise and repose, characteristics
of spacious epochs in Indian culture when there was little conflict
between the inner and outer life of the individual, and his life-goals
could be most subtly, sensitively and profoundly expressed in plastic
terms. But in the classical sculpture of the Deccan such dignified
yet sensuous poise was not discernible, and we find statues marked
less by absorption and spiritual bliss or by the charm of humanity,
and more by the fury of revolt or the grim calm of the pent-up,
dark, unconscious forces of life and mind. The contrasts between the
elegance and suavity of Sarnath and Dacca sculptures and the
dynamic energy and unrest of the rock-cut sculptures of the Deccan
is extraordinarily vivid. Thus do different stages of social develop-
ment and the culture of the individual with their integrations and
conflicts, expressions and repressions, result in characteristic dif-
ferences in the plastic treatment. The march of the human spirit
from subservience: and conformity to the progressive phases of ro-
manticism, idealism and mysticism declares itsell in the gradual
domination of the lyrical, the pictorial and the decorative sense,
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and the subordination of both architecture and sculpture to the
perception and patterns of painting and music, On the other hand,
man’s subjectivism and egoism may prove great enemies of art in
so far as these may prevent the articulation of impersonal and
universal attitudes in art forms that lead towards extreme realism,
or towards the eccentric and the fantastic. The development of
European fine arts is characterised on the whole by the interplay of
the dynamic energy of the individual, and by the stress of lyrical
and dramatic attitudes and situations. The revelation of personal
moods and values rather than of universal and impersonal abstract
values explains the greater development of painting and the relegation
of sculpture to the réle of imitation of nature in Europe associated
with the glorification of the individual.

Man’s flecting and fragmentary expressions of the visual world,
in so far as these are of interest in the context of his sharply defined
subjective moods and desires, have constituted the dominant art
motifs in Europe. Exaggerated or concealed realism and identity
with reproduction of nature have been the language of art forms ancl
community attitudes. It is only recently that the Cezanne-Picasso
movement has given to Europe some new universal or abstract vision
of beauty. But just as the soul-killing, mechanical standardisation
of all human relations and the profoumd insecurity and inner dis-
equilibrium of the individual in the economic system have left little
scope for the individual to delve into the absolute values and into
the timeless nature of existence, modern geometrical art in Europe
has quickly lapsed into an empty, frigid and mechanical idealism, -
showing none of that viable combination of the abstract rhythmical
qualities of design with psychological ‘humanistic  elements  that
characterises real art. In the fluid, hectic machine-driven urban-
industrial culture there is even a deliberate stress in art form of
motion and speed. It is not repose, silence or withdrawal that are
sought by art, as throughout its world history, but movement, stir
or creation. Thus Marinetti declares in his Manifesto of the Future:
“An automobile in full speed is more beautiful than the Victory of
Samothrace or the Venus de Milo”. Contemporary European culture
is, however, many-sided. Strong tendencies in art are manifest in

5
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which the art form secks to free itself from subjective moods and
sentiments, on the one hand, and interpretations of visible nature,
on the other, but expresses abstract formal values and rhythmical
patterns completely liberated from human and even naturalistic
requirements. On the other hand, the older traditions of naturalism,
lyricism and documentation are firmly rooted, and art that has a large
sentimental and intellectual appeal commands wider popular
support, The medley of art forms in the West is itsell an echo of
the unstability and confusion of social values and ethos of the people.
But art forms themselves can become social binders and personality-
builders. This is possible only when the intense personal conscious-
ness of the artist rises to a mysticism that derives patterns of beauty
from his own intuition, liberating these from dependence on visible
nature, and at the same time endows these abstract values and symbols
with human meaning and vurpose. A profound humanism and social
idealism can alone lead the various schools of abstractionists to their
true destiny. Each civilisation, each social system, the feeling and
ideology of particular cpochs, speaks in its distinctive variety of art
form that always exhibits an alternation and tension between the
geometric or the abstract and the organic o1 the peychological.
Variety of Ari Forms and Ideals
Apart from differences in sensibility and experience, we find
social prejudices, habits and beliefs that belong wholly to non-
wsthetic spheres, preventing a full enjoyment of beauty or access
to all the many individualised values and significances that a great
-work of art of a distant people or age possesses. Many prejudices
and conventions of behaviour have to be overcome before we can
apprchend and appreciate, far less borrow from, the artistic con-
structions and experiences of other peoples and cultures. How much
is mankind’s creative imagination and capacity impoverished
because of its ignorance of the plastic vernaculars by which the
various peoples of the earth express the eternal and the universal in
their moods and emotions! The same regional and comparative
treatment that is applied to the classification and study of social and
cultural types and institutions would give us the alphabet, grammar
and essential vocabulary of the arts of India, China, Egypt,
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Greece, Christian and modern Europe that have recorded the ideals
of different races -and the visions of different epochs. The postpone-
ment of comparative art studies in both analytical and developmental
aspects hardly benefits modern, humanistic civilisation.

In modern urbanised culture the lapse of myth, religion and
faith, the economic and moral insecurity of the individual and the
chaos in the social and economic world have been largely responsible
for the prevalent asthetic eccentricity and anarchy in almost all
countries. It is a matter of deep concern for the development of
the fine arts whether the present economic structure, marked by
a wide cleavage between the classes and de-natured urban industrial
milieu with its hectic, unsteady life and emotional irritability and
abnormality of men and women, can give us a true, serene collective
vision in art, or merely aristocratic, abstract or esoteric “isms” for
certain coteries- a passive reflection of social disorder, broken rela-
tionship and personal idiosyncrasy. On the other hand, neither
the exclusive ideal of the kings or priests or of a caste or class whether
the aristocracy, the bourgeoise or the proletariat, nor regimentation
by the state or collectivity can stimulate sincere and spontancous art
work. These problems are essentially sociological and are by mo
means confined to the more advanced industrial countries. Their
solution touches the soil and roots of modern civilisation, and for
this we shbuld look as much to the deep-lying causes of the isola-
tion and loss of creative impulse of the artist and commercialisa-
tion of art in modern industrial societies as to the art forms,
ideals and experiences of various peoples and epochs in world
history.

A true understanding and appreciation of the art forms of differ-
ent peoples would help in cementing the unity of mankind in a new
world order and in enlarging the developing human consciousness.
In the post-war world reconstruction a reciprocal understanding,
horrowing and assimilation of the generic motifs, symbols and
patterns of beauty created by different peoples and cultures are as
important as their economic or political co-operation. For it must
be realised that world reconstruction needs as much an artistic as
an economic or a political basis, It is art that discovers fresh values,
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harmonises relations and impels new communions. Thus the
artistic experience and heritage of the entire humanity must be pooled
and mobilised both to forge fresh emotional bonds between people
and people and to lay the artistic foundations of the new world order.
Economics and politics can to-day supply the brick and the mortar, and
science and philosophy, the engineering skill and technique, but it
is the perfect collective vision that art sees and communicates which
alone can instill the faith, impelling and exalting the arduous toil
of humanity for building up the new edifice of society.
Art and Social Chaos and Crisis

In the history of civilisation it is often the poignant crises of
man's life brought about by war, carnage, sensualism and moral
chaos that have elicited the world’s supreme artisti¢ expressions. The
chosen symbols and motifs of early Buddhist art rose from the Brah-
manical sacrificial floors, stained thick by the bload of a thousand
animals when the armies of Chandra Gupta Maurya were traversing
the entire continent of India and bringing about her first unification
through a sea of blood. Tn the midst of the bloody struggles and
invasions of China in the 5th century A, D. there was seen a similar
efflorescence of Chinese art in the Wei productions that anticipated
in their suavity and confidence the Buddhistic peace. Mahayana
ahsclute idealism and the golden age of Indiam art which sprang
from it, were contemporaneous from the 4th to the 7th century with
the empire-building of the Guptas of Patliputra, Ajodhya, Ujjain,
and Karnasuvarna and the struggles of the Vardhanas of Thaneswar
and Kanauj, the Maukharis of Magadha and the Maitrekas of Vala-
bhi. The expansion of Indian art in South-east Asia was also -
associated with the influx of Indian colonists and invaders displaced
from their mother country by the continuous inroads of the Sakas
and Huns and the civil convulsions they brought about; while in China
the spread of Indian philosophy and the translation of Mahayana
idealism into indigenous art forms and motifs, following the great
pilgrimages of Hiuen Tsang and T’ Ching to the Holy land of the
Ganges, took place amidst the civil wars and campaigns of concuest
of the empire-builder T'ai-Tung. The confusion, blood and sorrow
of the dark days of the fall of the T*ang dynasty also were sources of
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added strength to the important schools of Chinese painting that
sought refuge in the understanding and pres ntation of Nature.
Similarly, the efflorescence of Sung art in the 12th and 13th centuries
was connected with the disorder and despair accompanying the dis-
memberment of the Sung empire in the hands of the Chin and Mongol
invaders thro.ing all sensitive souls to emotional nature poetry and
painting. The art, religion and metaphysics of Gupta India that
not only created one of mankind’s privileged hours of culture in the
7th century but also contributed permanent elements to the spiritual
consciousness of the continent, were nurtured amidst a scene of storm
and stress of internal political struggles in the Ganges and invasion
of the iconoclastic barbarians in the north-west and west. The
artistic renaissance in Bengal and Bihar under the Pala and Sena
Empire that profoundly influenced the art dwclnpnimt of Nepal,
Tibet, Burma, Ceylon and Java covered four centuries (from 700
to 1100 A.D.) of political turmoil and continuous change of the
boundaries of kingdoms, reaching its full glory when Indian and
Mongolian hordes were pouring into Fastern India. The middle
ages in Japan covering the 11th and 12th centuries that were full of
the great frudal wars between different clans, characterised by
violence, injustice and cruelty, also saw the rise of Amidist art with
its. marvellous supernatural visions of sweetness, tenderness and
wonder rivalling the paradises of Fra Angelico. The artistic glory
of Hellas was similarly associated with the ho:ror of civil convulsions
and the fury of the Peloponnesian War, The Italian Renaissance
art was nurtured amidst the chronic civil tumults, internecine quarrels
and debauches of the Ttalian citdes. When the Germanic invasions
were devastating Furope the people sought solace and peace in the
gentle and joyous Gothic statues that dispensed benediction in the
magnificent cathedrals of the early Middle Ages. Often have the
epochs of blood and iron been the epochs of art and religion. The
modern world is experiencing horror and sorrow, moral and material
disillusionment and suffering on a scale unparalleled in human
history. The fate of Homo sapiens is sealed by total wars and their
dangers which now encompass all the continents. The fate of the
universe, also according to modern science, is doomed through the
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continuous annihilation of energy in empty space that condemns the
sun to everlasting darkness and cold and the earth to a sterile,
lifeless existence.  As humanity faces death and void in both physical
and social or moral planes, it is natural that 2 new art will be born
accepting the challenge of death by its mystical vision of the unity
of mankind that will triumph over the present blood-bath of the
nations, and of the All-Good and the All-Beautiful who is beyond
the finite universe of time and space and lives and loves cternally
through his own cosmic rhythms of creation and destruction, happi-
ness and death.  As this vision spreads from the wmsthetic to the
social, political and moral realms, universal humanity will be reborn,
the earth will enjoy an eternal spring, and sorrow and despair will
be conquered by art. The function of art is to ceasclessly renew and
replenish mankind’s sinking heart under the grips of death.



CHAPTER I
THE SOCIOLOGICAL APPROACH TO ART

Art as Philosophy and as Social Science

There are few great philosophers from Aristotle downwards
who have not developed some theories of Art, The philosophical
approach to art is traditional. It is largely idealistic as in Kant,
Hegel, Fichte, Schelling and Schopenhauer. With the advent of
the historical method in the study of culture, historicism found its
carly exponents in the field of art, notably Vice, Herder and Taine.
But the historical and comparative methods have since been largely
confined to the fields of law, economics and religion.> An outstanding
exception is Ernst Grosse who examined the evolution of art in relation
to stages of economic development and associated the naturalistic
art style with the phase of hunting and conventionalisation with the
agricultural phase. Although the treatment was too schematic,
his emphasis of the cconomic and psychological bases of the develop-
ment of art styles makes Grosse a path-lounder in art history. Con-
temporary philosophers have also dwelt upon wsthetic value and
experience and the place art occupies in the scheme of knowledge.
One may only refer to a few names like those of Bosanquet, Samuel
Alexander, Bergson, Croce, Santayana and Dewey.

A fruitful, but neglected approach to art is the sociological.
The sociology of art brings under its purview the social relations
of the forms and motifs of art. “Artistic activity is dominated by
the sense of norms and values, and these are largely of social origin.
On the other hand, art as individual creative expression clarifies
and in some measurc reshapes and determines social values. As
one manifestation of human aspiration and experience, art is woven
into the scheme of values and general pattern of collective living
and culture of the people. Art also remoulds the prevailing thought
processes, values and ideals of society. The sociology of art is, accord-
ingly, an objective study of art work as (47 an expression of the man’s
personal striving and fulfilment in the ideal plane and his unique
sense of values that orient, articulate or explain the social values of
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an epoch or culture; F;:I 4 vehicle of communication of prevailing
sncial values moulding the values and destiny of the individual; and
¢} a record and celebration of a culture or age, an unerring clue 0
the life and aims of a civilisation as judged by the larger conscience
of humanity. It is less directly concerned, however, with dates,
titles, names and biographies or with the sensuous values of works of
art as individual, independent objects, whick it would leave to art
history. 1t confines itself to the social conditions of origin and opera-
tion of art work, to the background of regional, economic andl
social factors and forces that determine the forms of art and largely
condition its motifs and themes, and also to its meaning in a given
culture with all its aspirations, frustrations and fulfilments. Thus
it links up its enquiries with both art history and the investigations
now being pursued By several social sciences, especially geography,
economics, social anthropology and comparative religion.

Among the precursors of the sociology of wmsthetics are Taine,
Herbert Spencer, Guyau, Semper, Grosse and Wiandt. Elie Faure,
Strzvgoviski and Coomaraswamy, among the art historians, have
followed the comparative methods in the study of art and have delien-
ated successfully the reciprocal influences of art styles and mannerisms
among different peoples and epochs. Comparative art, unlike
comparative religion is, however, now in its infancy. Its further
development rests entirely on the application of the sociological method
in interpreting the art of the primitive, less advanced and civilised
peoples, and und tanding the continuity of art tradition, values
and experiences. Cultural anthropology, as in the hands of Hirn,
Haddon, Boas, Scheltema and Ruth Bunzel, and experimental and
social psychology now furnish valuable materials and methods for the
comparative sociology of art as an indispensable aid to the inter-
pretation of human history and civilisation. From the comparative
history of art and culture we can understand the recurrent forms and
motifs of art through the epochs among -different peoples and the
manner in which environmental and economic conditions, religion
and social ideal and stage of development of tools and technical
methods determine artistic activitv. From the study of primitive
and folk-art, myth and ritual we can learn more of the first stirrings
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of the creative aclivity of imagination and the relation between art
and the social process than from the wsthetic claborations in great
periods of culture. Finally, the psychology of the uncunsciuus and
the gestalt shows us the mental mechanisms of artistic ‘creation and
apprehension as social psychology clarifies the personal and the
social factors which bring the work of art into existence as well as its
consequences to life, personality and society.

An invaluable but hitherto neglected social science is thus
represented by fine art, dealing as it does with the entire back-
ground and conditions of artistic activity and of the archetypes,
symbols and myths of art that reveal social values and meanings
more clearly and immediately than any other cultural product in
the life of a people. “Between art and society there is a reciprocity
which has no end. The unity, the thythm and the concord which
the artist achieves is his art work evokes from socicty aspirations to
achieve these in concrete human relations. The radiation of human
love and sympathy eternally renews the vital flame of the artist’s
vision. The social inspiration of art can hardly be neglected as a
formative factor in art tradition and development, on’ the one hand;
on the other, saciety can never afford to disregard art as a_technique
:mﬂﬂmm_i_ﬁuﬂm;p. Art is a subtle, attractive and
powerful tool in the hands of society for shaping and regulating human
relations and life-goals. Government, cducation, religion or re-
* creation—all the organised group activities that seek to discipline
individuals into certain approved and established norms of conduct
are fashioned in the artistic mould without which rule and authority
would have been intolerable, and instruction, control and regulation
of the common man baffling, if not futile, social tasks. Thus is art
the ally of the forces of order and progress in socicty reaching out to
the individual in most accessible forms society’s cherished aims and
objectives that gain in colour, grace and dignity. But art trans-
cends man’s social interests and aims like wealth, power, leisure,
knowledge, stability and happiness. It in fact recordsin the most
certain and unequivocal manner the destiny of the individual and
of society through its glimpses into the universal values, into the basal
and universal forms of the mind itself and into the more-than-human

6
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order and unity of the universe that religion can apprehend but only
art can make accessible to the common man. Not before we clearly
fecognise the function of art as a significant mode of apprehension
of man, society and the world process, parallel with science and
philosophy, that we can estimate its organic place and réle in the
history of civilisation.
Reason and Instinct in Art

v Various fundamental instincts and desires are at the basis of
artistic creation. One or other of these has been stressed by dif-
ferent thikkers, Thus Nietzsche, emphasising the desire for self-
assertion as the root of art, describes art as “intoxication, the feeling
of enhanced power, the inner compulsion to make things a mirror
of one’s own fullness and pi:'rﬁ:ttiﬂn.’f Havelock Ellis argues that it
15 the deep urgency of the impulse to possess which stirs the creative
artist, He creates because that is the best way, or the only way, of
gratifying his passionate desire to possess, Two men desire to possess
a woman; the one seizes her, and the other writes a “Vita Nuova"
about her; they have both gratified the instinct of possession, the
second, it may be, most satisfyingly and most lastingly. In the
above school ol thought art represents the wholeness and perfection
of man’s rationality in its comprehension and domination of the
universe. Modern psychologists now tell us that man’s fundamental
instincts and not reason are at the root of creative work and that
these instinets hardly work in isolation, but are found blended with
one another in an intimate way in artistic construction. Some
instincts are in the foreground, others are in the background of
consciousness. Some are directly, others are indirectly implicated in
art. Instincts such as sex, gregariousness, self-assertion and possession
are involved indirectly. But the instincts of play and constructiveness
rtpr;mmt the core of artistic expression and valuation, and are
expressed directly by art.
Art and the Integration of the Unconscious

That central core of play and constructiveness is enriched from

all levels of the psyche. From the unconscious there surge up in the
child's mind the ambivalent desires of love and destruction. As
the child develops in his sexuality these vary in intensity and are
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directed towards objects both internal and external. Thus the young
wauld draw on the floor, manipulate, model and destroy plastic clay,
hum tuncs and dance. They would take part in various activitics
of production and manipulation of the environment which would be
regarded as biologically useless activities for animals. The dual
opposites of love and hate, sensual craving and aggression that flood
the phantasi=s of the young express themselves in art work whether
of creation or destruction, of mutilation or reparation. Phantasies
of these elaborate themselves in the unconscious part of the young
mind, .and are externalised not merely in art but also in social life.
As the unconscious urges and wish-phantasies are brought to con-
sciousness. these blend with many other impulses and inhibitions.
Art represents a complete fusion and synthesis of the conscious
and unconscious desires of man and especially a reconciliation of
man’s life and death impulses of love and destruction. QOut of the
constructive work in art arises a wholeness in man’s internal life as
well as in external relations, which is the verv essence of his success
in adaptation. Man’s sense of beauty and wholeness which is
manifest in his @sthetic and mystic apprehension is ultimately rooted
in his imperative need of reconciling the ambivalerit, contending
forces of love and hate that possess him in the depths of his being.
The need of this emotional orientation is connected with the peculiar
features of-development of human sexuality and affective life. Man’s
sadistic or destructive impulses and phantasies in his love-life are
characteristically accompanied by the compensatory phantasies of
‘restitution’ or ‘reparation’, as these are called by Melanie Klein and
John Rickman respectively. These psvcho-analysts stress a ible
gm:;t_uﬁm between the pain due to destructive ir'nﬂ:hu
and the paramount need to create lasting goodness and wholeness
from what had been in phantasy injured and rendered bad. As the
preservation and enbancement of the objects of attachment is the
great concern of the libido, restitution or reparation should be consi-
dered as libidinal manifestation in &pite of the fact that it owes its origin
to the presence of destructive impulses. The urge to reparation is,
according to Rickman, owing to the strange nature of human deve-
lopment, probably an integral part of creative activity; the horror of
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the ‘ugly’ and the wish to change it is that vis @ fergo which thrusts
us into constructive work in art, in science and even in the humble
tasks of our daily round’. Man can unburden himself of his load
of anxiety and guilt, his agony that overwhelms him when he finds
his loved ones threatened by his own destructive impulses fused with
his libido, as he fulfils the compensatory urge to reparation. This
principle of reparation which arises from the depths of man’s
being underlies all human strivings after truth, goodness and beauty.
This is the chiel reason why in romantic love, artistic expression
and mystical experience we find manifestations of* exaltation and
ahasement, tenderness and cruelty so strangely blended. Art work-
ing through the principle of reparation re-establishes the integrity,
fullness and wholeness of man’s life and makes it triumph over muti-
lation and death which he associates with ugliness. The term ‘ugly’
is applied to objects in art work that represent an imperfect integra-
tion of these discordant impulses, objects that have not been lifted,
so to speak, from their customary associations in man's inner life and
external relations, from mutilation and death., The distinction
between pornography and art lies in this that in the latter the nude
is bodily taken out of its usual context and environment, and forms
part of an expressive whole in which even the lure and passion of the
flesh are retained and yet perfectly blend with other qualities, in-
terests and values, endowing them with altogether new meanings.
It is thus that art can break through conrventional pre-possession
and transfigure what is discordant, repulsive or [rightful. It is art
alone which can fuse the incompatible and antagonistic impulses
into a unity in which every impulse is retained without loss of its
emotional content, the devices of art being such that those impulses
which excite disgust or horror in the conscious mind seem necessary
and even reasonable. Man would not have, to be sure, imaged his
mind and externalised his discordant urges within him in art work

IMelanie Klein, Infantile Anxiety-Situations Reflected in a
work of Art and in the Creative Impulse, The International Journal
of Psycho-analysis, Vol. X, 436, Part 3. See also John Rickman:
Nature of Ugliness and the Creative Impulse, the same Fournal,
Vol. XXI, 294, described by the writer as a marginal note to the

former paper, :
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but for the fact that his self is divided within itself and that his artistic
expression of himself is the only way towards an integration and
synthesis of impulses for securing his peace of mind. Thus we can
comprehend artistic apprehension and expression better in terms
of the integration or harmonious blending of the various primordial
unconscious urges than as manifestations of the single tendencies.
In all great forms of art we have, indeed, a co-ordination” of man’s
discordant impulses and their reconciliation in an ordered single
response. It is this reconciliation or integration which not only
supplies an effective and enduring relief from emotional stresses and
strains and thereby gives the artist sanity, insight and jov, but alo
the overmastering energy to immediate expressive activities.
The Social Implications of Psychic Integration
Integration involves the complex system of processes described
in psycho-analytic literature as  symbolisation, phantasy-making
and sublimation. Art shows many feelings and emotions expressed
in disguised form as phantasies. This disguise is olten subtle, claborate
ant refined, but sometimes the repressed tendencies, though these
reappear in their symbolic transformations, can clearly be discerned
in their coarseness uninhibited by social inAuences and the traditions
of art. Thus the painting of the nude, which is sexual sublimation,
becomes purnography; or there is a more hidden yet coarse render-
ing of the sexual motif, as in some Sur-realist pictures. The
difference between a neurotic, an wnsuccessful artist and a consums-
mate master consists in the degree of achievement of inhibition and
control of anxiety through the subjective creative processes. The
neurotic segregates himself from society, and in his inner life suffers
from psychic scgregation. There are the repressed instincts and
desires which stand out in open rebellion against a feeble will. On
the other hand, there are the neuroses of fear and anxiety, reminders
of the power of the society or collectivity. The neurotic accepts
neither the society nor his own personality, and his immediate ex-
pressions, the dreams and delusions give us the picture of a will unable
to control his instincts and desires that yet cannot run out their re-
bellious course. The artist overcomes the psychical conflict through
an cffort which may be described as @sthetic contemplation. This
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effort sets his creative expression both above society and ego. The
phantasy which is the result of the artist’s deliberate play and con-
structiveness lifts the constructed object out of the boundaries of his
own ego and of society. Thus what he creates out of mastering
his inner stresses and strains is far removed from them and be-
comes objective and universal. Therein lies the disinterestedness
of all msthetic experience. The artist refashions his wishes and
emotions through fusion with his reason, judgment and experience;
the constructed object is characterised by impersonality, breadth and
distance. The creations of art exhibit both passionate intensity and
dispassionate ipsight, concreteness as well as universality.

Now the major cause of the psychic stresses and strains of both
the nevrotic and the artist is the rigidity of social codes and con-
ventions which compel the individual to check the impulses by too
drastic repression.  Artists at the height of the=ir achievement resnlve
the psychical conflicts in their ideological experiences in  such
manner as o offer many distracted individuals effective guidance in
the choice of social values and personal adjustment and organisation.
The ideological éxpcrimm, because these are above the plane of
day to day achievement, acquire an unusual, impersonal and
abstract character which endows them with a rich significance for
myriads of people exhibiting a varietvy of moods, icmp:rmnmts and
personality problems.

The Social Function of Phantasy

The social reference of the artists’ phantasy and ideological
experience is obvious although theére may be some who work in isolu-
tion and do not seek either the approval or disapproval of society.
Even they wait for the judament of a future generation or at least sub-
comsciously desire immediate social recognition. The normal man
craves for human svmpathy and understanding, Personality prob-
lems arise in the social background, and their solution can become
effective only in the real social situation or in the ideological =
formation of social life and relations in phantasy and myth-making
and art work.

The artist’s intolerable anxiety-neurosis which leads him to
creative activity is socially determined, while the resolution of his
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sell-created neurosis in the form of the constructed object s, in form
and content, socially inspired, and in so far as it can win the appro-
bation and understanding of society also gives kim profound satis-
faction. The hope of sympathetic audience, real or imaginary,
keeps alive the artist’s creative activity by satisfying kis desires for
social communication and approbation. But the mental adjustment
of a neurotic and of an artist differs in degree, and pot in kind, and
it is not to be expected that all art will have a social reference. The
mental activity governed by the artist’s sub-conscious desires and
phantasies which are in conflict with other tendencies in his own
sell or with the prevalent social pressure, may develop images, rhy-
thms and automatic pictures which may have no meaning for any-
body and have no social aspects like the delusions and hallucina-
tions of a paranoiac. As a matter of fact, in contemporary art
eccentric and arbitrary creations which do not serve as social symbhols
nor arouse the sympathy or understanding of fellow-beings, except
a small coterie of critics and dealers are becoming more pronounced
than ever before. But in art history as a whole while social influences
engender psychic conflicts in the individuals calling for sublimation
and integration, the symbolical transformations of the former in
asthetic contemplation themselves become the foci of constructive
social changes in the life of the people.. Thus art has been through
the ages an indispensable and powerful agency of social suggestion,
control and guidance.
The Origin and Meaning of Art in Society

Art is an end-product of the creative activity of imagination
thit springs from the give-and-take between the individual and the
society, and involves at every stage personal social adjustments.
It is a universal social reality thatis at once an expression of the
summit of the individual's creative will and aspiration and of the
vitality and achievement of a whole tradition or civilisation. Art
is an integrated total experience brought about by the fusion of the
individual's feclings and strivings with social values, judgment and
experience. It is through art that the solitary or rebellious individual
restores himsell to the community, or socialises himself, and society
becomes a constant presence in the fluctuating life of the feelings and
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emotions of the individual. In artthe individual accepts the social
norm as his own wish, and society accepts the individual’s feeling
and expression as its own legitimate dream or aspiration. All this
can be clarified only by an analysis of
l. the social and the ideological background of the artist;
2. the individual artist’s original or novel achievement
and the art tradition;
3. the form, motif and theme ol art in relation to the precise
social historical setting; and
4, the acceptance or unpopularity of the art object.

These separate fields of enquiry comprise the subject-matter
of the sociology of art.

{1) Each artist is largely socially conditioned. His social
contacts and cultural relationships govern his achievement at each
stage of his career. Both the subject-matter and form of art are
derived by the artist [rom selection out of the raw materials of
myth and metaphysics as well as the contemporary social environ-
ment and the symbols and patterns in which the art is found. Pri-
mitive art was closelv associated with the economic til, magic,
religion and war, and entirely subserved the social ends of primitive
communities. Their dances of sowing. harvesting and war, their
magical rites and ceremonies or their funeral observances were all
provoked by their most intense needs and experiences. Rhythm
and decoration here served the all-important function of introducing
social values in such integral tribal experiences in the manner
that was most attraclive and impressive, The appeal to the senses
and to the sensuous imagination aroused emotional thrill, uh’nn&ﬂ,
admiration or awe according to the situations, and tided the pri-
milive group over psychological strains and erises. Dance and
chorus, pageant and drama arose in the history of dvilisation out of
rituals and observances that dominated the interests of a tribe,
a community or a whole culture. For long periods in the history of
culture, in Egypt, in India, in Greece and in  Christian Europe,
sculpture and architecture Sserved a religion that captured the
imagination of a people and espressed certain universal moods, as-
pirations and values. The cvolution of art is thus the evolution of
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mankind’s social values and aspirations, as these are objectificd and
visualised in works of art. In ancient Hellas as contrasted with.
medicval or modern Europe religion caused less inhibitidns and
repressions and more fulfilments, and Greek art was relatively less
fettered in expressing the generic biological values ‘of human lite,
while it hardly responded to the super-sensible world, true to the
Hellenic temperament and intellectual climate. In ancient and
medieval India there was also less repression of sex, and conse-
quently we find Indian art portraying the universal physical or bio-
logical motivations and values, unlike the art of the Christian
European world which witnessed a rigorous repression of fundamental
urges and interests. While European art either became largely
compensatory for the inhibited urges, or showed more of a revolt
than moralised repression and sublimation, Indian art not only dealt
frankly and sanely with the unconscious tendencies of human nature,
but also revealed a transcendent and metaphysical sublimation, Thus
the revelation of universal values by art, in the higher ranges of culs
ture, may be direct and structural or indirect and compensatory,
according to the strength of the mechanisms of expression and
repression in society. The artist's own attitude towards expression
or sublimation is in short determined by the compulsives of his age
and cultural environment,

But the artist also refashions and interprets moral codes and
social values, and leads the protest against the rigours and repressions
that religions, moral and social codes, impose upon the masses of
mankind. All true art work is characterised by tranquillity, the outs
come of complete integration of the dominant instincts and emotions
of the individual and his geographical and historical milieu. The
individual artist in order to find this poise sometimes has to protest
against the turbulence and emotional excesses of his age as in the
work of Phidias and Michael Angelo, or against the religiosity and
_passivity of the surrounding crowd as in the frescoes of Ajanta and the
bas reliefs at Borobodur and Angkor Vat. Neither the serenity of
the statues of Phidias nor the moral grandeur of the style of Michael
Angelo can be understood without pondering over the civil disorder

and confusion in Hellas and in Athens in particular or the crassness,
' 1
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vulgarity and depravity of morals in the Italian cities. Similarly
the graceful langour and sinuous heaviness of the feminine figufes
and the lush bounty of the earth at Ajanta, the voluptuousness of
the flower-garlanded, female devotees at Borohodur and of the dancing
apsaras at Angkor that appear endlessly on every wall can only be
appreciated in the background of the asceticism and abjuration of all
desires and emotions of Buddhism and Sivaism. At Ajanta, Amara-
vati and Borobodur art could alsc without any hesitation extol the
beauty of women and the delights of the senses, because in Buddhist
theology the Bodhisattva is the ruler and king among men, the lord
of the riches and pleasures of the world that however do not
enmesh him for he seeks the highest wisdom. On the other hand,
in the Cathedrals of Renaissance Italy the seductive figures of the
angels and Madonnas in the frescoes were entirely incompatible with
the Biblical tradition and spirit of Christianity. The master-artist
in Indian and Colonial art was not fettered by tradition and theology
m expressing the deeper human emotions and experiences that trans-
cend creed and ritual. The persistent revolt of the human spirit
against the commonplace emotions and values of the age is also power-
fully expressed in the art of Rembrandt where we find at once the
frugality and homely virtues of the wealthy Dutch burghers and the
cry of the poor, diseased and oppressed of the slums and ghettos of
msterdam,

Great works of art show in this manner an almost divine sense
of proportion of values, a feeling for the universal and impersonal
that make these cherished treasures for all epochs dand countries.
A people or civilisation, great or undistinguished, leaves behind in
its art not its most persistent and its most real desires, interests and
passions, but as these may be reordered and reoriented in the larger
and more profound conscience and intelligence of humanity. It is
in this sense that a people, epoch or civilisation is immortalised in its
art. On the other hand, art exhibits at the same time the secret
protest that the dominant. passions, interests and attitudes of the age
or people arousc in its most sensitive souls. In the history of the
literary arts the artist has indeed been, on the whole, an innovator
and arevolutionary, In the plastic arts, however, the departure
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from socially established patterns has been more limited. But as
new faiths and valués of life have established themselves, and spon-
sored new ways of living for a people, art has played its réle as their
imaginative defender and propagandist.

Art is not only based on the religious and moral foundations
of the epoch or the community, but also on its economic structure,
The nature of the economy, agricultural-communal and mechanical-
capitalistic, the distribution of surplus wealth and leisure, and the
relations of the social classes to each other largely define bath the
form and emotional contents of art, The influence of the economic
factors is, again, indirect rather than direct; since the art form and
emphasis are almost as frequently as otherwise compensations for,
rather than expressions of, the prevalent economic milicu. Finally,
group organisation and attitudes, taboos and religious scruples and
other elements of the culture-complex govern tastes and nourish or
discourage particular art form and styles. At the same time the
taste, the art-form and the style that are socially created and
approved become associated with the cultural manifestation of a
particular nation or race and hecome powerful factors in social
control.

The Eternal and Universal Values in Art

It is thus that social, cultural and religious change and écono-
mic relations of the classes of a country or period are reflected in
literature and painting, sculpture and architecture. At the same
time the artist reaches out to universal attitudes and values which
may have no reference to the social and economic movements of his
environment. A form of art characterised by a high degree of dis-
interestedness of experience and dissociation from the real and the
material is usually described as ‘Expressionist. In India and
China the ancient emphasis in religion’ and ethics on  meditation,
abstraction and absorption with the mood created by nature pro-
vides the background of an art in which the tendency towards sym-
bolism and the spiritual interpretation of something general or uni-
versal are the leading notes. Symbols, archetypes and conventionali-
sations of technique have aided Oriental drt in developing its ex-
pressionist Teatures. In the West the Christian art of the Middle

12261
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Ages and the art movement of the twentieth century have been
equally expressionist, the former under the influence of religion,
and the latter under the emotional stress of personal disorganisation,
caused by insecurity associated with the recent phase of capitalistic-
industrial structure and the unsettlement and unemployment after
the last Great War. Expressionism in Dnm'al art has had a
smooth and consistent development through the centuries due to
art expressing the universal by way of a metaphysical or esthetic
theory. The Oriental artist even though hedged in by highly con-
ventionalised symbols, motifs and techniques, has depended upon
his capacity for meditation to invoke and express the universal in his
art forms. His inner realisation is aided by the long history of myth,
allegory and symbolism, on the one hand, and the ever-recurring,
timeless and spaceless archetypes of Oriental art such as the figures
of Buddha, Bodhisattva, Siva or Sakti or typical landscapes that
all express the great spirit of the eternal and the universal. Sym-
bolism or allegory implics the personification of abstract ideas
and hence for their artistic expression the employment of intellectual
means has not become a drag on expressionist art forms hecause ol
the profound and sincere conviction of the universal qualities of
idea, mood and attitude that rest on contemplation underlying all
art-work., Thus the Oriental artist in spite of his legacy of myths,
symbals, allegories and conventionalisations of art miotifi  and
technicjues has not been impeded in his scope for expression of the
deeper traits of humanity that belong to all epochs and all countries.
Expressionist Art Forms in the East and the West

The modern .cxpressionist artist in  Europe and America,
however, is largely left to his own intellectual and emotional resources
for the expression of universal moods., His science, metaphysics and
religion are of little aid to him in offering him symbols, allegories
or techniques which may serve as vehicles of expression of inner
realisation or synthesis. Thus the development of expressionist art
in the West is uncertain and cheguered. Yet the expressionism
of the modern Western artist is of tremendous social significance
as representing a phase in art-history that has weaned itself from the
tradition of the last three centuries of the artist offering his complete
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homage to his subjective moods and attitudes and naturalistic-
realistic interpretation of the world.

It will thus appear that the major formative movements of
thought, emotion or action in the East and in the West, such as Buddh-
ism, Hindu revivalism, the Renaissance, the Romantic revival and
machine-technology are associated with characteristic expressions in
art-forms and motits that can only be understood and interpreted in
the contexts of those movements, - Mankind will be immensely richer,
intellectually and emotionally, if there can be a borrowing, inter-
penctration and synthesis of universal social symbols and expressions
in art that have been associated with the various peaks of intellectual
and emotive life in the historyv of civilisation. With a deeper
wsthetic  apprehension and more practical syncretism mankind
can. deepen its wsthetic consciousness, and open out new vistas of
creative activity through the reciprocal influence and assimilation
of the generic motifs, symbols and patterns of beauty in Indian,
Chinese, Japanese, Christian and modern European art, and of their
divergent techniques and procedures. It is the task of comparative
sociology of art to show the significance of art-forms of different
cultures and epochs in respect of their expression of universal social
attitudes and norms, and thus enable mankind to mutually correct
and enlarge its @sthetic perception and seck synoptically the entire
gamut of wsthetic intuitions and experiences of the great masters in
the world-history of art.

Art and Individual Temperament

(2)  Psychologists in Germany have shown by experimental
methods that in the case of artists, as of children, perception and
imagination (or memory imagery) are not sharply differentiated
as among normal individuals and adults. Many artists have ex-
periences intermediate between imagination and sensation, and these
intermediate forms are experienced as something external. It is this
intensive cidetic or visual imagery which underlies most art work.}
Some psychologists, again, emphasise the psychopathic aspeets
of artists. They believe that the psychopathic constitution tends

!See Max Dessoir: [Esthetics and the Philosophy of Art in
Schaub: Philosophy Today. -
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towards  artistic achicvement because the intense and powerful
activity with which it is accompanied results in experiences which
others do not have; it causes maladjustment to the environment and
hence suffering and pain, and leads on to dream and phantasy which
stimulate art-work. Apart from the common mental charac-
teristic there are differences of témperament of artists. Modern
psychological investigations show that there are fundamental dif-
ferences in man’s temperament and character, rooted in his physio-
logy, that find cxpression in art styles. These have been studied by
Jung, Krestchmer and others who distinguish several basic types of
temperament.  Krestchmer  classifies  individuals  according to
cycloid (hypomanic and depressive] and schizoid (hyperasthetic
and anesthetic) temperaments, and even goes on to analyse the
psychological components of modern expressionism in art, all of
which he describes as typically ‘schizothymic’. The social milicu
or ideology of the time may encourage one type of artistic tempera-
ment and discourage or repress another type, but since different
art-styles have a basis in the corresponding physiological and en-
docrinological features of the individual these would persist from
epoch to epoch and country to country, and if we study the world
history of art there will be found in fact more marked resemblance
between the same recurrent psychological types of artists in dil-
ferent epochs than there may exist between different types in the
same epoch. The contrasted styles of art springing from funda-
mental differences of the artist’s nature and moods may be broadlv
designated as ‘realism’ and ‘expressionism’. Imitation of nature,
stress of immediate experience of the sensible world and of the quality
of man’s subjective moods and tensions are the universal features of
realistic art through the ages. Withdrawal from nature and the
sensible world, extremely formal representation and stress of the quality
of man's universal moods and sentiments are the features of expres-
sionism. FElements of realism and expressionism intermingle in all
epochs; vet such differentiation of art-styles according to psycholo-
gical categories is valuable in understanding the Tart-motivations,
ideologies and ‘spiritual climate’ of particular epochs and peoples
and the unique contributions of individual artists whose tempera-
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ments leave an indelible stamp on their art-works in spite of the
predilections and repressions of the community or epoch. It is the
talented artist’s individual character and distinct way of thought
and vision which add something peculiar to his epoch and country
that cannot be expressed at the time and in that manner by any
other individual. This is a common feature of ®sthetic and religious
experience. For every mystic the revelation of the same but in-
exhaustible Divine love, goodness and holiness is unique, and
even peculiar in different phases of his own spiritual develop-
ment. Similarly, every artist's realisation and expression of the same
order, unity and rhvthm is ever-fresh and unique, thus contributing
something of his own to the artistic legacy of the past.

The Symbolical Intention of Motifs and Techniques

(3) The style, symbol, motif and content of the art-object,
regarded even independently of the artist, are social products, a
culmination of a long series of creative inventions, techniques and
achievements, and essentially serve the social purpose of the medium
of expression or communication appropriate for particular subjects.
A master-artist, whether a painter or a sculptor, incorporates the
art-tradition into the personal vision and expression in such manner
as to develop a new tradition himself for the future generation of
artists. It is in art-work that society cncounters the first stirrings
of revolt and the first intimation of a better order. A soulless
adherence to the old style and familiar theme makes art eclectic,
academic and stereotyped although it delights a large section of the
Spectators that prefer to shun the unfamiliar. Even amongst them
familiarity breeds antagonism. On the other hand, a wide and
sudden departure from the art-tradition without reference to the
social setting leads to cccentricity. Both are unfavourable to the
vital continuity of artistic experience.

Artistic achievement depends as much upon new technical
procedure as upon personal vision, hoth cooperating to produce
fresh expressions and rhythms, aided by the progress of the arts, on
the one hand, and new currents of humanitarianism and social
idealism in the country, on the other, In India, the stylized treat-
ment of image-making, which later on acquired rigidity due to the
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prescriptions of the Silpa Sastras, was not incompatible with individual
freedom and experimentation, especially in epochs of humanism and of
the prevalence of Bhakti-cults with their stronger appeals to human
moods. Moreover the figuring of the minor deitics, vehicles, gan-
dbarvas, vegetal and cloud motifs etc., in the same framework
or the treatment of numerous myths and legends, Buddhist
and Hindu, permitted naturalistic experiments in Indian art. In
Greece the Xoaneen form was retained longer for cult statues than
for other kinds due to the strong religious art-tradition. Similarly
the early Renaissance painters used a formalised outline for the
features of the Madonna, while making naturalistic experiments in
the background.! In the sculptured figures of Christ, Madonna
and the saints in Gothic art there was a happy blend of stylized and
free treatment while naturalism was displayed in great lavishness
in the representation of plants, flowers, animals and gargoyles.
Nowhere, therefore, does the sway of hieratic art-traditions
that gather accumulated emotions or the imjunction of priestly
groups completely overcome the endeavour to discover new stand-
ards and forms of beauty, In the Orient technical procedures, how-
ever, have a svmbolical significance not met with in the West. Thus
in Chinese art allegory or personification of abstract ideas finds little
place, but symbolism is more deeply inherent in the structural or in
the technical means employed : “the brush strokes of Chinese paint-
ing are equivalent to or completcly allied with the brush strokes of
“calligraphy”’. The point of departure becomes calligraphy which
through a subtle combination of idea and form in the individual
jdeogram cwrries an cver-present symbolic intention. The sweep
of the pure, simple Chinese ink-line, sometimes deliberately left in
suspense or blurred in haze in wash over a distance, the treatment of
the foliage by brush-drawing over a mass of ink, the phantom-like
aspect of the mountains or water-surfaces which are merely shadowy
outlines, the whole arrangement of dark masses in which the acrial
impression and sense of surface arc suggested in wash have all a
symbolical significance in Chinese painting that has been unique

:»Mu. -Radin: Arti.cl: on Tradition, Eug;tagc.ﬁa of th: Social
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in the world in presenting the psychological aspects of the land-
scape, at once clusive and searching.! In Japanese Buddhist
art calours are related to the different stages of contemplative
ecstasy rising from the black through the blue, the yellow and the
red to white, the pure and radiant source. Also coloars are asso-
ciated with east, west, north and south, with the seasons, musical
notes, wood, fire, metal, earth, water, emotions, the senses and
flavours. Such traditions are probably of Indian origin. For in
the Vishnudharmottara we find a definite prescription of the use of
colours in painting according to religious symbolism. Colour sym-
bolism in Indian art underlies not only the painting of statues which
according to their satvika, (truth), rajasika (activity) and tamasik
{ignorance) aspects had to be painted white, red and dark, but was
respectively selected for rasachitras or pictures of the emotions.
Thus love was painted in syama hue, anger in red, pity in gray, fear
in black and the supernatural in yellow colour.® With regard to
statues of the gods, an image seated in the meditative posture of a
vogi is sattvika, an image scated on a vehicle (vahana) decked with
ornaments and holding weapons or showing gestures of assurance and
benediction is a-rajasika image; while an image in wrath and
excitement in the pose of fighting and destroying the demons (asuras)
is tamasika. Such is the classification given in the Sukraniti.
That the use of colour symbolism is derived from a metaphysical
vision is indicated in the Bharata Natya Sastra: “All is futile,
the recital of mantras, the counting of beads, austerities and devo-
tion unless one has gained the knowledge of colours, the true signi-
ficance of lettering, the hue and the virtue of ficures”.
Physical Laws underlying Formal Composition in Art

The artist’s departure from the prevalent technique, style or
motif and his success or failure can best be understood by an enquiry
into his place within or alongside certain social groups or schools of
art. Style, technique or motif have to be judged entirely from the
point of view of its success or failure in social communication. This

'Danton, The Chinese People, . 187; Grousset : Civilisations of the

FEast, Chine, pp. 300-304, 324-327.
*See Kramrisch: Vishaudharmottara, p. 19.
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is the. so-called ‘expression’ of the art process, as distinet from the
‘significance’ of the subject-matter. No doubt the subject-matter
with reference, for example, to the religious, economic and political
.doctrines it holds up or the moral issues it raises influences acceptance
or rejection of an art-object by society or by particular classes o1
sets, But such social judgment is of no relevance with regard to
the style or form of literary expresssion, painting or sculpture.
The formal elements in music and poetry have their own psychalo-
gical laws of universal validity governing the process of suggestion
and transmission. These are now being deduced in the psycholo-
gical laboratories. In painting and sculpture certain fundamental
principles also have universal validity., Experimental studies in the
laboratory room have yielded many interesting principles, under-
lying man's wsthetic pleasure in the balance of a composition and
its relation to the function of his body. Thus causal laws in respect
of man’s agreeableness or sense of beauty in artistic work are being
deduced with their corollaries of wsthetical prescriptions which
can be learnt and exercised in a school of art.! The combination
of blue and red is agreeable, that of blue and green disagreeable.
“The golden scction of a line’ is the most agreeable of all divisions.
A good balance in filling the space is imperative in all drawing and
painting. The balance in design is maintained by a proper adjust-
ment of weights around a centre of the composition.  All great paint-
ings show some kind of marvellous approximation to a circle, an
.ellipse, a square, a cube, a pyramid, a hexagon or any other symme-
trical geometrical figure that deeply satisfies the human mind. In
the same painting different parts may suggest different geometric
shapes and the intricate web of figures with their stress of curves,
diagonals, verticals and horizontals form a fine architectonic
ensemble that even when deprived of the subject-interest retains
in its abstract form a profound agreeableness.

Broadly speaking, artistic organisation in painting represents
cither equipoise or movement according to the subject-matter, purpose

'For a discussion of these See Minsterberg: Pgychology and
Life, pp. 152-162; also  Woodworth : Expmmnm{ Psychology, chapter
on E.sthmts :
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and personality of the artist. The horizontal line implies the con-
quest of life by the force of gravitation, the rest of sleep or death; the
vertical expresses the firm assurance of the conquest of nature or
the hostile forces of environment by life. Thus stability or poise
is expressed by the stress of vertical and horizontal lines and quad-
rilaterals. Straight lines, whether vertical or horizontal, stand for
poise and restfulness. All life, growth and movement, whether
vegetative, animal or human, on the other hand, reveal themselves
not in straight lines but in swaying action or movemeat, by the
stress of curvilinear forms and sharp lines, diagonals and triangles.
Curves, concave and convex lines in aiteration, express life's pul-
sating rhythms and movements. The angles stand in between. The
triangle shows the movement in abstraction. The diagonal
represents the direction of the movement. Stability and repose rest
on the disposition of lines and rectilinear forms in the pattern of
composition; tension and action are revealed by the grouping of
curves and curvilinear forms that indicate change as well as the
eventual completion or return of movement in the direction in which
it is set. All lines and curves, rectilinear or curvilinear forms syms
bolise distinct mooids and experiences rooted in man’s physical and
organic adjustments as a bipedal creature constantly seeking balance,
symmetry and power against the force of gravitaton. Who can
forget the tranquillity and silence in Giotto's ‘Obsequies of St. Francis’,
Leonarde da Vinci's ‘Last Supper’, Perugino’s *Crucifixion’, Poussin’s
‘Shepherds in Arcady’ or Deineka’s ‘Defence of Petrograd’ in all of
which the quadrilateral outline of the composition i3 combined
with the horizontals and verticals at right angles to one another?
In striking contrast with the static artistic erganisation of’ these master-
pieces that produce a mood of repose, even if these be dis-
sociated from their subject-interest (as in the case of Perugino's
Crucifixion where the subject-matter is dramatic and poignant), is
the animated rhythm of Giovanni da Bologna's ‘Rape of the Sabines’,
Tintoretto’s “Bacchus and Ariadne,” Rubens' *Rape of the Daughters
of Leucippus’ and El Greco's “The Cleansing of the Temple’, *Descent
of the Holy Ghost' and “The Opening of the Fifth Seal'. In these
cases the tension, agitation or confusion are skilfully achieved by the
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break in circular, elliptical or spiral forms and sharp triangles
pregnant with violent motions often in contrary directions. A perfect
and complete movement is a circle thus expressing equipoise as illus-
trated in the basic compositional pattern of Botticelli's *“Madonna of the
Magnificat’, Renoir’s ‘Seated Woman' or Kuznetsov's ‘Cotton Picking'.
On the other hand, the spiral represents movement that is carried on
indefinitely towards the vista beyond as in Titian’s ‘Bacchus and
Ariadne’ and Greco’s ‘Assumption of the Virgin'. Intersecting diagonal
lines and acute angles produce animation and excitement just as
strong wverticals or horizontals parallel jto one another produce
perfect quiet and ease. A symmetrical balance in the composition
is also often resorted to for the expression of violent emotions and
movements as in several of the paintings of Tintoretto and Rubens.
In Rubens and Greco, the contrasts of concentrated emotional inten-
sity in the realms of the flesh and of the spirit are chiefly in spacing
and colours, the compositional pattern in each case being character-
ised by the dominant motifs of swift lines, sharp triangles, long
diagonals and incomplete and swirling curvilinear figures organised
in space with agitated rhyvthms.

It is noteworthy that in painting in the Orient where life is
restrained, serene and slow the structural basis of the compasition
is characterised largely by horizontality and verticality and not by
the disposition of curvilinear forms that build themselves into
exciting patterns of movement revealing change, violence and ten-
sion in the masterpieces of the West where art like life is swift,
stream-lined and clamorous. The social values and attitudes of
Oriental, Fgyptian and modern European culture govern the
dominant forms of construction in art for the record of stability or
change, restfulness or excite nent.  An analysis of the composition
of the masterpieces of Indian painting exhibits the dominance of
motifs of horizontals, verticals and global forms recording moods
of restfulness, devotion and minimum tension. A  remarkable
effect of serenity and pregnant silence has been produced, for instance,
by the blend of horizontality and verticality in the well-known
Rajput painting of ‘Siva and Parvati’ of the School of Kangra, now in
Boston and reproduced in Ganguly's Masterpicces. In the smooth

-
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extension of the spacious tiger skin, in Parvati’s reclining pose and
in the shore line of the mountain lake, we have the stress of repose,
associated with Siva's confiding the secret of immortality to Parvati,
while the latter falls asleep exhousted as the exposition continues
for twelve years. The verticality of Siva's own posture and of that
of his emblem, the trident, aspiring straight up at right angles to
the seat brings into relief the grim tranquillity and austerity of the
whole scene, whence all animation has been excluded by Siva's
injunction. A strikingly different motif utilised for the expression of
cosmic quiet is the arrangement of three concentric cycles in the-
religious fresco, Rasamandala of Jaipur in Rajputana. In the centre,
which is the object of concentration for the worshipper, dance the
divine pair, Krishna and Radha, to whom are dedicated the specific
gestures and attitudes of each of the infinite number of damsels,
symbolising human souls yearning for the infinite. These ‘sixteen
thousand’ Gopis are all interlinked and oriented within the
gradually expanding circumferences of the moving circles that owe
their rhythm and unison to the central dancing figures. The moon-
light Rasa-dance of Krishna and Radha symbolises rest in movement.
In Indian metaphysics and art, movement in rest is illustrated by
the Dance.of Siva, of which we have a glorious painting by the School
of Kangra in the Tapore collection. The formal pattern here is
composed by three sweeping curves bearing with them the bowing
and swaying gestures and movements of gods, goddesses; saints,
gandharvas and kinnaras that all converge from different directions
in the dancing pose of Siva at the centre. The stiff verticality of the
pose of the Goddess, seated on her lotus throne with its sharp edges,
and of all her female attendants that yet form parts of the curvilinear
movement, reveals the immobility of the Primordial Spirit of Nature
that she represents as the co-partner of Siva in the world-process,
There is no real intercommunication between the votaries of Siva
and of his consort even though the central figure of the dancing
Siva lends a cohesion to the two sections of the painting that stand
for two divergent metaphysical entities—the contrasted elements
in the scheme of the universe. Like Greco's painting of ‘The Pente-
cost’, which it strikingly resembles in the structure of com-
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position, this Indian painting has achieved a remarkable success
in the handling of both formal principles and metaphysical notions
with unparalleled profundity, vitality and wvariety. Smooth,
sweeping curves and diagonals represent the dominant motifs in the
heroic scene of ‘Krishna’s Quelling of the Serpent Kaliya'. The
trepidation of the wives of the Serpent, and of the parents and gopis,
due to different causes, is reflected in the curves of Krishna's dance
and the writhing body of the vanquished Serpent, of the shore-line
of the lagoon and the landscape and ‘of the agitated crowd on the
bank. The motis of curvilinear forms, diagonals and sharp angles
in the expression of tension and movement are also superbly illustrated
in ‘Vishnu riding on Garuda’, ‘Kali’, “Krishna crying for the Moon,
‘Hori-Lila’, ‘Gai-Charan Lila’, and the *Expectant Beloved' among the
Rajput masterpieces.

It should be stressed, however, that due to the smooth tenor
of Indian life, in spite of animation there is no tumult, and thus the
excited movement of the motifs in composition is often checked by
the interplay of some verticals, horizontals or rectangles that serve
as foils. Yet in both European and Indian art, the structural basis
of the composition is similar, while the spacing and colouring in each
case, giving weight to onc part of the picture or another,s reinforce
the balance of the composition, producing the effect of greater
stability or restlessness through the smoothness or the abruptness
of transitions from colour to colour and from light to dark
respectively.

' Such effects are of course rooted in man’s basic biological
and spatial adjustments with which are associated specific disposi-
tions, feelings and moods moulded and reinforced by social expe-
rience or habitual complexes. In Gestalt psychology there are
the well-known laws of simplicity, closure, pregnance, balance and
proportional grouping in perception. Along with symmetry and
closure Wertheimer mentions also the principle of the “good curve.”
Forms that are incomplete, distorted or unusual or that have weights
and attractions on cach side, that are ill-distributed, acute angles
t.at spezd down an incline, lines that suddenly stop or are
attacked by other lines produce a strong tendency towards closure
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and homogeneity of direction and parts, because of the dis-
agreeableness of their incompleteness and the consequent jeopardy
to the organisation of thought-structure, Hence such abortive
forms express tension and violence. On the other hand, “closed
areas are more stable,” observes Koffka., Complete squares and
circles and other global forms, right angles and parallel straight lines
that constitute a compositional pattern arouse a sense of restfulness,
poise and formality. This is apparently because there is a natural
tendency or “inner necessity” (Wertheimer) towards wholeness,
continuiry and symmetry in perceptual form and thought-structure,
bound up with balance, equilbrium and minimum tension. Such
condition uof equilibrium holds good also of other continuous physical
systems, drops of water, soap bubbles, crystals or electric networks
that all gravitate towards good or pregnant figures. In human
perception and motor activity an incomplete or imperfect figure
means unbalanced brain tension, while a good Gestalt means equili-
brium, and therefore the brain response to what is presented gravitates
towards completeness, regularity and perfection of figure.?

This pervasive tendency asserts itself in the social consciousness,
determining fairly uniform group reactions to similar compositional
patterns in art. Such principles of perception and thought are no
doubt strengthened by social experience since art deals with sets of
common symbols of structuration. These underlie the structural
basis of composition whether in painting, sculpture or architecture,
aiding the observer to come in harmony with the purpose of the
artist. It is only thus we can explain the correspondence of brms
of design in thousands of paintings belonging to different peoples
and epochs. It is astonishing that famous works separated by ages
exhibit similar and even identical forms of construction. This
.exemplifics in the history of art the universal validity of the principles
that underlie the “whole properties” of a composition such as symmetry,
equilibrium and closure, arusing similar meanings and sentiments

ICE. Ellis: A Source-book of G stalt Psycholagy, section from
Wertheimer, pp. 71-79. Woodworth : Contemporary Schools of Psychology,
p-117; and [-?yscnck: The Experimental Study of the ‘Good Gestalt’,
Psychalogical “Review, 1942, pp. 344-364. Jin psside
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and in fact satisfying certuin deep-seated generic tendencies in human
nature.
In contemporary abstract and non-figurative art, freed from
the limitations of given forms of natural objects, we now notice a
profound sense of spatial relationship and contrasted values that
carry painting to unfamiliar revelations of proportion and rhythm.
The artist in his development of formal values is here guided solely
by the archetypal forms that exist in his creative imagination to
which he has to conform most rigorously. The slightest deviation
from these vould bhe a serious artistic blunder, Tn a sense, therefore,
abstract art is more restricted within its own field than representational
art. The archetypal images of both rhythmic forms and colours,
that are unfamiliar and vet profoundly satisfying, are in non-
figurative art produced without reference to any naturalistic require-
ments. In fact the artist of the abstract school uses shapes and colours
and combinations of tones like the notes of music in completely
liberated forms so as to evoke and consolidate distinctive moods.!
It is largely due to the development of ahstract art, freely using lines
and tones according to the principles derived by creative intuition
that are vet as rigid and absolute as any holding in the realm of
figurative or representational art, that man’s sense of scale and organ-
~isation and of intensity of colours has been profoundly enriched in
the modern epoch. In no age, indeed, has there heen greater
significance attached to the appreciation and utilization of the formal
and basic elements in art to the maximum advantage. Tt is now
also considered even possible that we might bave a few mathematical
equations that may be sufficient to account for most if not all of the
propertics that are wsthetically delightful. Aesthetic canons are
thus formulated having universal validity and a natural basis in the
physical laws governing all arrangement of forms in the process of
the transformation of matter and energy. Lines and colours affect
each other with almost mathematical exactitude; while depth, move-

1According to th- fm_num modern sculptor Henry Moore, there
are universal shapes to which everybody is subconsciously conditioned

and to which they can respond if their consc'ous control does not
shut them off. :
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ment and rhythm function according to special laws. These belong
to the fields of physics and technology and bear little relation to the
essential human needs that different forms of art fulfil. Many art
critics now pursue this line of investigation of formal reladons in art
although they recognise the indescribable subtlety with which the
generic compositional patterns are  combined and modified
by artistic genius. Thus new formal patterns emerge in art in the
sameé manner as new mathematical methods and equations through
the application of the same principles of mathematics.! Herbert
Read stresses that if we can get down to the anatomy of a work of
art we will come across certain elementary proportions and harmo-
nies involving merely questions of halance or symmetry, or infinitely
complicated and subtle ones that always correspond to the pro-
portions assumed by matter under the influence of physical laws,
Thus it is possible to resolve the composition of an art work into
universal laws and equations like those D'Arcy Thompson discovered
in natural forms in his remarkable work on “Growth and Form,”
and which would appeal to man's @sthetic sensibility. The symmetry
of snow and sugar crystals, of the shape of leaves, flowers and
branches of trees, of the myriad manifestations of growth of cells,
tissues, muscles and bones of animals, of the structure of a bee-hive,
termitary and bird's nest, obeys physical laws analogous to those of
the formal composition and pattern of painting and sculpture, the
artist being guided in his creative impulses by the identical physical
laws under which zll forms are shaped in the transformation of
matter,*
Perceptual Laws of Harmony underlying Art Forms and
Patterns -

The artist with his greater sensibility to objective forms and
relations exemplifies in his work the fine and infinite configurations
and patterns, unitirs and harmonies that are found in nature. From

'CL Craven: Men of Arl; Ghyka: Esthetigue des Proport ons
dans la Nalure et dans tes Arts; also Greene, The Arts and the Art
of Criticism, pp. 207-210,

*For certain interesting hypotheses, see Read: FEducation
Through Art, pp, 187-195,

9
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the standpoint of Gestalt the whole of nature is, indeed, a series of
hierarchy of unit-forms, Gestalten. It is the physical laws govern-
ing the form or pattern of matter in transformation that emerge in
the mind in those laws of perception, dictated, according to  Gestalt
psvchologists, by external forms that are given or [ound. *This is
what Koffka implies when he observes that all perception is artistic.
In fact the fundamental principles of beauty such as unity in variety,
harmony, symmetry, balance, sense of proportion and concord are
derived from the fuindamental laws of perception. Perception,
according to the Gestalt psychologists, implies simplification and
articulation at the same time which are thercfore regarded as the
properties of a ‘good Gestalt’. This is verified by the experience that
in the mind at the earliest moment of relaxation or fatigue these
primal unit-forms that transcend the individual associative processes
spontancously assert themselves as against those to which it may be
habituated in daily experience. The ‘good Gestalt’, ohserves H. J.
Eysenck, “creates the most symmetrical, the most balanced, the
most beautiful mental picture which is possible under the external
circumstances obtaining at the moment; conversely, these external
stimuli will be judged the most beautiful which are in most agreement
with the internal forces of perception.” Experimental findings no
doubt abundantly testify to certain intrinsic laws of objective pro-
portions that govern perception. The experimental work of the
Gestalt psychologists in the field of perception, indeed, reveals that
visual forms tend to group themselves in determinate ways. Wer-
theimer, Kohler and Koffka have found evidence of the dictation to
perception of external forms and certain laws of harmony that under-
lic spatial grouping. “There are certain forcefully directed per-
vading lines which assert themselves very powerfully to vision and
will insist upon being completed even though by so doing they destroy
the integrity of other less stable near-by forms. Some forms have
the tendency to draw neighbouring lines towards them; zomes of
influence Wertheimer calls these, The right angle is such a furm,
and yet this is said to occur as such very rarely in experience. There
is a téndency for certain lines to become enclosed, thereby affecting
certain forms. Different forms have different intrinsic manners of
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movement”,! Two figures may be interlinked by the “good curve.”
Certain subsidiary forms represent good additions as ‘pro-structural’
or ‘contra-structural’ relative to the original. The similarity, har-
mony and contrast of colours aid or obstruct the “logically demand-
ed” pattern. Campbell stresses that these principles of visual per-
ception revealed by the Gestalt experiments are considerced in the
construction of all great works of art. For example, the laws of
proportional grouping, of visual grouping by similarity, of pervading
lires and forms, of tendency to closure, of objective balance; these
are discernible in the world’s great masterpieces of painting. Adhe-
rence to the objective laws of the relationships of external forms is
also illustrated by the painter’s ‘distortion’ of human figures for the
sake of plastic designs as illustrated in the art of Egypt, the pottery
designs of the Grecks and the works of Giotto, El Greco, and
Cezanne. The Gestalt experiments show that different “forms” vary in
their “fusion’ times, and these times vary according to the simplicity
and frmness of the “forms.” “But a geometrically simple figure need
not be perceptually so; a circle will fuse at a rate that will give flicker
fora triangle. Also a triangle seems to enter into larger configurational
patterns with- mere  difficulty than does a circle. Forms, which
because of their frequent use in experience, might be expected to
enforce themselves upon vision, often do not do so, but are casily
overcome by primary tendencies of unit formation.””?

The best paintings in' their superh arrangement of vertical and
horizontal lines and of triangles, diagonals and circles in their
structure attain configurational unit forms that “‘are simply there
in vision no less than colours and brightnesses”, and at the same time
have an intrinsic expressiveness and inherent appropriateness for
the embodiment of the artistic visions. Man’s profoundest vision
of quiet and restfulness are expressed through the epochs in art by
horizontals and verticals, pyramidal and circular figures suffused in

'I. G. Campbell: Objecuve Form and its Réle i1 Esthetics,
Proceedings of the Sixth International Congress of Philosophy, also Art: a
Bryn Mawr Symposium.

*See also Eyrenck : Type Factors in Asthetic Judgments, British
Journal of Psychology, 1940-41, pp. 262-270.
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serene, harmonious hues, while tension and excitement are revealed
by the dynamic rhythm of the composition comprised by incom-
plete circles, curvilinear forms, irregular triangles and acute angles
with palpitating colours inflaming the figures with intense vitality.
The typical circular compesition in sculpture is that of Siva Nataraja,
the apotheosis of rest in movement. The pyramidal arrangement
is illustrated in the carved image of Trimurti at Elephanta whose
repose is even stiller than that of the stone. In a landscape design
horizontality is stressed producing a mood of serenity, while the
pyramudal pattern is most common in the paintings of the Madonna,
as for instance, Leonardo da Vinci's ‘Madonna and Saint Anne’
and Raphael’s ‘Sistine Madonna’, and most appropriate,! Every
great painting or sculpture has an inevitable organic unity of design
and subject, of distribution of void and substance, light and dark-
ness that eludes an art critic. But the logical appropriateness of the
design in communicating the artist’s idea rests on the solid fact that
all lines and curves and the geometrical figures these circumscribe
and define, connect and consolidate, gravitate towards an equilibrium
or completeness of form and engender cither brain tension or poise.
Certain lines, angles and figures familiar from natural scenes and
objects and everyday experience become also associated with specific
human feeling-tones and meanings with which these are associated
in perception and thought. Thus the arrangement of lines and
space relations, such as constituting a briken or unimpeded vertical
or horizontal extension, a perfect or incomplete circle, triangle or
pyramid in the basic compositional patterns in painting and sculp-
ture, becomes invested with all the values derived from an “‘inner
necessity”’ and the multitude of experiences in the concrete world of
nature. Each formal organisation becomes, accordingly, congruent
in emotional effect with the cssentinl character of certain types of
subject-matter in art. Social attitude and experience  greatly
strengthen and make definite the association of certain moods, emo-
tions and meanings with specific formal compositions in art.
Painting is widest in its reach and range of subjects among the
fine arts that vary according to the contours of a culture or epoch
1Ethel Puffer: The Psychology of Beauty.
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and the purposes of the artist. All new movement in painting is
the result of the exploitation of possibilities of the use of formal
patterns and colours in-adaptation to human emotions and seniiments
hitherto unrevealed—as the Chinese painters grasped the vitality
and spatial rhythm of landscapes, as the Indian painters revealed
the majesty and tranquillity of religious scenes, as the Dutch painters
elitited the rhythm and design of household scenes and decorations,
as Cezanne revealed solid forms and rhythm in nature by mecans of
juxtaposition of colours or tones, as Van Gogh heightened human
emotions by deliberate distortions and exacerbations of technique,
as the Cubists split Nature into cubes, cones and cylinders for purity
of expression and as the Constructivists have elicited the rhythm
and intrinsic gualities of shapes and objects of the mechanical world
that mould machines into men, But neither the possibilities of tech-
nique can be exhausted by description nor the subtle sensuous and
emotional attractions of techniques and methods fully set forth. The
elusiveness of all great art consists in achieving such subtle com-
bination of the sensuous and decorative gualitics with human mean-
ing as is profoundly expressive m a particular setting without man
being able to find out why it is so,
Higher levels of Integration of the Gestalt in Art

The more integrated the Gestalt, the better is the artistic
experience. The principles of unity in wvariety, of structuration
or articulation, of order in complexity, of integration and dif-
ferentiation not only obtain in the perceptual field but also in the
human meaning and experience embodied in the artistic vision.
Psychology cannot reveal the decpest meaning of art as it confines
itself to the framework of agreeablencss or disagreeableness of
perceptions and feelings that have causes and effects. True art
is to be judged not from the understanding of technical rules and of
their psychological effects but from the helief in over-individual
meanings and values that lift the art work above the limitations of
space and time, the sphere of persunal moods and desires and agree-
able fulfilments. The richness and nobility of msthetic life are con-
stituted not by the elaboration and perfection of technical procedures
that may be explained by experimental psychology but by the
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deepest integrations of selt’ and society. In so far as art is concerned
with absolute universal meanings, values and harmonies, it transcends
the methods and materials of the laboratory.

This aspect of the Gestalt comprising not only the *“‘whole
properties” compositional pattern but also the interpenctration of
individual and over-individual values in artistic expression can be
brought out more adequately by sociology and metaphysics. All
great art no doubt reveals an integration not only of subjective feel-
ings and moods but also an organisation of the cumulative values
and experiences of individuals and societies. Its meaning lies in the
richness, impersonality and universality of both individual and col-
lective sentiments and attitudes it expresses. It embodies the full-
ness of the personality of the individual in its manifold dispositions,
interests and experiences as well as the entire social experience of an
age or culture, It is characterised by a profound synthesis of the
internal and the external in a logical whole, and in fact certain art
forms developed in the East exemplify a most remarkable matching
of forms and colours, notes and sounds, images and associations,
emotions and ideas, meanings and values. For instance, the medie-
val Indian Ragamalas exhibit a subde and harmonious blending
of music (raga), painting and poetry, all in accord with man's
basic emotional reactions to the eternal cycles of nature. The ragas
or musical modes represent an appropriate harmony not only of
sounds, but also of lines, colours and shapes, and of image forms and
attitudes in poetry, all elicited by and collectively tuned to nature
in its procession of the scasons, the waxing and waning of the moon
and the diurnal thythm. No art work in the world has in its direct
expressiveness of sense-lorms in vision and audition and its matching
of the latter with emotions and attitudes in poetry responded so
elfectively and harmoniously to the ever-recurrent rhythm of nature
from scason to season, from dawn, morning and noon to twilight,
evening and night, and even from hour to hour. It is, indeed,
a unique experiment in  achieving a profound integration of the
Gestalt, covering human thoughts and feelings at certain times of
the day and year in the cosmic envelope that create universal
artistic visions and the appropriate external sense-forms that embody
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such visions. These external and ever-recurrent aspects of nature
build up attitudes and sentiments shared by all. Such universal
and impersonal experiences, as are embodied simultaneously  in
the art forms of poetry, music and painting in the Ragamalas,
bring about a rappirt between man und man, and between man
and nature, arousing through the reciprocal aids of sound and
colour, form and imagerv, emotion and meaning, an enduring
wsthetic delight that is at once individual and collective, intensive and
extensive.
Art and Percipient

() The artist seeks the understanding, sympathy and appro-
bation of his fellow artists and fellow beings. Acceptance or rejec-
tion depends on his adherence not merely to certain @sthetic  tastes
and traditions, but also to political and economic doctrines and his
affiliations to social groups such as the church, the nobility, the bour-
geoisic, the working class, a religious organisation or political party.
There is a vital give-and-take between art work and feeling-tone of
the audience. As Langfeld observes: “It seems safe to say that no
art form would have come into existence if it were not for the hope
of the audience. It is only in this sense of permanency for social
reasons that the beauty of a work of art may be considered as rest-
ing in the object, for the-possible audience is pre-supposed and the
beauty is thus a latent possibility.”” Even if the artist’s audience
or spectators be very small, there is no doubt that the preferences of
this small group keep alive the artist’s inventiveness. Tolstoy was
‘wrong when he thought immediate contagion of the percipient as
a measure of artistic quality. But every artist is bound to be deeply
stirred and stimulated by the hope of a prospective audience. Thus
he works to create an audience which may not exist at the time.
Talstoy also stressed sincerity as the essence of originality in art work.
But when he dilated upon the obligation of all artists to draw their
material from the lives of the common man he indirectly encouraged
insincerity. Artistic sincerity would consist in the use of those social
materials on which imagination c¢an work without limitation or
compromise. Even a “proletarian” writer sometimes shows feeble

VThe Esthetic Atritude,
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dependence upon stock materials and conventional attitudes so that
his work becomes altogether devoid of vitality. On the other hand,
conventional restrictions in art derived from the social field greatly
limit the boundaries of artistic experience and the universality
of art. In the history of any art how often have current fashions and
standards of taste smothered individual genius and a new pattern
that deflects from the socially established, the morally conventional
tradition! Thus social opinions and preferences outside the purely
asthetic field are correlated to the general tastes and msthetic values
of an epoch from which works of art are judged. On the other
hand, an artist who appeals to the esoteric tastes of a small coterie
or clientele develops an exaggerated individualism or eccentricity
that becomes a real enemy of art by restrict g its meaning almost
entirely to the technical exhibition of methods and processes as con-
trasted with the Significance of communication,

It is by carrving on sociological analysis along these four
independent Lines that a real wsthetic sociology can be developed.
A synoptic view of the art process can emerge only out of organising
the materials whether of art history, or of contemporary art move-
ments in the four separate fields indicated above, Throughout the
discussion the réle of the individual, the class and the collectivity
at cach stage of the art process will he evident,

The Plea of Art for Art’s Sake

The need of an msthetic scciology has been at no time more
urgent than in the modern age when in literature, musie, painting
and sculpture alike, certain schools of art have claimed autonomy
in their search for an expression of beauty, and great thinkers have
upheld the claims by adumbrating theoriss of art for beauty’s sake,
Lawrence, Eliot and Joyce in literature, the school of Sur-realists
and Cubists in 'pa'mting, Schoenberg in music, and Brancusi, Henry
Moore and Lipschitz in sculpture have all captured the imagination
of the contemporary world by their appeals to the privately personal,
the subjective and the unintelligible, The conviction has gained
ground that for the artist as such the subject-matter is irrelevant, and
that he is only concerned with successful expression, and that
his imagination in the search of a fabulous world is autonomous
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and unconfined. (Jolas). Many artists have in their . work sought
constant novelty in expressing things that are too trivial, personal
and irrational, and the public have accepted these as their guides
to life, Jured by the vividness, intensity and charm of expression.

In our preceding  analysis we have shown that the subject-
matter of art is derived from the social and the ideological back-
ground of the artist, There is selection on the part of the artist.
Such selection implies the artist's subordination to the hicrarchy of
social values, which judges the activity of the artist as man, though
not as artist. The artist as man, as the focos and  transmitter of
the values of life, must take upon Himself the responsibility of choos-
ing subjects that not only lend themselves to artistic treatment,
but are also worthy of such treatment, In so far, then, as the artist
takes recourse to contents according to his own fluctuating and often
discordant moods and repressed complexes, and his emotionality and
irrationality get the better of conscious selection and mature jude-
ment and experience, his phantasies, which are made the vehicles
of beauty, remain as little constructive guides to life as the reveries
and delusions of a neurotic. Yet by his clearness, poignancy and
charm of expression the artist lets his fears, anxieties, delusions and
wish-fulfilments appear as the really significant values for society.
The artist thus hecomes, through the power of his suggestion, a more
powerful arbiter and interpreter of values than any other agency of
social control.

We have already referred to the factor of the social acceptance
or rejection of work of art, Many artists deliberately or uncon-
sciously choose contents which largely reflect popular scales of valua-
tion, notions and wish-fulfilments, A vast mass of contemporary
fiction creates characters and describes situations, emotions and
behaviours which can be most easily imitated by an ever-widening
circle of readers who show the greatest preference for this form of
art as concrete, vivid, impulse-stirring and wish-fulfilling. How
often do sadism and aggression depicted vividly and concretely and
with emotional fervour in modern fiction, supply the raw materials
of behayiour and postulates of thinking of readers who find in these

a make-belicve release of impulses that are not sanctioned by social
: 10
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values in actual life! Some fiction, no doubt, appeals to the lowest
types of personality and behaviour on the basis of the hypocritical
plea of art for art’s sake. This is not legitimate art; for the artist’s
creative power is seriously undermined as he succumbs to considera-
tions of profit or popularity. In fact, in no age kas the danger of com-
mercialisation of all art been greater than the present. But even where
art does not deliberately prostitute itself to the lowest levels of vicarious
satisfaction of sex, ageression, fear, jealousy and other strong emo-
tions, the inhibitions and the fear and compulsion neuroses are so
overwhelming that the modern novel is too full of these, and hardly
represents any processes of conscious @sthetic contemplation or deli-
berate creation of types of beauty and will. Many contemporary
Sur-realist pictures, too, express not co