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The genius of India exists as much in
the Indian home as it ever existed in
temples or Indian art; and it is most
important that all of us ought to try to
think and see and appreciate our own
genius. One of the chief things that is

the matter with us is ouf slave mentality.

If some one of our Indian musicians goes o
the West and is acclaimed, the moment he
comes back to India he is famous even
though his music may be mediocre from
the real Indian point of view. They
praise him because he has been to the
West. Why should we expect to have the
stamp of greatness put upon our art from
the West? We should first appreciate
them. and then have the West think them

oreat because we have acclaimed them.

It is the same with other forms of art.
We must look out all the time in India

for greatness. We must see what is beauti-

ful, and push the real artist forward and

appreciate  him as great and wonderful
without any thought of the opinion of the
West. I know people in Madras, even n
Adyar, who are real geniuses in art. Are
they famous ? If they were born in ‘the
West they would be put on the same scale
as Paderewski. But here they are lost in
the village. What a state of affairs !
How can India express her genius if we
push our genius in the background, if we
look to the West to get the stamp of
approval on our geniuses ?

The Viﬂag'e
K. M. Gopal
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art becomes a means to illustrate the
central truth of religion and philosophy.
This sustaining ideal can always be seen
to essentially permeate through all the
realms of art—Dbe it architecture, painting
or sculpture. So our Indian artist—be he
the silpin, sthapathi, karmara or chitra-
kara, differed from the European worker,
who was merely an executant, by being
both the designer and: the executant in
one. Another vital difference between the
Indian and the FEuropean craftsman is
determined by the former’s place in society
as a servant of the temple and his attitude
both towards his religion and to his work.

It 15 this great ideal that is responsible
for the marvellous and stupendous quality
of caryings metal-work and gigantic
edifices, which the Indian craftsmen had
produced in ages gone by. It is the inces-
sant demand for worship in the temple,
which called for an ever-flowing supply
not only of murlis, but of various kinds
of lamps, vessels, vehicles and ornaments
of exquisite shapes and patterns. The
beautifully carved temple-cars and vaha-
nams and their varigated decorations kept
alive generations of wood-carvers, weavers,
metal-workers and other groups of artisans
of marvellous talent and executive skill.
Their handicrafts were not commercial
products but the best and- the finest gifts
that the hand of man could produce for
the service of the Gods in the temple,
which he attained by the interpretation
of the professional ideal of religion and
philosophy—his ananda (joy) as rasa (the
delight experienced through a work of
art)—which was applied to all the realms
of creative art.

The modern age with its new economy,
new psychology and new kinds of faiths
and beliefs, has produced new creations,
which in turn call for new kinds of pro-
ducrions. These may be different from
the past, but yet it is essential that some
form of consanguinity is maintained by
the present generations of artisans of India
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to justify the grandeur of our hoary anti-
guity. To successfully accomplish this,

g . ()
we have recalled the past history in order
to face the new history that the new age |

is building up, under our own eyes prob-
ably * in opposition to our wishes. :No
doubt a new order is destined to come—
be it better or worse—and the best way
to suppose what may come is to remember
what is past. If we ignore the past history
of our arts and crafts, we may perhaps lose
the gifts of a valuable heritage, which
generations of skilled and devoted crafts-
men have bequeathed to us. :

Should this great heritage of our crafts-

manship and the talent for creating beauti-
ful forms be for ever buried in the pages
of history and survive only in the pride
of our national memories? Is it not
possible to be put this magnanimous
national heritage to newer and: secular
uses 7 Is it not possible to make our
artistic past live once again in its pristine
glory in the new and the living prcggnt'?
: A

To answer these queries, we must
examine at least in brief and broad out-
lines, the causes that led to the decadence
of Indian art. In mediaeval times, before
the advent of the machine age_all require-
ments of life, secular or religiotSaaled to

be made by artisans and craftsmen, whe, .

were experts in all materials—wood,
metal, stone or stucco. They were organ-
1sed m guilds or goshiis and we have still
struggling remnants in some remote vil-
lages in South India. These craftsmen
working within the village community,
are there in virtue of a perpetual contract
whereby their services were given to the
husbandsmen from whom they received
certain privileges and payments in kind.
In  Swamimalai and Nachiarkoil near

Kumbakonam, we have still a few surviv-

ing families of architects and sthapathis,
catering to the needs of the temples in that
locality.  Similarly near Puri in Orissa,
we had till very recently a few groups of
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/ made clay casts and country ovens.

pictorial artists, who were painting sacred
pictures on fine handloom cloths with the
ovegetable colours for use in the temples
and by the pilgrims. In fact the pot
pictures that these artists painted was
much appreciated by foreign ant critics
but of - late this group of workers have
become extinct. The advent of the litho-
graphic press and metal-casting machinery
haveé put an end to a high class hereditary
art of extremely fine quality and favour.
The great and unique school of South
Indian Bronzes have also come to a similar
and logical termination replaced by the
modern type of sculptors, trained in the
present day academies and taught to use
the modern implements and electric

furnaces instead of the traditional hand-
The

| quantity of machine-made products over-

\
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whelmed the nicer and finer hand-made
products, even though the former lacked
the individuality in craftsmanship and
perfection of beauty of the latter. Ulti-
mately, the machine-made things triumph-
ed and practically drove away from the
market all fine handicrafts.

The other cause for the decadence of
Indian art is due to the influx of foreign
influences. Soon after the political con-
quest of the entire country of India, the
Britishers - ;—ﬁlported into this ancient
countiy, their religion and customs,
ogether with their materialistic outlook
on Life and Art. In the early years of the

nineteenth  century, the Indian culture
was showing visible signs of decadence
due to unceasing internal strifes and

unsettled conditions of life. By then the
glorious days of sculpture had already
declined but painting like the Pahari,
Kangra and other schools and the rem-
nants of the Nayakan style and the fresh
school of painters encouraged by the
Maharatta rulers of Tanjore in the South®
and architecture which was but a feeble
shadow of the powerful forerunners of
this branch of fine art were however still
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at a respectable level. Music, poetry and
dancing survived rather precariously.

The political subjection, coincided with

the impact of the industrial revolution

burdened with the dead and powerful

weihgt of the proselytism by the fervent
Christian missionaries, which had the fall

and wholehearted support of the alien

rulers, degraded the values of the Indian

culture m the eyes of the growing young

men. The chaos caused by the imposi-

tion of the Western civilization under-

mimed our genius and it was even feared

at one time that the process of destruction

would be so complete that to attempt to

preserve the broken fragments of the great

tradition would be utterly useless.

In the midst of this greatest of cata-
clysms that India ever experienced, we
saw the birth of Indian Nationalism, the
growth of Young India. Fundamentally
though it was a political movement, there
were also signs of a rejuvenation in other
fields of creative activity. A renaissance
of Indian Art did come and it came from
the few remaining devotees, who still
believed in. the ancient ideals of India.
In the domain of art, the new era saw the
emergence of a school of painting in
Bengal. The methods formulated by
Srijut Abanindranath Tagore and his
disciples combined the traditional laws of
ancient Indian craftsmen with the theories
of modern and far-eastern artists. Spurred
on the success of this new venture, schools
of indigenous arts arose in places like
Madras, Bombay, Lucknow and many
other places. This movement gained
ground steadily with the result that we
seeitoday the renewed pulsation of the old
throb of our ancient culture—a culture
founded long ago on such broad and
tolerant philosophy that it could hardly
have died out. It is because Hinduism

“.adapts itself with infinite grace to every

new circumstances that its revival seems
to open the widest hope of a cultural
renaissance.



In the coming new order of things in
India, after she became politically free, we
see the brisk, and enthusiastic signs of the
revival of our ancient arts and crafts, when
India can hold her own and regenerate her
national art and industry. This brings

us back to the question—whether we are
to forge ahead on Western lines or move

along our old time-honoured traditionally
national tracks > If we are wise, we can
with advantage combine both in a harmo-
nious blending—keep up the originality
of our art by using our youthful talents
to perceive beauty in Nature and Life and
to blend beauty with utility and at the
same time use the modern methods of art
encouragement and patronage of the West.

The Favourite Spot
NS Rajd



[

i

N/ beautiful.

4N INTERVIEW WITH

Sr1 Devi Prasad
Roy Chowdhary

By N. K. VINAYAKAM

Mzr. Devi Prasad Roy Chowdhary needs
no introduction. He is a great Sculptor
of international fame. His works of Sculp-
ture and Painting have won a great place
all over the world. No visitor to India
who is interested in Art and Culture could
afford to miss meeting Mr. Chowdhary.
As he himself says, to understand dn
Artist’'s work, one must understand the
Artist first.

Mr. Chowdhary s voluntary exile from
his native province sacrificing his paternal
wealth for the sake of Art is known only
to those who have read his auto-biography
in Bengali. He is a writer, thinker and a
versatile genius. To converse with him is
to converse with Art. His powerful
expressionse go deep into the listener's
heany 2nd help to kindle his love of the
Once you get beyond the
seemingly rough exterior of this great
man you receive from him according
to your capacity and understanding. He
gives freely if youw can take.

He has been most helpful in guiding
us in organizing the Art Gallery in the
Congress Exhibition particularly last year
and this year. A request from me for an
article for this year's Souvenir drew us
into the following conversation on Society
and Art which is reproduced with his
kind permission.

MR ViNayakav: What in your opi-
nion 1s the place of art in relation to
society ?

Mr. Roy CHowbHARY: Society is a
group of individuals. Its healthy func-
tion depends on how each of the indivi-

duals contributes his share to the cause.
The vital question involved in this issue
is, a broader outlook towards life. The
aim needs a response to finer emotions,
associated with visual forms of beauty.
Our senses have been dulled towards this
aspect. Probably, it is due to wrong adjust-
ments of values.

MR. VINAYAKAM: Do I understand
that you mean to say we do not exercise
our intellect to appreciate graphic or
plastic forms of beauty ? If response to
emotion were so dull, then how do we
take interest in literafure ? Why, of late
we have gone to the extent of searching
poet laureates > How do you account for
it ?

Mg. Roy CHowpHARY: I had not the
slightest intention for any reflection to
literature. However, I venture to say that
literature is not exhaustive records of all
aesthetic expressions since it has a limited
scope of its own just as other branches of
art have. You cannot reveal colour and
form in literature as painting or a piece
of sculpture can. The approach by des-
cription of words to this direction is only
an allowance for a guess work.

Talking of emotions let me proceed
to say, that one form of art, is interlinked
with the other so far this aspect is concern-
ed. The differnce is pronounced in the
vehicle of expression. The language of
painting and sculpture is dumb and sus-
ceptible to everchanging patterns which
isolate them from ready use. Whereas
literature extends a larger scope of recep-
tivity on account of its constant use. It is






lege. Joy is a taboo to him. Now if you
begin to collect statistics, you will gather
that many other individuals are following
the same example with little or no differ-
ence. ;

MR. VINAYAKAM: But—

MR. Roy CHowpHARY: Please let me
proceed, what is it, [ was saying ?

()
\ MR. ViNayakam: Faith is lost in joy.

Mr. Roy CHowpHARY: Yes. The
faith in idolatory school of religion had a
great deal to do with: development of art

‘in our country. I would rather say, reli-

gion gave the initiative to build the art
which had the support of the masses. The
contact of the devotee with the shrine
though was made for a different purpose,
yet the dynamic power of the shrine
beautiful, radiated its influence into the
mind of the onlooker. The impression
thus created by constant association with
the object of worship naturally got deeply
rooted in the mind and heart as well. The
receptive agent did not know how the
beautiful came to stay in the sphere of
faith.

MR. ViNAvArAM: What about deeper
understanding of the picture ?

“MRr. Roy CHowbpHary: It depends
how the curiosity is aroused and how far
the seeker of the secret can proceed. But
must we investigate so far. I have told
already let us not dwell on this point for
the present. After all what we are con-
cenred is the reaction that give anandam.
Why not we be satisfied with that in the
beginning ? You do not always chase the
cook to discover the spices and process of
cooking if some delicacy gives satisfaction
to your pallet. If we make a congenial
atmosphere for the reception of joy,
through art, we should think we have done
quite a lot of service to save the tortured
from the reaction of stern reality. Esta-
bilsh an art gallery, and let it serve the
purpose of the temple of the past.

&

- MR. Vivavakam: I do not quite
follow. - Do you say that art galleries
should take the place of temples ?

MR. Roy CHowpHARY: The temple of
the beautiful.

" MRr. ViNayakam: Don’t you think that
the individuality of the artist also should
be studied to understand his work better ?

Mr. Roy CHowbHARY: Art is the
reflection of the artist's thought. There-
forg, how can you dispense with him
unless the effort interferes with your con-
venience. - But have you considered the
point that it might lead to an intrusion
into other’s time. How many people can
waste their energy to satisfy such a curios-
ity. Some, people look rough outside and
to , investigate his _soft corners within,
needs a sympathetic attitude and patience
as well. We live in a world of speed.
Everything moves on a pre-arranged plan.
As such the quick conclusion is arrived
at a glance and that is final. What you
are driving at is, an inquisitiveness for
analysis. We do not need that now.

MRg. ViNavakaM: How do you analyse
values of colours and forms and what are
their psychological reactions ?

Mgr. Roy CHowpHARY: All values are
inter  dependent.  So are colours and
forms. Colour can scream if it touches
undesirable shade or ignores harmonious
adjustments with its neighbours. The
forms are built up by lines and propor-
tions. Any wrong calculation is likely to
create a jarring effect. Reaction of the
good or bad result depends upon mood,
temperament and receptive quality of the
person on whom works of art are expected
to react. If the sensitive organs are dead-
ened or paralysed on purpose, all expecta-
tion should be nil. Our sensitive organs
have been paralysed by coincidence or
purpose. What we need is treatment for
the same and the medicine is sympathy

16..
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A Study in Pastels
AP S(m.l/mnamj

Once upon a Time

Mrs. Krishnaswam,\'
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Sivalaasya

T. V. Rathnam

Ro“ing the Road
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Tulasi

M. Kris’mamurthy
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Siva Thandava
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Village Mata Temple
M. Murugesan




After the bath
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Reflected Lights
H. V. Ramgopal
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Mr. Vanziest

K. Sreenivasalu

Moplah Country

V. Sivasubramaniam




Their life lies in Querries

M. G. K Gokhdle

Bazaar Comer

G. D. Al Rgj
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k Peter's Denial
K. C. S. Panicker




Fisherman

Bhageswara Sarma

Stealing the Mangoes
P. Sreenivasalu
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Labourers
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Circus Touch
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Portrait in Pastels
ICAEs Rajeswaran

The Ship
K. Gopalan




Portrait
Surya Prakash Namdev

Returning from work

P. Mahalingam




Poster (Food)
R. S. Vinayak

Bereaved Rudra
T. V. Rathnam




Cobbler
M. K Seshadri

Mud House
K. C. S. Panicker
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Queen Pharinick

Vasan

Karthigai Snanam
K. Subba Rao




Siva on Mount Kailas
RISING Murlhy

Vrajal(ishore
T. V. Rathnam
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Age of Re-collection
]. M. Hussain

Municipa] Pmi]ding
N. J. Nalavalla




Front view of the Art Ganery.
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R, BALASARASWATHI
N. 28586
- Ye Prema
Telugu Papayee
N 28548
Aa Thotalcnokati
S. RAJESWARA RAO
Oho! Vibhavare

PRAYAG & PARTY
N 28625
Pamu Pata ‘harmang ada)
.2 Parts : Ballad
N. 2¢569 & N. 28570
Balaraju Ballad—4 Parts
P. BHANUMATHI
From Gemini’s
(“ Strange Brothers ")
g N. 28130
Lacdu Laddu
2 Parts

i Kitchen.Song
{ also N. 28131 to N. 28133

Songs Hits from
and

M. R. A. productions’
“ Mana Desam’’

GHANTASALA ., ..

~Bharani’s ““Laila Majnu”’

i

M. S. SUBBULAKSHMI
N 28(70
Ithanai Nal Ana Pinnum
Manilathai Vazha Vaikka
N. 28050
Yamarinda Mozhigalilae
| Senthamizh Nadu
Vazhia Senthamizh
N. C. VASANTHAKOKILAM
N. 28059
Adu Rattae,
En Thai Vazhga
N. 28575
Sundari Nannu
2 Parts ;Begada)
M.M. DANDAPANI DESIGAR
N. 28124
Inbakkana—2 Parts
N. 28123
Vaishnavan Enbon—2 Parts

(Tamil versien of
** Vaishnava Jana Tho"’)
P. A. PERIYANAYAKI
N. 28060
Sundara Kunjitha *
2 Parts (Karaharapriya)
N. 28129

From Shyamala’s ‘Inbavalli®
Yarunnaipolae

Innum Varakkanenae

The Gramaphone Company Ltd.
Calcutta @ Bombay: @ Madras @ Delhi.
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‘The Dance of Shiva

G. RAJALAKSHMI and G. KAUSALYA

The Hindu mythology says that it was
Lord Brahmah, the God of creation, who

. first imparted to the sage Bharatha the art
of dance. Later, Lord Shiva, the Supreme
God, instructed Bharatha, the great dance
of Thandava (Gambira or divine grace) to
Thandu, the chief of his Ganas, and Lasya
(sringara or divine Romance) through his
consort Parvathi. All that is evidenced
from these myths and traditions is that the
art of dance in India has its origin in
religion and that the Hindus have deve-
loped a magnificient system of dance at a
very early date of their civilization. The
four vedas are said to provide the ingredi-
ents for this splendid branch of fine arts.
The subject, sentiment, music and expres:
sion being chosen from the Rik, Yajur,
Sama and Atharva vedas respectively.
Kalidasa in his “ Malavikagnimitra” says,
that the sages of yore regarded this (dance)
to be the most dcar to the hearts of Gods,
the most desirable form of sacrifice. Shiva

himself in his dual form (Arthanariswara) .
cothprises the two aspects of Thandava and

" Lasya.
gunas Satva, Rajas and Thamas. It is the
highest exposition of varying emotions and
feclings. It is the only means of pleasing

through the eye and ear to people of diverse.

. taste and dispositions. Among' the various
namarwpas of Shiva “ Nataraja
us the most and it depicts
Lord of Dance. h
tains a wealth of details which are of
absorbing interest from the point of view
. of theology, philosophy, mytholo usi
sculpture, grammar, dance, ete. '

Ancient Tamil classics, Silapathikaran,
Kalithogai, Divakaram and Choodamant
refer to three kinds of dance, viz., Kodu-
kotti, Pandurangam, and Kabalam. But
tradition ascribes a hundred and eight
varieties of Thandava. However, the

It is the essence of the three

- Shiva

single idea that pervades all these dances
is, more or less, one and the same, i.e., the
manifestation of primal rhythmic energy.

The dance of Nataraja is the cosmic
one that starts the course of involution or
disintegration of the Universe during the
great deluge. The significance of Shiva’s
dance is three fold. Firstly, the image
represents the rythmic play of the Supreme
Being which forms the source of all the
movements within the cosmos. This idea
is illustrated by the arch (Thiruvast) that
runs around the dancing figure. Secondly,
the purpose of the dance is to release the
countless souls of the mortals from the
snare of illusion. Thirdly, the place of
dance, Chidambaram, is within the heart.

Shiva’s dance is ceaseless and eternal.
It is frequently emphasised that the sacred
shrine of Chidambaram (which means cons-
ciousness in the field of maha akasa) is in
reality within the heart, the implication
being that the soul attains salvation when
the vision is turned unto oneself. Shiva is
the source of all opposites. He is the crea-
tor. He is the protector. He is the destroy: .
er. Later Shaivite thought made effective '
use of this three fold aspects in one and the
same concept of GOD. The activities of
; are five fold, viz., creation, jpreserva-

* tion. destruction, illusion and Ssalvation.

_separate poses pertaining to each of i

. - The various dancing poses of Shiva portray
either one or the other of the panchakritya

(five actions). The Apnandathandava;
which is supposed to have taken place at’
Ghidambaram, represents all the five ideas -
in one symbolic form.  Besides, there a?y:?i
panichakritya. . - The_first. pose Kalika
Thandava refers to the act of creation. It
is. also mentioned as Muni Thandava, the
place of performance being the Thambara
Sabha in Tirunelveli: The Thandava-
murthi has eight arms: Three of the right







arms bear the “ damaru™ (drum) “ the
pasa” (rope of illusion) and the triple
tongued shula while the fourth arm is
raised to afford protection to the despair-
ing souls (Abaya Hastha). Of the four
left arms, three carry the fire, the bell, and
the skull while the fourth arm, is extended
with ease towards the right and points
down to his slightly raised left foot. A
sculpture representing this pose is found
_ in the Kalyanasundara Temple in a village

in ‘Tanjore District. The way the Lord’s
head is gracefully bent is as though to
hear the ceaseless music of the drum. The
haughty . bearing figure of the demon
~ (Muyaldka) signifying the ego in man is

depicted in a superb manner. The beat-
ing drum refers to the act of creation while
the Muyalaka stands for the bonds of
earthly life.

Gowri Thandava and Sandhya Than-
dava both refer to the act of protection
and are said to have taken place at Tiru-
puttur and Velliombalam at Mathurai.
Gowri  Thandava is so called since Shiva
of the Universe and Sandhya Thandava
danced to please Sakthi, the Divine Mother
denotes the dance of the evening, the main
feature of the latter being the importance
given to the,serpent. Protection has two
aspects. Human beings by virtue of their
past deeds (purvakarma) are ordained to
‘enjoy or suffer in their life on earth.
Gowri and Sandhya Thandavas represent
pleasure and pain respectively. The diffi-
culty of conquest over the self and the
magnitude of the bliss resulting from that
conquest are thus portrayed. The Philo-
sophic indifference with which the Saiva
Saints viewed both pain and pleasure
deserves universal appreciation. Sculp-
tures representing these poses are found
near Kanchi. :

Sankara Thandava denotes destruction.
What does He destroy ? The mortal frame
of living beings. According to Hindu
theology the soul never dies but on subli-
mation rejoins the Lord in Union. In

the Kailasnath temple at Kanchi a sculp-

‘ture pose depicting this idea is found.

Thirupura Thandava implies the tear-
ing of the veil of illusion. The conquest
of man over the  mummala ” or the three
evils, viz., ego, kama and maya liberates
his soul from the bonds of the world.
Sculptures illustrating this pose are found
in the Ellora Caves.

Urdva Thandava is the dance of salva-
tion. The story speaks of the victory of
Shiva over Kali in a duel of dance. But
the meaning is that those who have firm
faith in His feet will attain salvation of
their soul.

Ananda Thandava embodies all thesc
five activities in one single pose. This is
of particular importance as it suggests the
advance of the Hindu theology towards
Mono-Theism. The theory of the truth of
the Supreme Being which is at once the
cause and effect is metaphorically portray-
ed thus. In Shiva everything has its birth
and He is also the final place of rest. The
Thiruvasi (The arch) represents the
Ombkara (the first sound) while the dancing
figure stands for Panchakshara (Shivaya-
nama, meaning salutations to Shiva). The
left hand pointing to His raised foot shows
the immortal bliss of the liberated soul.
As Shri Anantacoomaraswami describes,
this conception itself = is a synthesis of
science, religion and art. The care and
skill with which the image is wrought has
earned a Universal appeal. Indeed the
master sculptors have created in, stone
and bronze a lively echo of the devotional
lyrics of the enlightened poets. The
anatomy, the ornaments, the pose and
above all the expression of divine mercy
are all so remarkably brought in this
inimitable masterpiece - of art that a
glimpse of its provides a feast to the eye
and lulling peace to the hankering heart.

(““ The Human form is Shivalingam,

The Human form is Chidambaram,

The human form is Sadasiva,

The Human form is the dance of
Shivg "—THIRUMULAR.)
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