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CHAPTER I
INTRODUCTION

A. The Statement of the Froblem 7
"I know not why the Foet and the Musieisn should
alone render tribute to the Redeemer. I bellieve that the
tribute of the Painter i1s as legitimate in itself, and per-
haps as acceptable to the Master, as are the crotchets and
quavers, the lambics and the trochales we call Hymns of

the Church."t

This statement of Sir Wyke Bayliss' suggests
the problem to be considered in this thesis.

It is understood, to some extent at 1east; why the
Poet and lusician in Indla have alone been rendering tribnte
to the Redeemer while the Artist has been neglected and even
repressed. DBecause of the misuse of art which results in
the ldolatry so rampant in heathen religions on every hand
there 1g fear of encouraging any development of art in
Christianity lest, failing to remein subservient to Christ,
1t should rise up and become a stumbling block instead.

The danger is real, and mist be faced. But 1t’
is not such as to warrant the utter disuse of art or the

discouragement of its development. For "art is still a

L BN K J

1. Quoted by J. R. Aitken: The Christ of the Men of Art,
p. xiv



potent handmaid to faith®,l and Christianity has need of
that particular enrichment which the Artist can provide
as well as the Poet and Musician. o
That this art should be an indigenous art of
India 1is prima facle condition when one considers the vast
difference in style and expression found in the art of the
West and the art of the East. “ " o
Thus it 1s the purpose of this work to consider
the importance of the use of art in the Christian Church
in India, and the need for a further development of an
indigenous Christian art there.

B. The Limitation of the Field ]
| It is evident at once that the whole field of
art is far too vast to consider in one such work as this,
Thus pictorial art has been chosen as the specific field
in which to work. Often it 1s found that general state-
ments regarding art in India may be true of the other arts
as wgll; but for this work all such refer specifically to
pietorial art, even though the term "art" may be used
alone without the qualifying adjective 'pigterial".h ’
Another limitation is geographic. Some consider-

(AR 2 N X J

1. Bailey, Albert E.2 The Use of Art in Religious Educa-
tion, p. 21




ations of East Indien art have included such works as Cey-
lonese, Burmese, and other related arts. But this thesis
is concerned only with that art which is found within the
country of India proper today.

C. The Importance of the Froblem
Mach has already been written about the teaching
value of pietures gspecially in the field of religion.
Balley points out that: | |
"ort is a most admirable instrument for teaching re~
ligious truth. It is an instrument that has been used
in the past by the church for the purpose of helping
people to arrive at definite beliefs. It is not used
so today, but 1t should be restored to its teaching
function.®! o | N o
- True, art has been used, and misused by the re-
11g10ns of India in the past, “but becanse it has been mis-
used by some is no valid reagon“why,‘when it is such a
valuable aid in the expression bf spiritual truths, it

should not be properly used in Christianity.

D. The Method of Procedure
The subject 1s approached first by way of a
survey of Indian art of the past noting partieularly the
use which-has been made of it by religlon. Any adequate

LR N AN

1. Bailey, OPe eit., p. 81
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treatment of the problem should include e study of the
nature of art, the problems which arise in regard to its
use in India; and the specific need of an indigenous art.
A chapter 1s given to each of these. The concluding
chapter suggests sultable ways of using this art and
further developing 1t.

B. The Sources of Data

It is the aim of the writer to consider all the
available material which has been written definitely on
this subject, as well as contributions from the related
fields. Sinece a rather thorough survey has shown the
scarcity of specific materiai on this subject, it has been
necessary to gather Qata from varioug works such as his-
tories of Indian art, art in general, Christian Education;
and the indigenization of the Indian Church. It 1is hoped
that some supplementary,material ip the way,ef pietures
and suggestions may be obtained from leaders in Indla
today;.but the uncertainty of the post in these days
practically-preeladggﬁsuaﬁ’;probébility.
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CHAPTER II

INDIAN PICTORIAL ART
IN HISTORICAL PERSPECTIVE

A. Introduction

~ ¥No oné can evaluate properly that which he
possesses unless he sees it in historical pergpéctive.”l
Such a/statemenﬁ is particularly applieable to a stady of
the art which forms such an integral part in the unu&gally
long and contimuous development of India's civilization,
for "the past in India is never entirely past'e; and one
cannot come to a full understanding of the present day art
and what Qay be axpected of it unless he is conscious of
the past whieh inevitably enters so largely 1nto it.

There 18 no longer any question of the existence
of an Indian pictorial art of the past. It seems incredible
//that»a‘highly_developad civilization, spreading over thou-
sands of years end over a vast area like India; which has
produced & splendid literature and expressed lofty ideals
in building materials, should have lacked the capacity, or
found no occasion, for gilving them expression in sculpture
and painting. Yet as recently as thirty years ago art
eritics of the West thought just that, and considered India

eseces

1. Qnoted by Wilde, H.: Poundation of Modern Education, p.s
2. Hawkridge, Emma: Indian Gods and Kings, P. xiv ,

e
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definitely deficlent in pictorial art, the few examples ‘
which did exist being designated as Persian or even Chinese.
For the majority Indian art was only & matter of archeo-
logical or academic interest. - |
Such an attitude is not without some explanation.
There 1s the fact of India's comparative isolation from
the rest of the wcrld for nearly three thousand years, due
to barriers of nature and language. The few vislitors who
did reach India during these centuries, such as Alexander
the Gfeat, Marco Polo, and Vasco Da Gamma, came elther as
conquerors or merchants looking for material gain, com~
pletely ignoring culture. Although her art has influenced,
and been influenced by, the art of other oriental countries,
her whole culture hes evolved independently and her pie-
torial art 1s definitely her own. This very fact leads
on to the real reason for the low evaluation of Indian art
which exlisted so long in the minds of European art erities.
Indian art has been misunderstood, and thus, greatly under-
rated. A reviewer of Dr. Coomaraswamy's "History of Indian
Art® has saild, , , ,
"3eldom has the art and culture of any country been so
profoundly misunderstood as that of India. Before
India regained her sense of national self-consclousness,
her history, her philosophy, her religion, and her art
had been sought to be explained and interpreted by
foreigners. That India had an art of its own, autoch-
thonous and idiosyneratic, was not even recognized
until a few years ago. Then came the revelation that

Indian art was essentially Indlan, and had its own
ideas, its own characteristics and its own history.



Searching and pensetrating enqulries have been directed

by scholars and connoisseurs of art - and with the help

of the Archeologlical Department within a comparatively

short time - the map of Indian Art has come to be.r

covered, shining and glowing with many pietures,"i

Someone has said, "You cannot know & people's

mind 1f you do not understand their art®. And certainly
the reverse is as trne. Indlan art cannot be understood
or judged aright if there is no knowledge of the life and
thought out of which it was developed. It was Su Shih,
the Chinese art oritic of the eleventh century, who gave us
the femous dictum: |

Umo judge a painting by the standard of bodilg likeness
Is as naive as the thinking of the child.M

Yet that seems to have been the criterion used in the
judgling of Indien art until the recent awakening to its
true meaning. Even Ruskin: charged Indian art with the
inability to represent an actual fact,

As in almost every aspect of the two civiliza-
tions no true comparisons can be instituted between the
art of the Orient and that of the Occident. Each starts
from & different origin, aims at a different object, and
errives et a different end. "The orifental 1s a philoso-
pher first and en artist afterwards; the Westerner 13 an

..0.0.

1. Plotinus: Review of A. K. Coomaraswamy's "History of
Indian Art™, Rupam, July, 1927, p. 74

2. Hu Shih: A Historien Looks at Chinese Painting, Asia,
Mey, 1941, p. 218
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artist‘first and & philosopher gfterwards.”l To regard
all art from the Western point of view only and to condemn
it unless it conforms to the academic canons of the West
is certainly unfalr to Eastern art. _ -

Indien art must be judged according to its own
standards and purposes. What these purposes are has been
sammarized by Dr. J. H. Cousins: “

“In the consciousness of Indie, the beauty which art
manifests 1s not solely a product of human effort but
is humenity's reaction to a quality of Universal Being.
In the effort to incarnate the cosmic beauty of which
it 1s a sharer, humanity tastes the joy of expanded con-
sclousness and spiritual creation. his experience
imbues the works of the artists and 1ifts them from
being merely decorative objects into being instruments
of aid in the better fulfllmen} of one's eitizenship
through the cultivation of one’ s higher sensibilities
and in the esteblishment of these higher sensibilities
on the throne of one's personal life, which is the
Indian idea of liberation. In writing thus I am para-
phrasing sncient authority that, because it spesks
esséential truth is eternally contemporeneous. I am
also speaking the experience of many artists in Europe
and America who have felt the ascensive pull of this
art and recognized in it a spiritual achievement whiech
should also be theirs and will be theirs when the
present revolt against formallsm and objectivity in
western art has attained intelligence - that is to say
the exalted spiritual conception of art which is Indie's
giTt to The worIH¢g

 Thus, 1t 1s true that ™f we strive for full

understanding we have to probe deep into the immense reelm

of Indian thought, It is only to the one who knows that

[ B NN B J

1. Brown, Percy: Indian Painting, p. 6 - \
2. Cousins, Je. Het The Art Revival in India, Asia, July,
1929, p. 590 _
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Indian art reveals its highest beauty.“l For the purpose
of Indien painting is to set forth that which will appesal
to the mind rather than that which will call forth adora-
tion, o , B

It 1s with gratitude then that the world cen view
today a new interest in and appreciation of Indian grt; an
art which has existed from time 1mmemor1g1,rénd which has
rich contributions to make to the world ecivilization just
as Western art has,

Indian paintiag on the whole may be breadly
divided into three main religious divisions - Buddhist,
Hindu, and Mogul - but these terms are religious rather
than artistic.and suggest tha'snbjects the artist painted

rather than the place or method of his working.

B. Preo-Buddhist Art

The beginnings of Indian painting are lost in pre-
historic antiquity. Evidences of its early form appesr in
erudely drawn scenes on the walls of natural caves in
various seétions_pf the country, and in exsmples of later
Stone Age paintings found in excavations in the Vindhya
Hills. HMany of thqse are hunting scenes, depicting human
beings and animals, end are accompanied by what appear to

be hieroglyphies,

LA R XN B J

1. Sen, Bireswar. mannerism and Tradition, Roope-lLekha,
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Literary references also show that painting had
been practiced both as a secular and a religious art from
time immemorial. For example,; 8 Buddhist work dating from
the third or fourth century before the Christian era makes
sgvergl references to the plegsare houses of King Paéenada;
containing picture~halls, which were adorned with painted
figures and decorative patterns. That this was a well
developed art 1s evidenced by clearly defined basic prin-
clples and laws concerning proportion, perspective,
anatomy and color. There 1s elso indication that such art

 was used to educate the people.

C. Buddhist Art

- But the earliest pictorial art which has come
down to us today is that of the period beginning & couple
of centuries before Christ and continuing down to 700 A. D.;
commonly known a&s Buddhist art. This has been called the
classical pericd in the history of Indian painting.; It_waa
8 golden age for India. DBuddhism was the religion of the
country. By it culture was stimulated; and eenters of
learning flourished in all_parts; but in no diractien was
the influence of the new doctrine more pronounced than in
the sphere of art. History contains numerous instances
which show the power of religion 1in the monlding of man's

aesthetie productions, but probably none of them are more

striking than the effect of Buddhism on the art of the East, _;"“
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Tgra Nath; the seventeenth century histerian; has recorded
for usAthe fact that wherever Buddhism prevailed skilful
religicus artists were found, and in India this undoubtedly
applies to the art of painting. Much has been destroyed
through the intervening ages, but enough suprvives of the
work of the artist-priests of the Buddhist period to indicate
that this craftsman was the founder of a great school of
painting. , . S | S

| An event of capital importance for the history of
Indian civilization took place in the conversion of the
groat emperor Asoka to Buddhism in the third century B. C.
Being master of almost the whole of Indis, he soon ordered
the construction of some of the earliest specimens of the
art which have come down to us. These were used as a sort
of religious proptgenda to teach the Buddhlst doctrines to
his people. S

Buddhism itself is essentially graphie - the

early history of the cult lends itself to illustration by
the brush more than the pen, and the original traditions
were largely piectorial. It is true that in the early stages
of the religion the artists were forbidden to portray the
actual figure of the Buddha but this was overcome by re-\
presenting his person with a certain range of symbols. V?hs
young eleﬁhant represented the conception; Maya seated on
the lotus and surrcunded by young elephants pouring water
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over her was used;to represent the nativity; and again a
single lotus symbolized this seene; the riderless horse
represented the Great Departure, and the wheel of the law was
for the preaching of Buddha. Grousset remarks:
®Tndeed, nothing could be more remsrksble than the ease
with which the old masters managed to relate the life
of Buddha without ever represeﬁ&ing him, thanks to these
| conventions whiech they adopted. o ,
Eveﬁtually, however, symbolism gave way to an actual por-
trayal of the person of the Buddha himself, and in all the
1ate? periods he is found freely depicted in all the
various phases of his experience. ‘

As the demand for religious information increased,
the Buddhist missionaries used art as a means of teaching
their creed to all mankind, They even carried the doctrine
of their Great Teacher into distant eountrieé; and used art
as their ehief instrument of teaching. The language of art
was the natural means of commmunication between nations of
different tongues aspiring after the same ideal when the
usual meens of intercourse was impracticable. Pictorially
illuminated scrolls would be & portable agency for cerrying
the gospel of Gautama to those as yet unreached, and these
were probably largely used by the priests on their long
journeys. ' * .

Buddhist art of this period is represented

sscsse

1. Grousset, Rene: The Civillzation of Indie, p. 98 |
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perticularly in the remarkeble frescoes in the rock-out
temples of Ajanta, situated ebout four miles south-west of
the small village of Fardapur, in the dominions of the
Nizam of Hydersabad, some thirty-five miles from the nearest
rallway station on the great Indian Peninsular Rallway.
There in a lonely, wild ravine in the heart of the junglo,
excavated in the face of an almost perpendicular scarp of
rock, 1s a series of twenty-nine caves. The term "ocave®
is a misnomer fop thoy.are gctually(roomg‘whigh have been
cut out of the solid rock, but the name is a commonly
accepted one for anclent excavated shrines in India,
Brown describes them thus: -

#7he Buddhist 'oaves'! are all imlitations of structural

buildings in an advanced stage of development, some of

the rock-cut halls at Ajanta being very imposing.

These excavatlons sweep round in a curve of fully a

seml-circle, and are some one-hundred feet above the

small stream which runs at the bottom of the glen.

The situation is a romantic one, as are the majority

of Buddhist shrines in India, for an artistic appreci-

ation of natural scenery is particularly noticesable in

Buddhist palnting, and that the priests as a body were

alive to the inspiring influences of a beautiful en~

vironment 1is eviden in their invariable selection of

picturesque sites

These cave temples ars full of 1nterest with

regard to both sculpture and architecture, but special
interest of this work is in the painted frescoes which
adorn the walls of a number of the twenty-nine excavations.
Unfortunately the ravages of time have wrought such havoc

L E RN BN J

1. Brown, Percy, op. ¢it., p. 26
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that they are found in only six of the caves today; nearly
all, however, bore signs at one time of having been origin-
ally decorated in this manner. The extent of the surface
covered with the painting 1s remarkable. It is evident
that in each of the slx caves where painting remalns today
the whole of the walls and also the pillars and ceilings
have been palinted. And the rooms are uot small - some of
these halls measure over sixty feet ‘square.

Having seen the vestiges of beauty which remain
after the centuries of neglect and its accompanying decay
one finds the imagination probing back into the silent past,
wondering at the splendor which must have been there when
the temples were inhabited. Extraordinarily beautiful as
they must have been, however, the object of the palantings
was not to provide gntertainmsnt for, or to gratify the
asesthetic tastes of, the artist. The walls were rather
#picture-books® used for instructing the pilgrims and
novices of the monastery in the events of the Buddha's
many existences.> The artist was doubtless a priest, or a
group of priests, aiming to picture the creed ef the Buddha
and to illustrate by pictorial parsbles the sentiments 1%
aroused. : - o | -

pyis purpose was the same as that of the artist who drew

the Biblia Psuperum of the later Middle Ages - the Bible
for poor preachers - suggesting and awakening religlous

thought by the simple means of drawing and painting = =
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the event io be recorded or the sentiment to be ine-
culecated.™

~ And he was no mean artist. Taken as a whole, the

‘pgintings,,which authorities agree are of the oldest period
represented here, demonstrate that the art even at this
sarly age had reached an advanced state of development,
exhiblting perfected execution and draftsmanship. These
afe no first attempts of individuals groping 1n the darkness
of inexperience bﬁt are rather finished works of a school
of artists trained in a high art, menifesting great and
ancient traditions. This bears out an earlier reference

to the supposition that peinting was a fully developed art
in India even in pre-Buddhist days. The art of 4janta is
one which has already reached meturity and commands atten-
tion by its bold style and singularly vigorous drawing.

The scenes are generally well-balanced, the figurss skil-
fully drawn; and the treatment of the hands already reveals
that mystic feslinnghiehhisvtha secret of the masters of
Ajanta, Mps.John Griffiths records his impressions of them
®The artists who painted them were glants in execution.
Even on the vertical sides of the walls some of the lines
whiceh were drawn by one sweep of the brush struck me as
being very wonderful; but when I saw long dellcate
curves drawn without faltering, with equal precision,
upon the horizontal surface of a celling, where the -
difficulty of execution 1s increased a thousand-fold,
it appeared to me nothing less than miraculous. One of"

[ X XN N N J

1., Paintings and Drewings of Persia and India exhibited at
the Pennsylvania Academy of Fine Arts: Intro-
duction, 1923,24, p. viii
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the students, when holsted up on the scaffalding, tracing
hia first panel on the ceiling, naturally remarked that
some of the work looked like child s work, little think-
ing that what seemed to him, up there, rcugh and mean=-
ingless, had been laid on with a cunning hand, so that
when seen at lts right distance every touch fell into
its proper place. "
Mr. Griffiths goes on to say:
"For the purposes of art educaticn, no better examples
could be placed before an Indian art student. The art
lives. PFaces question and answer, laugh and weep, fondle
and flatter; limbs move with freedom and grace; flowers
bloom, birds soar, and the beasts spring, fight, or
patiently bear burdens.®e
Just what their origin was and what the ciroum
stances were prevalling during thg exoeuticn of these great
monuments is not known. There are minor indications that
Ajanta was a place of almost absolute seclusion where this
commnity of artist priests produced their paintings
oblivious of the political and social conditions‘which ware
continmually changing in the countryside aboutlthem. But
this 1s hardly consistent with the evideht knowledge of a
larger and fuller life revealed in their painting. Here
the king is seen surrounded by all the pageantry and splen-
dor of his court. "The scenes throb with vitality and
action, and, although fundamentally religious, they reveal
an interest in secularism which is distinctly marked.*d

In spite of the eomparatively limited amount of

.D.I.‘

1. Qno‘bed by Bls.cker, Je F.: The 4 B C of Indian Ax-t, p.zso

2. Ibid.
S5« Brown, oD. Gito, Pe 30
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painting which remains in the caves there are still repre-
sentations of a»nu@ber of distinet groups, showing the
various styles or périodg which evolved throughout the
eight or nine ceﬁturies of their development,

- Except for some scenes depicting contemporary
historical events, the subjects throughout ars practiecally
all Buddhist, and are all assoclated with the Jatakas which
%gre a colleétion of gtories recording the previous incar-
naticnsvaf the Buddha, the mein themes used by Buddhist
artists all over the East, whether in color or stone. The
earliest period, as previously mentioned, is characterized
by a simple, bold style of painting emphasized by a spirited
and vigorous outline. ‘

The secbnd period represented at Ajanta was not
reached until two or three centuries after the first. The
pletures express a difference in style, a difference
partially effected by the influence of Greek culture imposed
upon the country in the intervening Years since the first
period. They weré probably executed &uring'samudragupta's
vigorous administration when stimulus was given to all

forms of art.

%Though these works betray a certalin conventlonalisasm,
the drawing of the figures shows a noble simplicity, a
dignity and breadth of attituda, which mark a progress
upon the precious series.®
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The third period, representing the sixth eentury,
is characterized by a narrative style, and has been deseribed
as "literally a picture-gallery illustrating some of the
most engrossing eplsodes in the birth, life and death of the
Buddha, The conceptions of this group denote less idealism,
and there 1s a decided feeling from the dramatic. They seem
to have been selected with the object of attracting the
observer by means of their direct humanitarianism.“l

That the last group was decorated between 600 and
650 A, D. has ﬁeenyrather accurately determined by the
historical event which is i1llustrated. Among this group is
found perhaps the most famous of a;l the frescoes at Ajanta,
The very latest do betray, however, the beginning of a
decline of workmanshlp, showing & lack of unity which is in
contrast with the skilful composition of the previous groups.

Such are the paintings of the remarkeble cave-
temples at Ajanta - strange, wild art to the Westerngr who
is unaccustomed to Oriental thought end its expression;
but filled with meaning for those who understand 1it.
Naturalism there is, but a naturalism which remains
passionately mystical. The pictures are full ofﬁidyllic
scenes of Indian 1life and flowering Jungles, but these only
form a setting which will throw the figures of the bodhi-
sattvas® into greater relief. And the figures thus

cocnse

1l. Grousset, op. cit.; p. 150
2. One who has entered on the path of Buddhahood and will,
generally in a future lncarnation, become a Buddha,
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depieted are amazing for the inner life and emotion which

they portray. Grousset in describing these figures says:
At Ajanta these supernatural apparitions are among the
most moving visions that have ever haunted the dreams
of man. We need only recall that supreme marvel in cave
one, the great picture of a bodhlsattva . . . dressed
in transparent gauze, wearing on his head a high head~
dress on which lotus and jasmine flowers blossom in
chased gold, and holding a blue lotus-flower in his
right hand with an exqulsite gesture! a figure worthy
of a place in the art of the world by the side of the
sublimest incarnations of the Sistine Chapel, or of
such drawings as that of Christ for the 'Last Supper’',
in which Leonardo de Vinci hes_expressed the most
intense emotions of the soul."

A last‘eenter of Buddhist painting is that of the
grottoes of Bagh, in the state of Gwalior, two hundred and
thirty-five miles to the north of Ajanta. They probably
date from the close of the seventh cemtury, and so are not
far removed in date from the latest Ajanta paintings. In
style they show a strong resemblance to these, but are
aefinitely distinguished byrthe fact Fhat”they are no
longer exclusively Buddhist, rather appearing in great part
to be entirely profane. Such scenes as processions of
horsemen and state elephants here are treated for their
own sake, and & whole section of the frescoes 1s given over
to representations of scenes from musical dramas accom
panied by dances. “This pufsly mndane influence preclaimé
the fact that, at the moment when the frescoes of Bagh
were painted, Buddhlsm was onrﬁhe way towards vanishing

eceses

1. Grousset, op. cit., p. 159



from India. The hour of Hinduism had arrived.®l

~ De Hindu Art
7 A school of painting such as the Buddhiat;

developed during the early centuries of‘the Christian era;
would naturally promise still further and greater develop~
ments in the succeeding centurles of the country's history.
But such was not the case. At least the development did
not follow the course one would expect it to. It would
seem from the complete lack of any suthentlic work of the
artist's brush of the period between that of the Ajante
Cave frescoes and the Npghul revival, except for a few
Jain book illustrations, that the art of painting had come
to a complete standstill, |

“ppom the time that the last painter at Ajanta threw

down his brush in A, D. 6560, until we come into contact

with the art again as it was revived in the reign of the

Mogul Emperor, Akbar, in the latter half of the six-

teenth century, the story of painting %n Indla remains
to all 1ntents and parposes, a1 blank.

- There are many contributing factors to such a
blank however. Political conditions were contimually
unsettled during this period whichhas been sometimes re-
ferred to as the "Dark Ages® of Indian history. The field
of painting 1s not the only one left unrepresented during
this time. In regard to the centuries between A. D, 800

cesece

1. Grousset, op. c¢it., p. 160
2. Brown, op. cit., p. 38
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and 1200 it has been sald that India has “records 6f no
great kings, no great dynasties, no grest emplres. No
notable works of art or architecture have come down to us.
No great name belonging to sclence or literature has been
handed down. A thick and lmpenetrable darkness hangs over
these centuries in Northern India.'l And during the latter
part of the period, the country was entlirely upset by the
Mohammedan invasion. | y ' »
Spiritually, too, India was undergoing transforma-
tion during this long period. On one hend we have the
decline of Buddhism, and the steady rise of Hindulsm in its
new and revived form; on the other was the introduction and
growth of Mohammedanism. It 1s not strange then that there
was no marked movement in the field of art during the long,
turbulent Medleval periocd of Indian history. And along with
this is the possiblility that such examples as may have ‘
existed then may well have perlished from climatic causes, or
been destroyed by the fanatlcal followers of other sects.
And so, remembering the political, spiritual; and
climatic conditions of the country, the absence of specimens
of this period by no means proves that art was dead.
tpead things are not capable of evolution and at the be-

ginning of the Revival Mogul artists found discigles
pbut not mere copylsts 1nrtheir Indisn colleges.™
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How this main stream of art was continued during
these dark ages we do not know. But thet it was somehow is
certain. Quite possibly that natural conservatism, which
is one of the characterlistics of the Indien péople, wes a
means ofkprotecting it in certaln localities. At least
there are proofs that the treditions of Indien painting
were maintalned during these long years of political and
religlous reconstruction, and we find the Hindu school of
painting which emerged out of the darkness of the Hiddle
Ages urder the rule of the Moguls 1is essentlially Hindu in
expression, and in many aspects demonstrates that it i1s the
indigenous art of Indle, & direct descendant of the classic
frescoes of Ajanta,

As Buddhlst art found 1its subject material in the
stories regarding the events in the life of Buddha, so Hindu
art "featured the Hindn religion, its creeds and dramas, and
the history, tradition, and literature of the Hindus, and
especially their folk-lors, fables, end the customs of the
common people.‘l Its scenes are taken almost exclusively
from the two great Indian epics, the Ramayana and the
Mahebherata. Dr. Gangoly has spoken of it as "the pictorial
analogue to the great body of Hindu literature, inspired by
the rensissance of the Puranic Hindu religion."?

1. Paintings and Drawings of Persia and India, op. cit.,
Pe viii ’
2. Venkalachalam, Ges Mirror of Indien Art, p. 101
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In purpose also there 1s a similarity td the Bud-
dhist art, for while the Rajput school (a more common name
given to that art which was essentially Hindu) used even
more conmonly subjects of nature and everyday 11fe; its
chief aim was to interpret the a@straet in terms of plctorial
representations. Human passions, natare‘s moods, mmsical
melodies - all these were treated in a féscinating and
original menner., It i1s a “peculiar vision in which the
spiritual end humsnistic outlook sre skilfully fused”.l

"It 'is an art full of fervent pilety, inspired by a

religious exaltation «  «+ instinet with tenderness,

whose material expression has, however, never been

gizgzgg%;ggom an eroticlam at once sophisticated and

A But whereas Buddhist art seemed to be directed

more toward the education of the ascetic and pilgrim;‘Hindu'
art had this one remarkable feature - 1t was brought home
to the common people and made to enter into their lives. |
It produced smell pictures for personal or household use.
It has been éaid that it beceme to classic art what the

vernacular is to Sangkrit.s

It was shared both in the courts
and by the peasantry. It furnishes one of the few instances
in which art has become vital to the greast mess of the

community. A »
%kdshna in all his varied characters in every act
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1. Vankalachalem, op. e¢it., p. 109
2. Grousset, op. ¢it., DP. 594 ,
3. Bonaviez, Henriette: Lecture on Religious Art in Indie



ahd deed is the central figure in much of the Rajput srt
and some of the best work of the school gathers around the
story of this versatile deity. His humaneness especlally
appealed to the common people. His most common role was
that of the divine cowherd in which he was represented as
the “friend who speaks to the heart, the éivine eonsoler
whose humen existence, as we may remember, was spent amid
the sports and occupations of village 1life, in a joyous,
tender pastoral setting."’ The events depicted from his
1life rétlect the devotion of the dailyrlife; Krishna'being
the beloved incarnation of God among men; and the “gopis®
(milkmaids) being souls in quest of God and surrendering
their all to him.’ 4 , , _
In ordenr to present the‘innamherahly graphlic as=-
pects of this religion to the people in a porteble and
popular manner, Rajput art developed into & miniature art
but reteined st the same time its muirsl style. In mood it
was gentle and lyrical with rythm running throughout the
whole., Lawrence Binyon has beautifully described it in

this menners

87his Rajput art has all the charm of ballad poetry:
freshness, spontaneous sweetness, and angentire freedom
from academic restraints and ambitions.“

He goes on to state the fact that the corresponding weskness
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1, Qrousset, oP. cit., Pe 394
2. Binyon, Lawrence: Art with the Charm of Ballad, Illus-
trated London News, September 18, 1928, p. 368



of repetition and prettiness is frequently found; but adds:
"TIn certain gualities of line-drawing this art will bear
comperison with any art in the world... . It is always
spontaneous, and animated, and gives often a pleasure
%gﬁeogggtazg;ggve in hearing & clear voice singing in
The Rajput perliod extended in time from the
middle of the sixteenth century to the.close of the nine-
teenth. During this time verious schools arose within the
one greater school. Gradually, however, toward the end of
the period the work began to show signs of decline; there
was & harder and less sympathetic treatment which took the
place of the aoft refined quality which wes characteristic
of the earlier worke. Intercourse with the outer world
brought to the younger generation of the artistic families
an urge to seek their fortunes in other fields, and their
hereditary manual skill soon found them remunerative work

in the drawing offices of Government departments.

E. Mogul Art -
Between the eleventh and eighteanth centuries
India was gradually conquered by the Mohammedens who had
come down from eastern Iran,V By the early years of the
thirteenth century a powerful sultanate at Delhi had been
founded. This period of the sultanate of Deihi end of the

local kingdoms which succeeded 1t exerted a profound in-

s PO ¢S

l. Binyon, ope cit.
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- fluence over Indien art. In fact, Islam created a new art
in Indie. 4And this new art which emerged contemporaneously
with the Rajput art was known as Hogul art.

But 19 spite of its name and origin being so dis-
tinctly Iranien, Mogul painting itself was ngt by any means
entirely separste from other indigenous art of the country.
Venkatachalam even says of it? ‘ ‘

iogul art, so called, was not an exotic plant trans-

ported into Indis from elsewhere but an indigenous art

developed andlenriched by the Persian culture of the

Mogal court."
It was, howsver, a genuinely new art and could be dis-
tinguished frog the Rajput art by the calligraphic quality
of the drawing, and likewise from the Iranian school by its
love of realism. |

From the beginning this Indo-Persian school was
encouraged and very much benefited by the interest of each
of the emperors., Akbar is considered its real founder, and
he encouraged its development by every means in his power.
Jahangir and Darae Shikuh also had a singular interest and
influence 1n the school.

7 Ko doubt this royal 1n£luence was directly re-
sponsible for the fact that as distinctly as Rajput art was
an art of the people so Mogul art was an art of the court,
the art of an aristocratic soclety which wes interested

LR AR B N ]
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only in scenes of everyday life in so far as they concern
itself. It therefore reproduced none but the acts and ges-
tures of sovereigns and nebobs, their receptions, hunts, ‘
and loves, completely ignoring the life of the Hindu people.
In spite of and beyond all this, however, we do find in it
a naturalistic spontaneity which goes beyond anything found
in Irenian palnting and brings lMogul art into_harmony with
the eternal spirit of Indie, and thus Mogul art joins with
the others in making that which is the characteristic con-
tribution of the eternal genius of Indie - realism.

This realism first found expression in the painting
of portreits - miniature portraits of nobility, holy men,
dervishes, fakirs, and monks. Most critics seem to feel that
Mogul painting is, in direct contrast to the Buddhist and
Hindu, entirely vold of the spirituel interpretation, and
yet there is something very much akin to it in the portrayal
of pergonalities_in these miniature portraits. A close
study of them will reveal.a great spiritual value in the
faces and hands which i1s no doubt a result of the influence
of the earlier Indian schools. Grousset says of them:

8211 these Mogul portraits are, in general, marvels of
dellcacy, finish, and psychological fidelity. In spite
of the majesty of the attitudes and sumptuousness of the
costume, the raclial and moral character represented in
them 1s strikingly clear., The delicacy of the drawing,
the subtlety of the modelling, and the keenness of the
profile reveal the personality with a pitiless precision.
¢« +» « Here we have nothing but personality, nothing

but the character of the noblemen represented, with his

virtues or his vices, his good humour or his harshness,
his honesty, his eynieism or his hypoorisy, hils weskness,
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or his boastfulness."l

Apart from his attempt to reveal character and
personality, however, the Mogul artist indicetes no resl
relationship between Mogul art and religion., 1In the be-
ginning the depieting of the human figure or anything that
had life was, to the orthodox Moharmedan, declared to be
sinful by the edicts of his religlon in which the old
Mosaic law waes cerried to its extreme interpretation. It is
true that under the enlightened Shah Abbas of Fersia, and
the liberal early Moguls the followers of Mohammed hroke
away from those edicts, but remarkeble as their productions
are in thelir sincerity and in the delight they glve to the
eye and senses they rarely appeal to the soul. Mogul art
was never meant by its patrons te have relig;ous aigniricance;
it was solely to glorify and please the king, and religlous
subjects are studlously avoided.

Fo Modern Art _ _
It is difficult to give a proper estimate of art
in India today. Until the past decade or so it has pre-
sented a dismal outlook. HMany critics during the first
twenty or thirty years of the present century fhought the
future of Indian art was utberly hopeless., It seemed to
them that no artists were left to carry on the work of the
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old masters of color, harmony, and line, And this dtapsir
was not without reason. For one hundred and fifty years
this ancient, highly complex civilization which is India's
has been subject to powerful outsids influences which have
profoundly modified and are everyday modifying its charsacter.
| Unfortunately, though offieially strong and bene-
ficial in meany ways, until recently this influence has been
anti-Indian in regard to art, both positively 80 in its en~
couragement of western standards and methods, and'negatively
80 in its neglect of indigenous modes. _

%7t had imposed on the pictorial genius of India the

point of view and technique of South Kensington, empha-

sizing the personality and physical forcefulness that

513 medium thet 15 a8 Fovelgn bo the Eaning of Iodie.

ag drums %fd trumpets ars to the still small volce of

the soul. ‘
This has inevitebly had a deadening effect on the creative
faculties, and has rémoved all stimulus which comes from the .
strenuous upholding of higher ideals. _ .

Ordinarily outside influence in the proper degree

is an invigorating element in the development of any
civilization, but to have such an atterly different civiliza-
tion imposed so forcefully upon a land, and to have at the
same time an economic revolution within the land which has
@ffegted the traditional bases of society in an unprecedented
way 1s enough to thwart and bewilder the development of the
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arts in any land. ‘ «
‘Happily, hovwever, a new spirit has come in the last
fow years. Dr. Cousins writes with enthusiasm:

%put the new century brought a new stir into the life-
- stream of the world. Indla, sensitive as always to
new impulses, though ignorantly visualized as remote and
unchanging, felt the stir; and its history for the past
thirty years is a record of growing recovery of its own
vision and expression, first in art, and later in
political life. In painting, India came back to the
tempera method, as the true means for the visual ex-
pression of 1ts spiritual sensitiveness and turned away
from the mere objectivity of western painting to the
pletorial interpretation of its anclent but never aging
dream. But its reversion to tradition is not that of
a slave or a mimic., It 1s a return to true sffinities
of mood and method, but it does not preclude the per-
sonal freedom that makes the works of the artist oSppear
as individual variations of a fundamental theme, ™l

Havell also speaks encoursgingly of the ®healthy
sign that a new séhcol of artistic criticism has arisen in
India which seeks to appraise Indian art by its own stan-
dards rather than by the verdict of Buropean assessors."?

| And thers are numerous others who write with the
same spirit of hopefulness concerning the definite
renaissance in Indlan palnting which 1s in process today.
' True, there 1s much to be desired as yet. It is only &
beginning, and some have expressed the fear that the storms
of the political, religious and economic upheaval of the
present time may prove too strong & test for the yet un-
stable‘apirit of revival in the fleld of art. We stand too
close to it 8ll to say what will emerge from it, but this

sresse

1. Gausins, oD cit., p. 589
2. Havell, E, Be.: 1Indian Sculpture and Painting, Pe 5
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one thing is sure - it is the opinion of all the"critics:
"if modern India 1s to evolve a new art of her own it must
have its roots in the Indian past and appeal to Indian

sentiment.?l

G« Conclusion
We have then in India & remarkaeble heritage in the

realm of pictorlial art. The present frustration in its
progress only seems to throw into bolder relief the fact,
that Indian art of the past has been effective, not when
1t has been an ®art for art's sake*, but when it has been
born out of a deep desire tb represent and make elear
great spiritual and theologlical conceptions, beliefs, and
principles. Its vital force has always been the religious
instinet. It 1s Havell who says:

®indian art, soaring into the highest empyrean, is

ever trying to bring down tozearth something of the
- beauty of the things above.

That it has been successful as an avenue of spiritual power
18 witnessed by one who writes:

"Hindu art has held up and sustained Hindu culture,
history and spiritual experience for the masses through
the darkest pages of our history, as nothing else has
done. It has nursed and solaced miliions of souls when
gloom surrounded man, and material decay and spiritual
death faced him everywhere. #rt and religien have thns
come to be fused into one indivisible whole."S
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This questlon must certalnly be asked 1n_regponse
to such a statement: If pletorial art has been so powerful
an iﬁstrument in the portrayal of the spiritual truths ia
such religions as Buddhism anﬁ‘ﬁinduism, why should it not
be proved far more effective in revealing to the Indian mind
 Him who said, "I am the Way, the Truth and the Life"?

And a companlion question follows dirsectly: If
Buddha and Krishna could inspire such beauty at the hand of
the Indian artlist down through the ages, how mch richer
mist be the treasures of art still waiting to be unlocked
and released to the world by the same genius when it
‘represents in the wild, precious delicacy that is Indisn
art the Truth as it 1s in Jesus Christ?

"30, Buddha, beautiful! I pardon thee
That all the All thou hadst for needy man

Was Nothing, and thy Best of being was
But not to be, 1

L L] . * [ 2 .

But ?hee, but Thce, 0 sovereign Seer of tims,
But Thee, © paats Poot, Wisdom's Tengue, '
But Thee, O man's best Man, 0 love's best Love,
¢} perfeet 1life in perfect labor writ, '

0 all men's Comrade, Servant, King, or Priest, -
What if or yet, what mole, what flaw, what lapse,
What Teast eﬁt or shadow of defect,

Whet rumor, tattled by an enemy,

Of inference 1oose, what laeck of grace

Even in torture's grasp, or sleep's or death's -
Oh, what amiss may I forglve in Thee, 1
Jesus, good Paragon, thou Crystal Christ?®

(XA N B X J
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CHAPTER III
THE NATURE OF ART



CHAPTER III
THE NATURE OF ART

; A. Introduction
What is art? What 1s its purpose? What does it
really do? What 1s its nature that can give it such great
value in the spiritual realm? These questions besst one
as he considers the great task of encouraging the develop~
ment of a Christian art in India, This ehaéter seeks to

angwer them.

B. What Art Is Not

' Tolstoy has said, "People will come to understand
the meaning of art only when they cease to consider that
the aim of that activity is beauty, i. e. pleasure . . . nl
The misunderstanding of the nature and purpose of art in V
the world today, even among people of learning, is appalling.
This mechanized age with its materialistic philosophy of
life, remarkable as it 1s in many respects, seems to have
almost crushed and spurned out of existence any conscious-
ness of the aesthetie values of life. Men and women in
their mad rush for material needs and luxuries attempt to
appreciate snatches of beauty here eand there. But such
appreciation ean only be superficial, and inevitebly leads
1. Carritt, E. F.: Philosophies of Beauty, p. 191
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to the misconception that art is something separate from
life, that beauty 1s its only excuse for beingkcreated;
and that it has no more useful function than to provide a
few moments of pleasure in & busy day. It becomes merely
inecidental to a busy life. And the very busy-ness of that
1life directly opposes any true appreciation and understand-
ing of art. o o
"Beauty 1s found where there is leisure. Necessity,
foree, and pressure of life are not productive of
art." » -
The artist takes”days, months, perhaps even years to produce
his picture for the world. What disillusionment to think
one can walk thraugh an art gallery of an afternoon and
feel he has done the artist justice with scarcely more than
a glance at his work,

G. What Art Is | 7
If this common view of the nature and purpose of
art 1s erroneous, what then is art, and what 1ts purpose?
The answer has come from many pens. The great Michelangelo
said of 1t: - V ‘ ;
”Trne‘painting is only an image of God's perfection --
a shadow of the pencil with whiech He paints, a melody,
& striving afteruharmonyf.z - o
Dr. Coomaraswamy, speaking of religicus art says it is
escsee

1. Garber, Helen Lisa: A Comparative Study of Plato and

B ~ Tagore in Relation to Esthetic Education, p. 233

2. Quoted by Kline, Elizasbeth Yerkes: The Place of Pictures
in ghe Christian Education of Early Adolescents,
Pe 54



Hsimply visual theology.” Browning hes beautifully expressed
the quintescence of art in his liness?

“rhe emulous heaven yearned down and
made effort to reach the earth.

And the earth had done her besat_in her
passion to reech the skies.®

_ True and suggestive as these descriptions may be;
however, they leave one with a still somewhat vague con-
ception of that which we are seeking to define. Mr. Ruskin;
probably the greatest art critic of all time, has struck the
keynote in determining what art really is in his statement
regarding it:

"put I say that the art 1s greatest, which conveys

to the mind of the spectator, by any means whatsoever,

the greatest mumber of the greatest ideas, and I call

an idea great in proportion as it is received by s

higher faculty of the mind, and as 1%t more fully occuples,
end in occupying, exercises and exalts, the faculty by
which it is received. If this then be the definition

of great art, that of a great artist naturally follows,

He 1s the greatest artist who has embodied, the sum of,
his works, the greatest number of the greaﬁest ideas. B2

The same essential element is expressed by various others.
John Pope of Columbia University has sald: ‘
%411 art is ultimately & material manifestation of the

human mind, and thus is a gaithful mirror of the thoughts
of those who produced it."

Dudley and Faricy in their book, "The Humanities®, express
it as follows:

#7he artist has at his command only the physical mediums
of his art but through them he can express something

s s e

1. Quoted by Garber, Helen Lisa: A Study of Pictures in the
Christisn Education of Children, p. 20

2. Ruskin, John: Modern Painters, Vol. I, p. 78

3. Pope, John: The Sculpture of Greater India, p. 1l
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that is greater than the line, color, rythm, imagery,
form or melody; something for which we have no word but
which represents the meaning of that work of art., It

is the sum total of all that the artigt is saying through
that workil'the message , 'idea', or meaning' of his
WOYKe o o .

Harold Newton Lee spesks of art as a ®vehicle which conveys

aesthetic values® or a "vision of value".2 van Loon says

simply:

#) painter is merely someone who says, 'I think I see!,
and who thereupon reveals to us what he thinks he has
seen in such & way that we too may see ig if our eyes
happen to be attuned to hls own vision.M< ‘

But the most satisfying definition of all, par-
ticulerly as one thinks of portraying Christ to Indis,is
found in Bailey's simple, yet comprehensive statements:

ns work of art i1s & message from the artist to the
world, his attempt to say something so beautifully and
therefore so compellingly that all men will listen,
and, having listened, will feel and understand."4

And again:

%"Phe simplest thing one may say of art is this: It is

a kind of language., The artist is trying to say some-
thing to us, and in so doing he has to meke use of a
definite vocabulery and grammar. The elements in this
vocabulary include lines of various kinds, lights and
darks, colors, masses, sywbols, spots, and empty spaces.
The grammar has to do with the way these elements are

put fogether - rythm, balance, symmetry, unity, pattern.
With these wérgs and phrases only he must get his message
across to us."

» ; All these definitions point to a far deeper meaning
and function of art than is commonly reelized. It becomes

another "mode of speech, another form of soul expression,

1. Dudley, Louise and Faricy, Austin: The Humanities, p. 533
2. Lee, Harold Newton; Perception and Aesthetic Value, p. 148
3. Van Loon, Hendrik Willem: The Arts, p. 16

4, Balley, Albert E.: Art and Character, p. 34

5. Ibid., p. 11
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symbolic writing in color®.,l It is something whicﬁ may be

employed as a vehicle of fevelation, a means of accomplishing
& certain end. Gladden has remarked that “the function of

art is service. Its end is not in itself. It is the minister

of life.%?

D. What Art Does
o What, then; does art as a vehicle of revelation
seek to express? Surely we mlss the function of a work of
art if we look to it Qniy for a literal reproduction of sub-
Ject-matter or documentary information. Mere imitation knows
nothing of what is essential or characteristic, and a work
of a documentary character always haé an ulterior and prac-
tical purpose. If the artist attempted nothing more than
imitatlon in a palnting the camers would have outmoded the
artist years ego both because of the element of time and
acecuracy. But art has been referred to as insight made |

visible.

"§e ask of a work of art that it reveal to us the qualities
in objects and situations which are gignificant which have
the power to move us aesthetically. The artist must open
our eyes to what unasided we could not see, and in order
to do so he often needs to modify the familiar appearance
of things and so meke something which is, in the photo=-
graphic sense, & bad likeness, What we ask of the
painter is that, for example, in a landscape, he should
catch the spirit of the scene; in a portralt, that he
should discoger what 1s essentlal or characteristic of

the sitter.®

s88000

l. Altken, op. cit., p. 2 \ :
2. Gladden, Washington: The Relations of Art and Morality,
‘ ~ Pe. 63 :
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3. Barnes, Albert C.: The Art in Painting, p. 3
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Obviously these are matters for a human mind to observe,
judge, and portray, and not for a mere mechanical reproduc-
tion of an image caught by a camere lense. Writing further
of the artist and his work Barnes points outsi

Urhe artist gives us satisfaction by seeing for us more

clearly than we could see for ourselves, and showing us

what an experience more sensitive and profound than our

own has shown him . . . The man who 1s an artist because
the interest in understanding and deplicting things is a

master passion with him, sees more deeply and more pene-
tratingly then we do, and, seeing better, can also show

better. His interests compel him to grasp certain sig-

nificant aspects of persons and things of the real world
which our blindness and preoccupation with Egraonal and

practical concerns ordinarily hlde from us.

Greene in his work states that: "In a work of art,
.a reality is interpreted and expressedlin a distinctive way.”z
He then goes on to charactérize the artist in this way:

UPhe true artist, I shall argue, has never conceived of
art as an escape from reality into an ivory tower. He
hag attempted to come to grips with reality in his own
wey, and the more serious the artist, the more resolute
hes been this attempt. Only the 'aesthete' has sub~
seribed to the thesls of 'art for art's sake'; the motto
of the conscientious artist has been ‘art for life's
sake's In attempting to apprehend reality in his own
.way the artist resembles the scientist and the philoso~
pher, the moralist and the theologian. Art is one among
other significant humen enterprises, and, like them,
derives its significance from the artist’' s preoceupation
with what man accepts &as real . . . but the true sartist
has never striven to merely duplicate reality or to

copy it with slavish fide%ity. He has recognized the
need for interpretation.®

Still another writing of the artist has sald:

®7he hand that peints 1s guided by the spirit which the
finished work expresses, The artist 1is the medium and
his 'art' is his faculty of conceiving the divine vision

[ X R N N ¥ ]
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gl
§nd tgi process of shaping this vision into visible
oM. , | - |
~ Thus it is evident that the artist can no longer

be considered someone who merely provides tha‘world with
the luxury of beautiful paintings to be lmng on palace walls
or in ert galleries soliciting admiration from the compare-
tively few who may pause a moment to glance at them. The
artist'becoges e man with 8 message for the world. He &
mst be placed along side the poet, the hymn-writer, the
suthor and the evengelist. His work is not something apart
from l1ife; it 1s rather anqther moda“of expression, another
means of revealing truth to his fellowman. The artist
%33ds his own unique and individual vision to the world's

horitage.“z

E. The Universality of the Nature of Art

| This conception of the artist and his work has by
no means been a recent development in the philosophy of art.
Indeed, many of the artlists of the present day seem never
to have comprehended this true significance of art at all -
or else their art bespeaks a woefully distorted conception
of truth and reality which they are attempting to portray
to the world. But in all the art-epochs of the past the
artist has conceived hls work tq be & means of setting before

4000,

1. Sen, op. cit., p. 29 o
2. Bailey, Albert E.: Art and Character, p. 50



~the world his own interpretation of thg reality of life,
This is particularly true of the Medievgl;period in Europe ~
that period which has given the world some of its greatest
art. Dr. Fleming speaks of it as & representative art
which, "along with literature, formed part of the ways of
knowing God. This art was charged with meaning - its
function was msdiatory.?l Sorokin speaks of the same as
"the art of the human soul conversing with its God. As
such it was not designed for.the market, for purposes of
profit; for fame, popularity, or other sensate values, or
for sensual enjoyment. It was cregted as Theophilus has

observed, 'nec humane laudis amore, nec temporalis Premii

cupiditate . . . sed in sugmentum honoris et gloriae
nominis Qgi."z |

westcott; writing In the last century; sald of the
artist that he '

", . . has both to interpret and to embody. He has to
gain the ideal of hls subject, and then he has to present
it in an intelligible shepe. He has to give the right
effect and to call out the right feeling. He has, as

it were, to enter within the vell, and coming forth again
to declare his heavenly visions to men. He iIs not a
mirror, but a prophet. The work of the photographer may
help him, but it in no sense expresses his aim, which is
not reproduction but translstion. He has abdicated the
office of an artist who simply repeats for the mass of
men what they see themselves, The artist bids them
behold the l1deal as 1t 1s his privilége to realize it,

He strives to make clear to others what his keener
sensiblility and penetrating insight have made visible

to him. There is, as in every true poem, an element of
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infinity in his works. They suggest something beyond
that which they directly present: something to be
looked for, and felt after, thoughts which they quicken
but do not satisfy."l

Hor is this conception confined purely to oceidental

thinking. Hu Shih writes of Chinese art:

Brealistic delineation of the object was consciously con-
sidered secondary to the impressionistic grasp and ex-
pression of the idea and the spirit . . . While art had

1ts origin in professional artisans and craftsmen, it

has achieved the greatest altitude and depth only when

it has become the medlum of expression of the thought

and experience of the great cultivated minds of the

times. The achlievement of the Chinese painting has

been possible only because 1t embodies the best contribu~
tion of the best minds of the nation throughout the ages."?

Likewlise, Indian art critics oxpress this same

philosophy. Dre. Garber, in»summarizing Tagorefs view of art,

says art is "not imitation of objective reality, nor 1s it

copying or photography. Art is creation in which the artist

interprets experience.®® In his own words Tagore has writ-

ten: BMArt is the response of man's‘creative soul to the call

of

the Real", and, ®This building of man's true world - the

1iving world of truth and besuty = is the function of art."4

Dr. Coomaraswamy has given it particular emphasis

in his writings:

8, . . in 8 traditional art where the object is merely
a point of departure and a signpost inviting the spec-
tator to the performance of an act directed toward that
form for the sake of which the picture exists at all,
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The spectator is not so mmch to be 'pleased' as to be
'transported' to see as the artlist is re%uired to have
seen before he took up brush or chisel.®

Another writer describing the magnificent treasures in the
cave paintings of Ajanta speaks of the Indian artists and
craftsmen of old who "put their asouls' all on the walls of
the temples they built and decorated and adored."?

7 Fe Conclusion

Thus art, when understood, becomes a unique and
powerful language to use in reaching the mind and heart of
man the world over. Few peop;e realize its power either for
good or bad. Few, it is true, if it were called to their
attention, would deny the powerful effects of an evil
picture on the mind, yet many see much more slowly the
equally powerful effect of a good picture. Surely the
Ghristian,church in India cannot afford to repress such

a power or even to be content to let it remain dormant.
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CHAPTER 1V
OBJECTIONS TO THE USE OF ART IN INDIA

A. Introduction 4
No one can. deny that there are problems which will

arise in the use and developument of art in India., Such
problems will arise anywhere, but there are some which are
peculiar to India to a degree in which they might notbe
elsewhere. It 1s the purpose of this chapter to consider

a few of themn.

Bs Fear of Idolatry

Having come to realize the power of art as a means
of revealing splritual truths, one must remember at the same
time that "a good servant may become an unruly master.“l
Because art hes been misused in India as perhaps in no other
country there are many who are eerbain to feel that it is
something to be repressed rather thén used in Indian
Christianity. _ -

The danger 1s real. It cannot be denied. The
gquestion immedliately comes to mind, W11l the development
of & Christian art in India lead to 1dolatry?®™ And those
who have seen the hopelessness and degredation which

eveven

1, Fleming, ob. Gito, Pe 31



inevitebly prevails in a land bound by idolatry as India is
shrinks from the thought of using anything which might éavcr
of idolatry in relation to Christ. ,

But, Christ came not to destroy but to fulfil,
Surely He at whose feet have been laid the finest tributes
of all the fine arts has not come to India to destroy the
riches of Indian art! In this also Christ has come to ful-
£fil., He has come to quicken the soul of the artist and |
cause him %o paint for India and for’the world, in the ex-
quisite use of line and color that is Indian art, beauty
and truth which could not otherwige be comprehended. And
He has come to guicken the souls of the artist's audience
that they may comprehend his message and be led by 1t into
a deeper experience with Christ.

While there is danger of art in India being misused
there is also the danger of failing to make use of onse of
the most potent means of revelation God has given man - the
art of painting. And who can deny thet the painter's genius
i1s as much God-glven &s any other? Surely the danger of its
misuse cannot preclude the possibility of its rightful and
effective use. Nor can one think that God has given such
an instrument to man without likewlise giving the ability to
counteract the dangers which it will encounter. Thus, the
only logical conclusion must be thet Christian leaders

recognize the dangers in regard to its use and prepare to
meet them, while they allow and encourage the artist of

India to lay his gift at the feet of Christi. A gift capable



of ministering so rich & service is worthy of a great effort
to insure its rightful use. To allow it to remain para-
lyzed by fear of dangers wduld be far more dangerous.
The question will be raised as to how one may
guard against the danger of a retrogression of Christien
art to idolatry. shillito answers clearly: |
"There is no security against such a return except to let
the spirit of Christ take these glfts from out of the past
and purge them from all error and brutality . . . It will

be only at His touch that the artistic tradition of the
races of mankind will find their true crown.

This could not mean that the work is to be entiiely left to
the spirit of chriat to the extent that man need make no
effort himself, Thé first responsibility of Christian
leaders in Indla 1s to realize for. themselves the full im-
port, both of the effactivenéss,of art as a medium of ex~
pression and of the very real danger which attends its use.
And having realized 1t themselves the leaders must be careful
to educate the pqople in the proper attitude toward it.

The peopls mist be made to see that the danger lies in too
closely identifying religion and art; that thess must never
be considered the same and art must not be substituted for
religlon. It mist always be subordinated to religion and
made to serve it. People nust be made to realize that art
1s a representation of life, truth, and the spiritual, but
the reality of these is only found in Christ; that to use

*8800S
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~only the eyes in looking at a picture‘is just as bad as to
use only the ear in hearing a sermon. They must be taught
to recognize and use art forma merely as signposts inviting
worshippers to an inward experience with Christ,
~ Some may point to the Jewish people as a proof of
the fact that art is not a necessity in the worship of the
one true God, but even the Jews used art in their worship
at the direction of God Himself.
¥and Moses said unto the children of Israel See, the
Lord hath called by name Bezalel, of the tribe of Judah;
and he hath filled him with the spirit of God, in wisdom,
in understanding; and to devise cunning works, to work
in gold, and in silver, and in brass, and in cutting of
stones for setting, and in earvingnif wood, to work in
all manner of cunning workmanshlp.
It is true that for them imitative art had practically no
public existence. In the absence of satisfactory evidencs
it is not possible to say to what extent architecture and
misic found expression in their commnity. But, in spite
of the very narrow range within which Jewish art was con-
fined, that which dld exist was an integral part of their
religion and worship. The commandment forbidding the making
of any graven image or likeness was not observed in the
Sanctuary itself, either of the Tabernacle or the Temple,
Commenting upon this Dr. Westcott has said,
"By this exception it was made evident that the enactment
was directed against accidental abuses of imitative art
and not against the art itself. . . The Jew learnt from

[ E BN N N
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the records of the 0ld Testament that it was the Divine
will that in the unapproachable darkness of the Holy of
"Holles the costliest works of Art should render service
before the revesled Presence of the Lord. . . In no
other way could the truth be more eloquently or solemnly
enforced that the end of art is to witness to the inner
1life of Nature and to minister to God. . . By that
offering of the best which he could command simply for
the Divine glory Solomen declared to his people for all
time the consecration of art, and he declared not ob-
scurely that it is the office of Art to refeal the mean-
ing of that which is the object of sense.®

Thus we have art used in its highest form by those whom we
seek to emlate when we would guard agasinst any form of |
idolatry. » ‘ o

Again, some may point to the antagonism shown
toward art in the early church as an lndication that the
same aversion should be displayed today in a land such as
Indis, But & close study of this situation will reveal
that from the beginning Christian art has been shown to be
a necessary»exgressian of the Christian faith. The eérly
antagonlsm of Ghristianity to ancient art was essentially
an antagonism to the idolatry, the limited earthliness; of
which it was the most complete expression. "There was no
chasm of separation between Christianity and art exzcept
that which was fixed by the ordinary subservience of»art to
1dolatrcus purposes,?zagd from‘the first beginnings of the
Falth there were strivings after an art which should inter-
pret nature and life as a revelation of God.
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It was no doubt because of, and not in spite of,
the jealousy with which the early church guarded the develop-
ment of 1ts art that out of 1t emerged an art which was to
become & rich contribution not only to world civilization |
but to Christianity itself. This early Christian art was
developed in the midst of the idolatry of that day. Cannot
such an art be developed, under the power of the Spirit of
Christ, in India today?

C. Art Must Await a Mature Ghristianity

Besldes those who sincerely fear a retrogression
to idolatry through the use of art in Christianity there
will be those who feel that art is something which must
walt until Christianity has been fully established and has
reached a state of mabturity. They will argue that there is
no time now to develop an art., Essentials must be attended
to first. , B

The answer to this argument is suggested in Tagore's
analogy of the timber merchant who "may think that the flowers
and foliage are mere frivoleus decorations of 2 tree; but
1f these are suppressed, he will know to his cost that the
timber too will fail,*!

| Writing of the need of a development of Christian

art throughout the Orient Shillito asks, "Can the answer of
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‘China to the Gospel be complete till out of its new Church
artists have‘brqught-to Christ their lucid and deligate art?
Can the answer of India be heard till the same vision and
the same daring and patient craftsmanship which gave the
world the Taj Mahal are offered to Christ?"! And one might
add - "or until the same devotion and timeless patilence
which we find manifested on the walls of 4jante have been
laid st His feet?™ True, the essentials of the Christien
failth must salways have the preeminence, But art has been
glven as one of the means by which they may be effectively
presented to Indie; 1t is not something whlch must wait
until all the hard work is over. N

Drummond has considered this objection with a rather -
unique l1lllustration.

"Excluding exceptional cases of such selfish individualism,
there is a Lamp of Sacrifice which not even the insistent
claims of Evangelism and Sociel Justice can extinguish,
for we have the precedent, never to be forgotten, of

that woman who broke the alabaster box of ointment and
poured it on the Master s head (Mark 14:3-9). It might
have been sold for & great price and the proceeds given

to the poor. Yet Jesus considered the action so signifi-
cant, that He declared that wheresocever the Gospel was
preached, this deed should be commemorated., This is
surely & sufficlent justification for aesthetlc expression,
despite the call of mman need, so long ss it is & sincere
offering to Christ and no mere expression of individual

or communal pride. A beautiful act, moreover, is enriched
by an apropriste setting. Did not Peter and John heal

a lame men aE *the gate of the temple which is called
Beautiful's®
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D. Illiteracy a Barrier to Its Effective Use
St111l another objection to the use of art in Indie
may be that, being of a cultural nature, it can reach so
small a minority of the millions of illiberate who must be
won to Christ that the effort which a‘development of art
will entail is not warranted. A couple of gquotations from
Havell's books serve to answer this objection effectively:

“mhat Hindu art was successful in its educatiocnal purpose
may be inferred from the fact known to all who have
intimate acquaintance with Indisn 1ife that the Indisn
peasantry though illiterate in the Western sense are
among the most cultured of their class anywhere in the
world. A very competent and independent European witness,
Dr. Lefroy, Bishop of Lahore, has testified from his long
personal experlience to the extraordinary aptitude with
which even the poorest and wholly 1llliterate Hindu
peasant will engage in discussion of or speculatiin in
the deepest philosophical and ethical questions.”

®The Hindu artist was both & court ghronicler and a
religions teacher . . « Though the Hindu painter imbues
such subjects with a sensitiveness and artistic chamm
which are feauliarli his own, the appeal whieﬁ he mekes

to the Indlgn mind 1s not purely eesthetic, is is no

art for art s sake, for the Hindu draws no distinction
between what is sacred and profane. The deepest mysteries
are clothed by him in the most familiar garb. So in the
intimate scenes of the ordinary village l1life he constantly
brings before the spectator the esoteric teaching of his
religious cult, knowing that the mysticism of the picture
will find a pready response even from the unlettered
peasant, That which seems to bthe modern Western onlooker
to be strange and unreal,often indeed gross, is_to the
Hindu mystic quite natural and obviously true.%®

The very nature of art is in accord with the Hindu
philosophy of 1life and thought, and, if used under the power,
and guidance of the Holy Spirit, art may well prove to be
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‘one of the most effective means of reaching the Indian

peasantry.

E. Conclusion
These few problems in regard to the use and develop-
ment of & Christian art in India a&re only indicative of many
more which will have to be dealt with in the process of such
a growth. But surelyit were folly to miss the painter's con-
tribution in the revelation of Christ to Indiam. There must
be an answer to every problem if the art from which they

arise suggests the aspiration "to Thy great glory, O Lord™!
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CHAPTER V
THE NEED OF AN INDIGENOUS ART IN INDIA

A. Introduction

BThe water of life must be offered to Indiam in an
Indien cup".l fThis significant statement of Sadhu Sundar
Singh's well expresses the attitude which is being mani-
feated thr&ughout all of Indie todsy. It 1s the same as
expressed by the International Missionary Council at Tam=

baram in Indis in 1938:

"We strongly affirm that the Gospel should be expressed
and interpreted in indigenous forms, and that in methods
of worship, institutions, literature, architecture, etc.,
the spiritual herita§e~of the nation and count should
be taken into use. 7The Gospel 1is not necesaargzy bound
up with forms and methods brought in from the older
churches . « « There are valuable cultural elements which
ought to be preserved and integrated into the 1ife of

the new Christisn commnity from its very beginning.

An adequate understanding of the religions will recog-
nize in them the presence of such valuable elements,

slde by side with other elements which are wholly opposed
to the Christian revelation . . « The inner life of
worship becomes incarnate in words and acts and in the
wordless speech of architecture and the other arvts . . .
We would urge upcen missionarles the aut{ of helping the
younger churches to express thelr Christian life_in
forms that are part of their nation's heritage.”2

Be. Christagraha Inevitable in a
- Vital Christianity

In the early deys of missionary work in:-a non-
Christisn country, the first impresslons were naturslly

aNse e

1. Flﬁming, ODe. cito, Pe 33 -
20 Q‘loted’ Ibid., pl 3



of the contrast between the heathen and Christian customs

of worship. The missionaries knowing little of the worship
of the people to whom they had come, and finding that little
bad, used the western forms familiar to themselves, and |
taught their converts to worship in like manner. With the
passing of the years, however, the missionaries have been
able to better observe the non-Christian life and worship
around them, and to find elements in it which offer lines

of approach}or expressions of worship. Because of the great
dangers involved in teking over that which has been identi-
fied with heathenlism it is only right that the transition
should be made slowly and with great care. But that it mst
finally come is inevitsble. Dr. Fleming has said with

emphasis:

"No religion that remeins borrowed or that is mechanically
imitative cen ever become powerful enough to °han§i the
stream of thought and 1life in}a civilized nation.

Hendrik Kraemer writing on the same subject declares:

®That on which the whole matter hinges is not that 1% is
dangerous, but that 1t must be done for the sake of a
vigorous Christianity. . . If one stands with both feet
firmly planted the world of Biblleal realism, the risk
of becoming, in the close contact with Indian life,
overwhelmed by the grandeur and profundity of Indian
thought and religious experlence, or by the subtly per—-
vading polytheistic atmosphere in Indle, or by the
deeply impregnated apprehensions of karms, maya and
samsara, all entirely in contrast with the Fundamentally
ristian apprehension, will not merely be escaped, but
will be met in the most fruitful way. Unless it faces
these risks, Christianity in India will try to grow
isolated from its living environment, in confronting
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which it has come to spiritual maturity. In the same
way the Primitlive Church by confronting, wrestling and
commingling with the world of stery-religions, Oriental
Hellenlistic philosophy and gnosticism in which it 1139&,
got its peculier grasp of the Christian revelation.®

But Dr. Kraemer does not leave the problem there. Lgter_oﬁ
in his discussion of the Christian Mlssioen in Relation to
its environment he se@srforth the fact that a vital
Christianity in any community will give freedom and courage
to use the heritage e;isting theré and to use it creatively
and critically.

®7o do so 1s simply an act of obedience to the peculiar
histogifal's%tnatio?aig gﬁic? a ?gg grezéng Christian
Church 1s set, grov ed the impelling and primary motive
is to express the Gospel ané_iES InvarTable essence,
This 1s'€ﬁb‘most energetic wey of beling Christian and
indigenous. 4if the impelling motive 1s harmonization
and accommodation, it results ultimately in an injury
to thgzcharacter of Christianity and a wrong indigeniza-
tione.

In other words, if inﬂian Christienity 1is vitel and
resl one of its natural and inevitable fruits will be a true
indiganization of the whole systqm, including art._ And 1f
the primery lnterest of the Church is that of a divinely-
willed fellowship of the believers in Christ, Hthe necessity
efvmaking a creative and cfitical, but free and courageous,
use of exlsting and serviceable indlgenous social forms and
of methods of fostering spiritual life for the building of

the Church, is at once self-evident and stringen'b.“3

1, Kraemer, H.: The Christian Message in a Non-Christian
’ “World, p. 374

2. Ibid., p. 421

3. Ibid.



Dr. Kraemer goes on to say that this 1s so, not
because indigenous forms and methods are invariably best
and the most serviceable to Christian 1life, but simply be-

%, « o the indigenous has the right to be considered
seriously and sympathetically as the vehicle of life~
expression before any other possible vehicle. Just as
2 man expresses himself best in his own language, '
however many other languages he may mester, so cormmnities
and social groupings express their 1ife best in forms con-
genial to thelr temperament and trfdition, better than
by the imposition of alien forms.
Thus the criterion for adopting or rejecting either
indigenous or Western forms, must lie in determining what
are the most "fertile ways of expressing thelr own spiritual
1ife and their own sttainments in Christ,"?

The ultimate aim, then, in indigenizing the
Christian Church of India must be to foster a creative,
spiritual 1life, so that the richness of the lmowledge of
Christ and the fruits of the Spirit may develop ever more
fully; so that Christ will become so real, so wonderful to
the artists, and His claims on their talents so irresistible
that they cannot but express thelir love and devotion to Him
in warm, natural ways, unhempered by a forelgn medium. it
mast go without saying that the church can never really
 express all that is in her of worship as long as she uses
allen forms.
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It could be wished that the importance of indige-
nizing the Church in India had been realized at its in-
ception, that it might have developed free from cumbersome
alien forms as did the early church, expressing 1tself » |
naturally in the typically Indian modes of expression, gnd,
in the process, filling these modes whose genuine Inatan
content and temper is different from the essentialiy

Christian apprehension, with new Christian content.

C, Christagraha Essential in a
Vital Christianity

Some may say that this would have had little effect
upon the development of art, anyway, since art in India has
shown a definite decadence during the past century. But it
appears from many critics' writings that thils decadence,
even in art in general, 1s & direct result of the influx of
Buropean clvilization, with its insistence upon conformity
to Western standards and ideals of art. How different the
development of India's civilization might have been if
during the past century the Christian Church had realized
the importance of India's responding to the call of Christ
in her own language of art, Havell bluntly says:

"christlianity would have been better served and India
would have gained more, 1f instead of forecing upon
India's living craft the cold formal pedantry of our
dead Gothic and Classic styles we had allowed the
Indian bullder to glorify God in the fabric of our
churches and cathedrals in the same deep religlous
spirit which he brings to the buillding of Jain and

Hindu temples or Mohammedan mosques. The Indian
craftsman's artistic principles in every century before



British mmle have fltted every sectarian dogma, Buddhist,
Jain, Brahmanical or lohemmedan. It is deplorablé that
Christlianity of all world religions has been the only

one which has helped to degrade rather than to spiritual-
ize the art of building in Indla. We sometimes forget
Christianity 1s an Bastern religlon and that here in
India we are much nearer to original inspirationil sources
of Christian art than we are in Western Europe.®

v That there 1s a very gregt.difference between the
art of the Orient and the art of the Occident was indicated
in the first‘chapter of this theslis. Brown has contrasted
them as follows: |

%as the painting of the West is an art of 'mass' so '
that of the East is an art of 'line'. The Western artist
conceives his composition in contlguous planes of light
and shade and colour. He obtains his effect by 'play of
surface', by the blending of one form into another, so
that decision gives place to suggestion. In Ocecldental
painting there 1s an sbsence of definite circumscribing
lines, any demarcation being felt rather than seen.
On the other hand, the beaubty of Oriental painting lies
in the interpretation of form by means of a clear-cut
definition, regular and decided; in other words, the
Eastern pailnter expresses form through a convention -
the convention of pure line - and in the menipulation
and the‘q%ality of this line the Oriental artist is
supreme .

There are other differences also which must be con-
sidered such as those found in the cu;tural}background of
the different countries. For example, the use of'coler and
design’ig_clothing 1s very important in many oriental
countries. The Western artist, even though he may use an
Oriental setting; may quite unintentionally paint ¥ a
Madonna in colors that would be worn by a daneing girl; or
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‘he may make a chasuble (as was done by early Jesuits in
Java) on which is a design ordinarily émployed only on a
woman's kain or skirt and hence, to the cultured Javanese

mind, out of place on an article of worship."'t

- With these and other great contrasts of technique,
style and background it is not surprising that neither the
Indian nor European can orlent himself at once in tha
other's art. The Westerner who 1s supposed to be the more
progressive has long looked upon Indian art as something
which is hardly art, & result of failure to understand and
appreciate»another artistic language. It 1s small wonder,
then, that the *ndian hes not been able to adapt and appre-
clate Western art standards to a greater degree.

And the world can be grateful that he has not._y For
apart from all that it will mean to the Indian church to
have the message of Christ expressed in her own art, there
1s the very real contribution which the Indian artist can
and should meke to the Church universal. As Shillito has
well said, » ‘ » 7 » »

Christ is too wonderful for any one of the nations, or
group of nations, to express Him perfectly. Not until

all come with their offerings will the answer of humanity
be perfected., . . In 1ts long history the Christian Church
has won for its service the art of Rome and Byzantium.

Why may it not receive new glories from the artists of
China and Ceylon? There are many traditions of art in
the story of the nations, and each of them has some new
language to bring for Christian devotion . . . Hot till
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the Church in every land has put a new song in our

mouths and bullt for us new temples, and explored with

its own insight the hidgen things of God, shall we know

the fulness of Christ.®

‘ Anyone who has learned to read a foreign 1anguage\
knows the enrichment that often comes to one's conception
of the truth through the expressions peculiar to that A
language. Just so will another artistic language enrich
the conception of truth in the Church universal when that
artistic language is developed and the Church gives itself

to an understanding and appreciation of it.

D. Christagraha Creates Problems
The development of an indigenous art will doubtless
present problems. One must be ready for unusual inter-
pretations resulting from differences in environment,
historical clroumstances, natural aptitude, and understanding
of the crucial problems of life. The charge of anachronism
will be made. Buf Professor Bireswar Sen writing of this
reminds.ong that:
#inachronism cannot take away anything from the real
merit of a true work of art. Think of the countless
Italian painters who have painted the Madonna and a
thousand other scenes from the Holy Bible. Are not
all their Biblical paintings wholly anachronistie? Do -
the inmumerable Madonnas appear to you to be Jewish
women dressed in the Semltie garbs of Caesarian times;
are they not Italian maldens with an Italian child in

arms robed in the contemporary dress of the ltalian
artists who painted them? And do you see the arid
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sun- scorched land of Judea in the background or the rich
Roman Campagna set with tall poplars sgaying gently with
the breeze of the blue Italian skies?®

If anaéhrenismvcangot spoll the message or the charm of
Italian masters - or Spanish or Flemish or any of a number
of other European artists who have treated their subjects
in like manner -~ neither can it detract from that of the
Indian artist., The art of any natlon should be allowed the
same 1liberty as long ss its message 1s clear and sincere.

Another real danger to be guarded against is that
of the artist who may be more interested in the adaptation
than in true interpretation, thus dimming or suppressing
the true measage_in splte of a true Indian setting. Such
an artist mist be dealt with as should any other messenger
of the Gospel; his work must be eriticized in a spirit of
love and understanding,'especially in regard to his desire
to present the Indian background and technique. Bnt far
more important than such criticism will be the effort which
mist be made through prayer and teaching to meke Christ in
all His beauty so real to the artist that setting and
technlgue will quite naturally take their rightful place
in his art, that of secondary impcrtance’always to the true
message or Christ,

%iccomodation to & particular culture is secondary to
the imparting of a speclifieally Christian meaning -
and this presupposes that the artist has caught the

enNeOo

1. Sen, O« eit., p. 22



-85~

meaning. Important as it is to express Christianity
in Japanese or Indian modes, the first essential is
to know and experience what it is saying to mankind, "l
-~ Because the artist's,inspiration mst come from
within the heart as does the evangelist's it is obvious
that an indigenous Indian Christian art cannot be forced
into existence, but it can be encouraged and guided in its

grawth.

- E. Conclusion

» It may be concluded, therefore; that it is impor-
tant that an indigenous Indlan Christian art should become
an integral part of the development of‘the Church in that
land., Pirst, it will be a proof of a vital, growing
Christian church; second, 1t will provide a means of ex~
pression and worship by which the individual will be able
to express his highest woréhip; and lastly, it wlll enrich
the whole world commnity by giving it the Christian -
message in still another light than it has seen 1t before.

LA A B X N J

1. Fleming, Danisel Johnson: Each With His Own Brush, p. 3



CHAPTER VI
SUGGESTIONS FOR ENCOURAGING THE USE AND
DEVELOPMENT OF A CHRISTIAN ART &
IN INDIA




'NMYA IHL “ISINHD




CHRIST THE DAWN

A WONDERFUL PICTURE

Dr. and Mrs, L. H. Beals of Wai and
Mr. A. D. Thomas, the well-known Chris- .
tian Artist of Delhi, have united to give to
India a very beautiful picture, which has
a real evangelistic message. On the wall
of the new Library in the Willis F. Pierce
Memorial Hospital at Wai is a full-size
mural painting which Dr, and Mrs. Beals
- asked Mr, Thomas to paint in memory of
their son, Theodore Lee Beals.

The artist spent several weeks in
‘Wai at the riverside, making sketches
of the temples and the people who come
to the river for ceremonial baths and
for worship. He then worked almost
constantly night and day for one month,
locked in alone with his picture, that
he might have the very Presence of
Christ with him as he sought to depict
Jesus Christ, the Light of the World, -
dawning upon folk of every caste and creed
in a setting that is very typically Maha.
rashtrian. The result is most impressive,

At the right, in semi-darkness, are
Hindu temples with ghats leading down
to the river. A throng of people ismoving
out of the darkness toward the light of the
central figure. Among them are high caste



2

and low caste, old and young, rich and
poor, Muslim and Hindu; one is blind, one
carries a great burden. A beautiful young
girl, the very figure of Innocence, is in the
forefront of this throng, as she advances
down the steps of the temple. All are
drawn toward the Christ though they do
not yet seem aware of Him. Below these
figures sits a Brahmin woman, resting for
a moment from her task of ceremonial
waghing of her garments. She, too, seems
unaware of the Light behind her.

To her left,however, is thestriking figure
of a high caste widow, motionless, with bant
body and upraised head, arrested by the
face of Jesus Christ, She has seen the Light
and beging to understand its meaning.
Following her gaze we look up to see the
gracious figure of our Lord in glowing
white garments, standing on the rocks
above the riverside, a little Indian child
cradled in His right arm, His other hand
outstretched in loving invitation to all
men, Light radiates from Him toward
every one, He 73 the Light, the Light of
the World,

To His right stands a group of those
who have come into the Light and

<@
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fellowship with the Saviour. Here too
are men and women of different castes and
creeds, now become one in the Light of
Christ. Little Theodore Beals smiles
happily at all his friends as he offers a
flower to a child near by directly in front
of Jesus. '

Leaning upon a crutch, with his torn
rags and the staing of his wounds
showing through his bandages, is an
‘untouchable’ cripple wrapt in adoration
of his Saviour. His back is toward us,
but every line of his figure expresses
eloguently the wonder and joy that are
dawning in his heart as he understands
that this Light of Love is even for him.
Upon him and upon the Brahmin widow
in the water Christ has dawned, and
all the devotion of India’s God-hungry
heart pours through them in response to
His Love. The tiny flowers, springing
from the rocke at Jesus’ feet, give promise,
too, of New Life and Joy and Hope.

This is a great picture. We hope that
many will visit Wal to view it and feed
upon its inspiring message. Let us all
seek to make known more vividly the
Light of Christ to India. L. P.




CHAPTER VI
SUGGESTIONS FOR ENGOURAGING THE USE AND

DEVELOPMENT OF A CHRISTIAN ART
IN INDIA

A. Introduction o
Because art has been so valuable in Religioué }
Education in India in the past, because its nature 1s such
that it has great potentialities as a means of expressing
truth, in spite of problems which arise regarding 1its 339;
and because an indigenous art is naturally the most effective;
some suggestions as to how such an art may be eﬁcauraged

mist be worthy of consideration.

Be Suggestioné in Regard to the Artist
1. Artists we know
- Although the lnterpretation of Christlan themes
through the medium of Indian art has been long delayed, the
Church in India is fortunate today in having at least a few
artists who have made a real beginning in this field.,

Mr. 41fred David Thomas, a ‘young Indian Christian
from.ﬁgra, has real talent in painting, and %in his work,
more than in that of any other one painter, the Christian
Gmrch of India has at last found artistic expression. The
Christian training of his chlldhood has been his inspiration
in later life;‘and his subjects are largely those of the



Bible."l Heving studied art in Lucknow, Calcutta, and
Florence his style is a combination of Indlan and Italien,
An Indian art critic has been quoted as saying of his worlk,

"European masters have portrayed Chy&st‘as a Divine
Being, & World Saviour . . . Thomas s plctures of the
Christ as child, man and divine-man are no less valuable,
and they are unigque in their true Sriental colouring and
sentiment. The stately figure of “Yesus, the compassionate
expression on the face, the simple loose garments that
clothe His body, all these are treated in an idealistic
manner in the usual Indian way. They are highly sug-
gestive of the spiritual nature of the subject and they
meke & ugiversal appeal irrespective of faith, caste or
colour.”

Another Indian Christian artist who is meking a
real contributlon to the church is Angelo da Fonseca who
belongs to an Indian Christian family in Goa and whose v
ancestors were converted from Hindulsm by St. Francls Xavier.
He has studied under Dr. Abandindranath Tagore and Mr, Manda
Lal Bose, who trained him 1n the best Indian traditions of
line and color; and since 1934 he has been devoting his life
to the realization of the ideal which he expressed in
writing at the beginning of his careeri _

"{§e, who have embraced Christianity for centuries, have
given up our painting, music and architecture. Having
labelled them 'paganism', we have turnsd to the products
of Burope. I hope in the future we shall learm to
treasure wgat is our birth-right and receive it in our
churches.™* | | -

Very little 1aformgtiqnyis available here concern~
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ing a Marathi Christian, Mr, Masoji, but he has contributed
at least one very beautiful picture of "St. Mary the Virgin“;
the original being painted in pale colors on tussore silk.
It 1s said thet the artist while attending the services at
St. Mary's Church, Bhowanipore, Calcutta, where the only
religlous pictures were by Western artists, was qulck to
see that the Indlans seldom appreciated these plctures, the
reason belng that they had no appeal and no message to the
Eastern mind. It was then he determined to paint a
picture of the Virgin which shpuld express her holiness and
surrender in terms that India could understand.

| Dr. Fleming has included in his collection of
Indian Christlen paintings a work of Joseph V. Ubale, &n
artist recently deceas@d who was & medalist of the Bombay
School of Arﬁ, and Mrs. E. G. MachMillan whﬁ has painted a
very sincere picture of the Annunciation in a true Indian
setting. Still another artist repreéented in his book 1is
sion Bala Des, & gifted teacher in the United Missionery
Girls! High School, calcutta, He tells of how "her first
classes in the school were in the nature of adventures
undertaken by teacher and puplls together for she had not
hed mich training in art. Later on professionel art train-
ing became availablé. At the end of the first year she
painted this picture ("Thirst") based on an incident in

'the Hidden Years', and was awarded & prize for the best



picture by & woman in India. Finding that the Hindu in-
fluences of the art school stifled her impulse to express
her Christian faith in painting, she left the"schocl; and
only casual guidance has been availsable since. "t
2. Discovering latent talent. -

_ Thus an Indien Christien art has begun. Real
talent and ability hes been discovered in these few artists
just noted, end one is grateful for them;:but these are
obviously few compared to the number there ought to be
throughout the whole of the Christisn Church in India.

One great task of leaders in Indie today, then,is

to seek out and train the potential talent which no doubt
lies dormant in many an Indian Christian boy or girl; man
or wéman. The schools &re naturelly the first place to
look for this hidden talent, and the first step to take in
finding it will be to create an appreciation for art emong
the pupils in all the schools. This can be accomplished to
a great extent by a definite study of paintings; the master-
pieces of the world should be lncluded but particular use |
should be made of the Indien Christien art which is available.
Interpretations of the pictures should be emphasized, ag&
a study of the lives of meny of the artists will give to
boys and girls & vision of what a life dedicated to inter-
preting the Christien message through art may mean to the
world. '

Indien school rooms, even the little one~room
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Jjungle schools with their mmd walls and floors, must have
plctures on the walls., The children love them! As far
as 1t 1s possible every effort should be made to use the
best art in decorating even the most primitive Jjungle
school room. There will be little appreciastion at first;
but as the interpretations are learned end integrated in
their daily Bible lessons and applied in their every day
lives boys and girls fhom_the humblest homes in Indla are
bound to gradually acquire an appreciastion for good art.
And such & study may well awlken an interest in
some of these boys and girls to see what théy_themselves
can do in expressing thelr inmost thoughts through drawing
and palnting. The wise teacher will be on the alert to
senaé in such work any ﬁnusual talent which may be mani-
fested. (To be able to do this the teachers themselves mst
know and appreciate art which calls for the suggestion that
‘art appreciation be included in the teacher tralning col-
leges also.) Thﬁre will never be great numbers of artists
discovered, it is true. Such 1is never the case. But if
the taient of even a few can be brought into the service
of the Church it will have been worth =2ll the effort; and
at the same time many boys &nd girls who will be the
spiritual leaders of tomorrow will have learned a true
appreciation of the best art Christianity has given the

world,

Encouragement may a2lso be given the development
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of any latent talent by sponsoring contests and exhibitionms,
perhaps annually or so, with prizgs}to be avardgd for the
best contributions. This can be very easily overdone or
poorly done, thus hindering its effectiveness, but if
properly conducted 1t could prove of real value in the
general effort of encouraglng young artists. ; 7
Another possible meens of bringing the artist's
talent into the service of the church 1s that of employing
nonrchristiap artists. This suggestion will be opposed at
once by many, and 1t 1s granted that the suggestion is one
to be followed with great precautions. But the account of
how God used thls very mefhod in China, not only to give
the world some very exquisite Chinese Christian art but
also to lead the artistslthgmaelves to Christ;dsurely sub-
stantiates the fact that such g}suggestion should at least
be considered. This unusual story is quoted from Dr.
Fleming. His Excellency is Archbishop Costantini, first
apostolic delegéte to China (1922-33), and & great lover

of art.

"In 1928, while visiting an exhibition in Peking, His
Excellency discovered a non-Christisn artist, Ch'en

Hsu, in whose work was a light of inspiration and a i
delicate sense for representing not so mach the material
object, as its poetic aspect according to the finest tradi-
tions of Chinese painting. Archbishop Costantinl gave
him the New Testament to read and begged him to paint his
impressions, leaving him free to depict them in whatever
way he pleased. Some of the best works of Western
Cchristian art were shown him. Ur, Ch'en's study of the
Gospels to be illustrated led, after several years,to
his conversion (1932), the Archbishop giving him at bap-
tism the Christian neme of Luke. Mr. Ch'en writes: *I



believe that when 1 paint the wonders of Christianity
according to the anclent rules of Chinese art, the painted
objeoct exerts an externally new and stra e‘effectéhso

that at the same time I enrich te 2 marked degree the old

laws of Chinese painting . . . If I can represent the
teachings of our holy church in pictures according to
Chinese art, and by means of such natural impressions
drew the Chinese to know God, why should ! not render so
useful and enjoyable a service?' 0
YLuke Ch'en became one of the professors in the Catholie
University of Feking. Several of his students began
the study of the Bible and the catechism and tried to
fix on canvas what they had read and heard. It is signi-
ficant that almost all of the original membsrs of th}s
school became Christians through their work in art."
Such 2 thing as asking a non~Christian to paint a
Christian theme.is not altogether unknown in Indis today.
Mr. S. Bose, an artist who is a Hindu by religion and an
instructor in the School of Arts and Crafts in Lucknow was
commissioned by a missiogary to paint a picture of the Visit -
of the Wise Men. The picture he painted on that subject is
remarkable in that he has represented one of the three Magi
as an Indian priest presenting the trident of Hindulsm to
the Christ Child. This picture 1s one which has been chosen
for cheap reproduction by the Committee on Christian Litera-
ture for Women and Children in Mission Fields, Iﬁc,“(ﬁew
York) in cooperation with the National Christian Council of
India, Commissioning non-Christien artists to interpret
the Christian message 1s, without doubt, a thing which mst
be done with great care, but these illustrations indicate
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possibilities in that direction.
3. Developing latent talent
Discovering such talent 1is only the beginning.
Effort must De made to train those who give promise of _
ability. And because art is of the nature that it is there
can be no question of the great importance of the spiritual
treining which which the artist must have. If he is to
interpret Christ to the world he must know Christ in his
heart. This general principle is expressed by Dr. Goomara—
swemy in regard to the Hindu artist and may well be adapted
to the Christian artist.
Urhe artist is first of all required to remove himself
from human to celestisl levels of apperception; at this
level and in a state of unification, no longer having in
view anything external to himsalf he sees and realizes,
that is to say becomes, what he is afterwards to re-
present in wrought materiel. This identification of
the artist with the inimitable form of the idea to be
exgrossed is repeatedly inslsted upon by Indlan books
and answers to the Scholastic assumption as stated in
the words of Dante, 'No painter can paint a figure if
he have not fi{st of all made himself such as the figure
ought to be.'"
~ If the artist 1s to give the world a "vision of
value" he must first have that vision himself. Writing of
artists and their work, Aitken has said,
"They speak to us best when they make something real to
us we had else passed by. They paint their noblest
pictures when they give us a Christ, or & scene from
His life, that appeals to our deepest sense of reality,

They come to their greatest influence when they touch
some hidden depths of life that leap instinctively to
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Christ Blessing the Children
- da Fonseca




recognize the truth of the *word! they have painted.
And they win the gratitude of God and man alike when
they clothe the Christ-thoughts in flesh and blood,
give them new meaning, and Take them spesk to us again
the words of 1life eternal.

A thorough knowledge of god's Word and the appropriation of
its teachings in everyday life 1s as essential for the
artist as for the evangelist. 4And alike thelr prayer must

bes

"Lord, speak to me, that I may speak in living echoes
of Thy tone;

As Thou hast sought, so let me seek Thy erring children
lost and lone.

0 lead me, Lord, that I may lead the wandering and the
wavering feet;

0 feed me, Lord, that L may feed Thy hungering ones
with manna sweet !

0 teach me, Lord, that I may teach the precious things

: Thou dost impart;

And wing my words, that they may reach the hidden depths
‘of many & heart,

0 £111 me with Thy fullness, Lord until my very
heart o erflow : ‘

In kindling thought and glowing word, Thy 1ove to tell
Thy praise to show. :

0 use me, Lord, use even me, Just as Thou wilt, and when,
and where;

Until Thy blessed face I see, Thy rest, Thy joy, Thy
glory share.

Only when the artist realizes his complete dependence on
Christ as the source of his talent and inspiration, and is
willing to yield his life, talent and all else, to the )
service of Christ will we receive from him his richest art.

As in every other realm, however, the development
of the artist's spiritual 1ife must be accompanied by &

1. Aitkﬁn, ODe eit;, Do 5




development of his cultural life as Wwell, Havell glves
an interesting comment on the Indian artist's cultural

life:

"The important part which craftsmen, more especiall
oriental craftsmen, have always played in the world's
history as missionaries of aivilizagion, culture, and
religion, 1s not generally recognized by bookmen. Even
at the present day the Indlan craftsman, deeply versed
in his Silpasastras, learned in folk-lore snd in national
epic literature, though excluded from Indian universities
- or rather, on that account - is often more highly ocul-
tured intellectually and spiritually than the avepage
Indian graduate. In medieval times the craftsman s in-
tellectual influence, being creative and not merely
assimilative, was at least as great as that of the

priest and bookman, The Founder of Christianity was
Himself & craftsman, and in those noblest monuments of
the Christian faith -~ the Gothic cathedrals of medieval
Europe - we can see that the splendid craftsmen of the
Middle Ages preached and practised a religion like their
Master's, pure and undefiled before God, while philoso-
phers and bookmen wrangled over 1ts dogmas.®l

The Indian artist must be encouraged and helped to securs
as thorough a general education as possible along with his
spiritual training. '

V Another thing which the artist must be urged to
keep in mind is that India is a country of the common
people, and if he is to reach the grsatest number he mst
paint in terms which will be understood by the common
folk, It was indicated in an earlier chapter of this work
how commendably the Rajput art accoﬁplished this very thing.
Havell hes said: - |

®In the villages of India the true artistic spirit

essoss
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still survives, and, if we and educated Indians would
know what true Indlan art is we must go there where the
heart of India beats, where the volces of her dead
myriads stlill are heard and iearn a lesson that neither
London nor Paris can teach

These and other suggestions will be a part of the
guldance which the young artist mst be given.\ Perhaps
they might best all be summed up in the Graftsman’s Creed
which Dr. Fleming has guoted: |

"I hold with none who think not work a boon vouchsafed
to man that he may aild his kind with offerings from
his chisel, wheel, or loom, fashioned with loving heart
and loving "mind. All of the flne traditions and the -
skill, come from my elders through the long line down,
are mine to use to ralse our craft's renown and mine to
teach again with reverent will. Thus do I live to
serve, though least for pay, with fingers which ars
masters,of the tool and eyes which light to see the
pattarn s play as it unfolds, obedient to each rmle of
our dear art. So all my craft is praise to God - at
once part homage and part son My work's my prayer,
I sing the_whole d&g long as aith and beauty shape
the forms I raise.

C. Suggestions in Regard to the Artist's Audience |
Although it is important to discover and develop

dormant talent, even this 1s not adequate in the effort
which mast be made to further the cause of an indigenous
Indian Christian art; for as Dr. Fleming has well ex-
pressed 1t; "It takes two things to make an artist?
genius and a public wanting 1t."> It is to be regretted
that the demand for Christlian art in India'teday is so

1. Ibid., Pe 247 .

2. Fleming, Daniel Johnsoné Christian Symbols in a World :
Commnity, Pe 25 L
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negligible that even the few artists who would llke to give
their time and talent to producing a Christian art are not
able to meke a living by doing s0. -
Here, again, the first suggestion for developing
a public that will want art is to create in them an appreci-
ation for art. In many cases this will necesaitate the
Christian leaders, missionary and educated indian alike;
first ereating within‘themselves this appreciation of the
value and effoctiveness of art, and of the place it should
have in the development of the Christian Church‘of India
today. Such an appreciation will include an acqualntance
with Indian art and its characteristices. The common attitude
even among many learned people that art 1s something apart
from the_ordinary men's experience and something to be
appreciated only by those who have a natural aptitude for
producing 1t themselves is definltely a mistaken one. »
- Barnes has likened the acquiring of an édppreciation
for art to the learning of a foreign language or to under-
standing the working of a great machine. 4t first there is
only a babel of voices, vowel sounds and consonants, in-
flections and gestures, as we hear the foreign language, but
they mean little or nothing until a real effort has been
made to learn what to listen for and how to interpret it.
The machine is & blur of wheels and shafts with little
relationship to one another until a careful study has been

made of their functiong it is not until one has learned to
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know each part and 1ts purpose in relation to the others
that he will see the connections which are made to produce
power. Likewlse, when one. has learned the grammer and
vocabulary of the fqrﬁign language and knows yhat to listen
for the finer shades of sound begin to stand out and take
on meaning. So it 1s with art. N - ‘
ye percelve only what we have learned to look for, both-
in 1ife and in art., The artist, whether in paint, words,
or musical tones, has embodied an experience in his work,
and to appreclate his painting or poem or symphony, we
mist reconstruct his experience, s0 far as we are able,
in ourselves. . « To see as the artist sees is an
accomplishment to which there 1ls no short cut, which
cannot be acquired by any magic formmla or trick; it
requires not only the best energles of which we are
capable, but a methodical direction of those energles,
based upon sclentific understanding of the meaning
of art and its relation to human nature., . . What has
made the study of sclence valuable and fruitful is
method, and without a corresponding method of learning
to see the study of art can lead only to futility."
When the leadsrs‘have realized the truth here expressed they
will realize also that much can certainly be done in develop-
ing an eppreciation for the artist's work even among the
common folk of India, = ,

- As in the search for latent talent so also in the
developing of the public's appreciation of art the schools
are the place to begin. Much can be accomplished here by
such efforts as supplementing Bible study with the study
of great works of art, decorating the walls with really good

art as far as possible, and giving courses in art appre=-

l. Barnes, Op. cit-, Do 7
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But schools ares not the phly place to develop
this appreciation, and to cultivate a desire for a Christian
art. Here 1t 1s well to eonsidgr\é method which was popular
in Hindu Religious Education for éenturies,vthat of the
minstrel-pginter. It is true that the method is used in a
modified form by many of our present day evangelists, but
1t 1s also true that the method could be more Indianized by
the use of distinctly Indian art and a closer integration
of the story, picture ané msic.

The ®picture-showman® seems to have made his first
appearance in Indian literature in the early centuries of
the Christian era. Accounts of them down through the years
reveé; a variéty of types. One group, known by the name of
Nekha,was 2 class of Brahmans; another, known as the Chitre=-
kathis (picturgfshowmen),was an illiterate peasant type
from the Deccan., The group reputed to have been the most
popular of all was that known as the Yamapatakas who
specialized in paintings delineating the rewards and punish-
ments awarded after death for acts done in 1ife,

An 1nteresting account of the Chitrakathis describes
them as those whose occupation was to exhibit puppet plays
and to chant ballads illustrated by their pletures. They\
ﬁere very similar to their neighbors, the farmer caste, in
dress; customs and habits, but they had a separate caste

organization which enforced dlscipline among the mambers:;f




among other things it . .
", . « compelled each family, on pain of fine, to main-
tain at least one complete set of pictures. They car- -
rled thess folded in cloth and slung on thelr shoulders,

~and wandered frem village to village. An ssgsistant
carrlied a beating it now and then, and inquiring
if people waulé 1like to hear the exploits of the gods.
If consent was given and & crowd collected, the Chitra-
kathl squatted in a convenlent corner and opened his
package in which the plates were arranged in their
proper sequence. He began tralning in the profession
at the age of ten and within two years or three was
word~perfect in his narration. With experiegie he
sometimes also acquired the art of repartee.

The narration of his story was usually accompénied by sub-
dued music of a stringed instrument, and sometimes inter-
spersed with singing and preaching. Herwould.show each
plate to the spectators as the story proceeded. A pros-
perous Chitrakathi, of course, would have several sets in
his repertoire and each of these would comprise thirty-five
to forty pletures. -

The stories which they 1lllustrated were all taken
from thelr sacred scriptures, but very often freely im-
provised to obtain greater effectiveness in telling. The
Chitrakathis were an illiterate group, but their evident
understanding of the psychOIOgy of story-telling and the
use of pilctures supplemsnting it 1s remaﬁkable.

The eontinued popularity of teaching religion by
illustrated storles down through the centuries has proved
its effectiveness as a means of religlous propaganda among
the 1lliterate masses. Havell deplores 1ts present state

sesee e
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of disuse.
"The moral and religious teaching of the great Hindu
eplcs was, and still is to a certaln extent, popularized
in a similar way by minstrel-painters wandering from
village to village, but the scheme of modern progress
elaborated by the educated townsman has no use for this
traditional method of popular culture, so the Indian
villager desirous of recreation or edification mst

wait patiently until the cinema points the mo?ern way
to spiritual enlightenment, or prostitution. '

‘ Some characteristics of the minstrel~painter of
other egnturies would not be desirable carried over into
Christian Education today, but the general idea is 80
“Indian® and has apparently been so effective through the
years that 1t would seem highly advisable to adopt it to
an even greater extent than 1t has been by the Christian
evangelist. If the pictures used by the evangelist were
truly Indien art would they not have greater appeal to the
Indian mind and heart?

Drummond in discussing the use of the arts in the

church bullding deals with the posslbility of pailnting on
church walls. He calls to mind the fact that muiral painting
especially may present its subject-matter with great dramatic
force and spiritual insight. He suggeststhat if the lines
of the church building permit, an effort should be made to
paint scenes from the Gospel story after the manner of lr,
William Hole,

%, . . who shows Jesus standing out against the back-
ground of His own country and His own age. Something

L E R X B 3 J
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of the color of Palestine, the strong sunlight, the far
horizons of a land of hills and valleys, of stones and
olives and close~built villages gleaming on the mountain-
sides - might be lmparted to the bare walls of our
churches, and thus assist the preacher in his task of
making Jesus real to people who are apt to form flat and
conventional view of Him . . . Fresco can bring before
the people gfe Christ of Experience as well as the Jesus
of History. -

» Such & use of art lan the church would be probably
the first to call forth eriticism of those who fear idolatry
end that danger should certainly be guarded against with
great care, but not necessarily to the exclusion of such
a use., Other objections also mist be faced in regard to
mirel paintings in churches, such as the problem of prohi-
bitive cost, the difficulty of obtalning craftsmen, and the
diffieuity that mural paintings are apt to fade, though this
lattér problem may be 301ved by the proper use of fresco.
Among the more primltive churches is the very basic dif-

‘ficulty of the impermenent nature of the walls of the
church building itself. Nevertheless, the idea of mural
paintings on the walls of the churches which are archi-
tecturally adapted to it mighﬁ well be considered by in-
dividual congregations. Where 1t was found advisable it
would serve the three-fold purpose of belng a teaching aid,
s means of developing art appreciation, and & means of in-
come for the artist, - ' ‘

The home 1s stlll another very important place

se et eSS
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whereithe effort should be made to implant a love and ap-
preciation of godd Christisn art. MHiss Clementina Butler,
Chairman of the Commlttee on Christian Literature for Women
and Children in Mission Fields, Inc., has already begun a
very splendld work with this particuler interest in mind.
Finding that Christisns were using the cheap pictures of
Hindu religious themes and gods, which were abundantly
available in color, simply because they love %pretty pic-
tures® she resolved to do something sabout it.‘

What could be done for these color-loving Indien
folk? The problem was to find pictures which would be
understood bykthe Indien mind. Western symbolism even in
the besf pictures was apﬁ to be unintelligible; and at the
same'time it helped to assoclate Christianity too much with
white supremacy. She finally determined to secure pictures
by Indian artists on some of the simple Christian themes.
Prizes were offered for the best pictures bj Indian artists
on some of these subjects. She soon had & serles of ten of
these pitures which she had printed in & size ten by four-
teen inches; they sell at the very reasonable price of one
| anna (about two cents) a plece. This has already helped to
meet a very definlte need for cheap but good Indian art to
place in the homes. It is to be hoped that this work may
eontinue to develop. W

Other possibilities of placing good Christian art
before the people would be its use in hospitals, especially
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by the Bible women who have apportunity to give the message
there. Where pictures are to be used for decoration the 7
best Indian art possible should be chosen. The contests and
exhibitions mentioned earlier in the chapter would serve
this same purpose also if they were pfoperly publicized

end conducted, 3St1ll another possibility would be that of
having a series of Christian plctures with their inter-
pretations printed in current Christian megezines from time

to time.
When by these and various other methods the Indian

public has been awakened to a true appreciation of good 7
Christian art, and that appreciation results in a desire to
consume such art, one of the Indian Christian artist's
greatest problems will have been solved. This economic
diffioculty is manifestly one of the chief hindrances to the
development of an Indien Christian art, in spite of the
fact that art is not in any sense a commercial vocation.
But the artist does have to live. And until this problem
does right itself in the natural course of such a develop~
ment 1t is imperative that some means be provided to enable
the artist to live and be able to give his time to the pro-
duction of his work, ; N
This is not easy to dos. The simplest thing would
be for the artist to receive foreign support while pursuing
his art; but this 1s definitely to be avoided. It 1s béﬁnd

to engender slothfulness or too great a sense of dependence,



or both. . ;

Dr. Fleming's suggestion regarding this problem |
is ﬁéll worth considering. Recognlzing the need f;r art in
the younger churches, he also suggests that homes and churches
in the West would be greatly enriched by some beautiful ‘
originals by an Eastern artist. Such originals are availsble
and their sale in the more wealthy West 1s almost a matter
of life or éoath for Christian art in several lands of the
Orient today. v

This involves at once the necessity of the Western
Church learning to appreciate the Eastern art, but that ,
necessity 1s certainly to be welcomed rather than deplored,
Any affort‘expendéd in that direction can result only in an
enriching of thé culture of the Western church, in a fuller
insight into Truth as it is conceived by the Yriental mind,
and in a stronger bond of qnderstanding and love between the

two lands.

_ D. Conclusion
It is cause for real wonder that there 1s even as
much indigenous Christien art as is found in India today.
Phat which exists has been produced with practically no en-
couragement or concern on the part of the Church as a whole.
But the fact that it has developed as«it'has; in spite of
this lack; should be a great inducement to put forth every
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‘effort possible in the future, not to force & further
development but to encourage and gulde it. If so much has
come with no encoursgement, what may we not expect from the
artist's brush when the Chupch does all it can to glve art
its rightful place in Indian Christianity?
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CHAPTER VII
GENERAL SUMMARY AND CONCLUSIONS

A. Restatement of the Problem

Art is recognized as a valuable ald in modern re-
ligious education in the West, and there 1s a definite
place for its use in that field, but 1little heed has been
given to 1t in India. The general attitude toward it has
been more to suppress its{use and development than to en-
"courage it. The problem of this thesls has been to dis-
cover the use which has been made of art in Indie in the
past, to show that an indigenous Indien art should be an
integral part of the development of the present day church;

and to give some suggestions for furthering this development.

B. Summery of Findings
Research has shown that art as a means of expressing
religious truths and morals 1s no new thing in India; that,
in fact, with the exception of Mogul art, its one chief pur-
pose has’always been to propegate the religion sponsoring
it; whether Buddhist, Jain or Hindu. The continued use of
it for this one purpose hes proved its effectiveness as a
means of Beligious:ﬁducation amung‘India's teeming millions.
It has also been found, looking back into the past, that a
really great art, comparable in gquality to much of the best
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European art has been developed in Indis at several periods
of her long, continuous development of civilization, estab~
lishing the fact that she is capable of producing a great
art as woll_as appreciating}it. »

A study of the nature of art has made clear the
reason why art is appreciated as it is in a land of so much
111iteracy as India. In spite of their nnteracy; the In-
dian people as a whole are a philosaphical'people; and even
the peasantry respond to the use of art because they are
accustomed to a philosophic approach to life. MArtists
pierce through incidents and trappings to the soul under—
neath'} and the Indian, who 1s a philosopher first and an
artist arterward;responds naturslly to the type of message

the artist purports to give.

It has been found, however, that there 1s & real
difference in Western and Eastern art, and that each is
better adapted to the comprehension and appreciation of its
own people than of others. It has also been poinﬁed out
that if Christianity in any land is & vital organism it will
reveal itself as such In the natural development of
indigenous social forms and methods of fostering spiritual
life. Thus the development of an indigennus Christian art
is both inévitable and essential in a living, growing; and
properly developing Church in India,

L N
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Research has &lso revealed & number of problems
which will neceasar;ly arise with the use and development
of art in India. But it has been found that every problem
which has so far come to mind has had its counterpart in
the development of Christian art in the West, and has
served rather as an aild to art than 8 hindrance in that 1t
has helped to kecp the artist and his audlence aware of the
values of art, and on the alert against its misuse.v Many
have not heeded the signposts along the way, and art has; ‘
even in the West, been too often used to serve & purpose for
thch it was never intended, but this has not kept the
Western Church from giving the world its greatest art.

| In seeking for ways in which %o encourage the use
and development of art in Indis it has been found that there
are two chief aspects of the need, one in regard to the
artist himself, and the other in regard to his public.
Already the seeds of an indigenocus Christian art have been
planted in India by a few artists who realize the need, and
desire to give their live; and talent to meeting that need.
But thelr number is small, and there is need of discovering
and training latent talent. It 1s imperative also to find
a means of meeting the economic needs of the artist until
his Indien public will have come to the place where it can
consume his work and meke it possible for him to exist while
executing his art. The specific need of the Christian
public is that 1t be trained to appreciate art and to use



it prdperly as an ald to teaching and worship. Some sug-
gestlons have been made for meeting these needs in the
various avenues of the werk of the Church, in her schools,

her village work, her hospitels, homes, and churches,

C. Gonclusions |
~ In the light of these findings, one 1s justified in
coming to the following conclusions.

l. On the basis of history, art is a potential means
of religiaus education in India,
| 2. On the bases of the nature of art and of the
philosophic nature of the Indian mind, art is particularly
appropriate as & means of portraying the truth of the
Christian message tb the Indian people.

3. Because of the marked difference in the
character of BEuropsan and Indian art, the latter being far
better suited to the comprehension of the Indian mind; every
effort should be made to use @nd further develop an
indigenous Christian art in India. |

4. The problems which will arise with such a use
and devalopment should not be ignored; neither should they
be permitted to stifle 1t; but they must be met and overcome
as they have been in the growth of BEuropean art.

5. Becsuse of 1its nature, the development of an
art cannot be forced but it can be encouraged and guided.

6. Numerous ways of using and encouraging an



indigenous Christlan art in Indla ars possible, aﬁd should
be employed to this end. | |

Therafore, in the light of this study and of these
evident conclusioﬁs, i1t is apparent that an indigenous
Christian art would be of great value in the Church in
India, and that 1t could be and should be developed as an
integral part of that body.
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