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The name Indian Art specifies the repi-esentation and technique adopted
by our ancient sculptors, painters, architects and handicraftsmen. It has its
basis on a Philosophy and culture as old as the Indian civilization. The
principal landmarks in the development of Indian Art can be said to have
derived their influence from early scriptures and treatises such as the Patan-
jali Yoga Sutras, the Ramayana and Mahabharata, Manu Dharma Sastra,
the Puranas as well as the theology of Shiva in the South and the cult of
Krishna in the North. Each of these movements had made an indelible im-
pression on Indian Art, its development and history.

The same philosophy underlying the scriptures and the epics infused the
vision of the artists, painters, dancers and image-makers. What inures as
the substratum of philosophy guiding Hindu life in general in the name of
Sanatana Dharma (philosophia parennis), in its turn sustains the theories
of art and preserves them from the inroads of modernistic outlook of any
kind. In the main, the subjective aspect is greatly emphasised in the art-
creations and the objective givena very subordinate place. The artist and the
Sahridaya (enjoyer of art) are of equal importance for the creativity achieving
its purpose. The spectator’s initiation into the art-representation must
have the needed equipment for appreciation. For it is not as in Western art
generally where most of it is imitative and presentation of external view of
objects. Any portrait or landscape in Western art is usually an a.ttempt‘at
copying things before one’s physical eye. There is much less in it to lead
one to contemplation of an inner meaning or conceit.

In order to draw the attention of the spectator to something beyond the
apparent, the artist may have to break the rules of perspecti_ve and anatomy
and give prominence to what he has to achieve in representing as thq chief
motif. T remember, once at an art exhibition, a painting represeqtmg a
marriage procession in colours was on view. An elder and a boy qf six years
were both looking at the picture. The boy was attracted by the pamtmgl;e_md
exclaimed: ‘Look father, how much gaiety is shown in the pictur.e! The steps
of the persons in the procession are dancing to the music of t!le pipers m(’)vmg
in’ front; I feel like participating in the joy of the marriage group. But
the father remarked: ‘How improbable! If they go dancing their way,
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shaped a tradition and insisted upon strict conformity to it. It excludes any
possibility of an individual’s exhibition of personal taste and imagination
in the creation of a work of art. Beauty is discerned in a work of art, say
an icon, only when it conforms to Sastra or rules of representation. The
limitations and discipline born of rules of image-making and plastic mould-
ing bear much their influence on the excellence of the production. Religion,
science and art, so much differentiated in the present day have not been
distinguished as several standpoints but are inseparably united, and this
synthesis has been a distinct contribution of the Hindu view of art. As an
illustration, the Nataraja image in the dancing pose has been visualised by
Ananda Coomaraswamy as providing a shining example of this remarkable
synthesis. He said: “in the night of Brahma Nature is inert and cannot
dance till Shiva wills it. He rises from His stillness, and dancing, sends
through matter pulsating waves of awakening sound, proceeding from the
drum; then nature also dances appearing about Him as glory (Tiruvasi)....
The orderly dance of spheres, the perpetual movement of atoms, evolutions
and involutions, are conceptions that have at all times recurred to mens’
minds; but to represent in the visible form of Nataraja’s dance is a unique
and magnificent achievement of the Indians™ (Arts and Crafts of India,
Ceylon, 18). Continuing, he interpieted the inner singificance of the Lord’s
Dance thus “In the fulness of time, still dancing, He destroys all forms and
names by the fire, and gives new rest. This is poetry, but none the less

science” (Dance of Shiva 95).

Indian Art is subtle and profound as well, in its expression. The dilet-
tante with a smattering of the rules of perspective, proportion and anatomy
will hardly be attracted to it. His criticism will lack appreciation of its vital
quality of an enduring message. We know that all art has to be suggestive
and conventional in some degree. If the Indian artist, faithful to tradition
and symbolic formulae, can invest in images divine attributes which will
be perceptible to the Indian people with their age-old culture and their
‘unlettered yet educated’ minds, he can be said to have fulfilled his main
purpose. It may be a little difficult in the early stages of our education in
art-appreciation to become fully aware of the inner meaning in a work
of art. For that, a certain amount of sympathy is necessary at the outset.
Otherwise the tendency to dismiss Indian Art as decorative in content and
nothing more will be our reaction. To overcome such a disinclination the
proper way to begin with will be to know what according to .Indian outlook
is the concept of beauty. The measure of success in bringing out beauty
depends upon the spectator as much as on the artist. In a masterly essay on
the HINDU VIEW OF ART, Ananda Coomaraswamy has dealt with t.lf?
theory of Rasa. Rasa is the term used in Indian rhetorics fo ?ig’nif){ aqsthe}xq_
emotion. An equivalent in English is not easy of obtaining to describe-
Rasavadhana or the experiencing of beauty. In the Sahitya Darpana, a Yv'ork

















