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Abstract : Eastern and Western arts and philosophies are distinct
based on different characteristics. Excellence or inferiority is
determined without taking this distinction into account. In this case,
the subject of this article is the background of the transformation of the
human form in Eastern and Western art. These two trends are opposite
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in the representation of the human body in art. There are specific
philosophical and geographical reasons behind this. In Eastern art, the
body comes from a realist perspective, in the West from an idealist
position, while the opposite is established in artistic and theoretical
circles. Western ideas of patriarchal superiority in relation to male and
female bodies are presented in artworks. Their depicted male body is
presented as overly muscular, powerful and heroic. In contrast, the
female body is soft, consumptive, passive, dependent, which is
inconsistent with the normal female-male body. In Oriental art the
man is not exaggeratedly muscular and the woman is not as soft and
graceful as the Occidental conception; both male and female sides are
represented here in their naturalness in art. The conceit of the Western
realist style is actually a widely held myth, which has nothing to do
with reality. Western conceptions of the body are a one-sided
construction of the gross exterior. In the East, the body is not just an
external appearance, but a deeper perception of the body. As a result,
the body image of women and men in the East is not similar to that of
the West. Like in the West, here women are not objects of men's
enjoyment, she is a creative individual being. The male is not the
aggressor here either, the aggressive character with muscular, strong
body. Therefore, theoretical judgment analysis is needed in this regard.
Which was not observed in any study independently. As the present
essay presents a comparative discussion of Oriental art with
Occidental art on the basis of data, the essay can be considered as an
analytical effort, which is expected to promote the distinctiveness of
Oriental art.
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SIS T MERRAT (Vidya Dehejia-1942) @ ©ifef 28q@ ¥ (Darly
Yauner Harnisch) ©Itwa &% Yoga as a Key to Understanding the Sculpted
Body (® JCe1:

We must recognize also the significance of the tradition of yoga and
its inevitable influence upon art. The Indian artistic tradition ignores
the depiction of musculature not through anatomical ignorance or lack
of artistic skill, but because the Indian ideal was the yogic body.
(Dehejia & Harnisch, 1997, p. 80).

@ AfoyEs TRFE I GANFIF HFFACE @R A N g
I SRy FX w9, WYFF AN WS GF TS AN o=
RO IR TR (31 TR 58 SWte @7 3156 T e TE0E, @9t
T (AT TG 97, ©F 5o [GaAe, @7 NS AGTeid FRPsar
OFE AAF-CIAPT A | TS O], OF SEl-ARee e[, S 3
TIRER SR BIREE (7 G ARE 1| (FINE NoAGod (T
sfaffocarys ez sa1 @re i, g e [vey =@ el oF
21 ©F 8 @I JABITIIE (AF DT ST ABETS AFR QAFTFE (-
T € (PO AHow 8 A Sifgd v e=ewe, fFgseny a3 g
“(FOIIE & FA AR | *[F AEH QI eFp=f [T =@ ey wi<fig
WRT-2PIE fREce e M 2w S0 ey g afes ase
2T | ATOTHAT G DAMRE QT ARGS A AFT FCI3 O ey (7T
FF A, IR AF© AR IHA-2TS (T 5 AMF, AR TSGR IWIHTHS
The Art of India &Tg JCeT:

Visual art in India is movement translated into measured lines and
masses. Breath was known as the principle of all living form, It was
therefore a test of a good painter that his figures should appear to
breath. In India art the figures are, as it were, modeled by breath,
which dilates the chest and is felt to carry the pulse of life through the
body to the tips of the fingers. This inner awareness was given
permanent shape in art, for it was daily and repeatedly practiced and
tested in the discipline of yoga. It was found that by the concentrated
practice of controlled breathing, an inner lightness and warmth
absorbed the heaviness of the physical body and dissolved it in the
weightless ‘subtle body’, which was given concrete shape by art, in
planes and lines of balanced stresses and continuous movement. This
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shape, inwardly realized by yoga, was made concrete in art.
(Kramrisch, 1954, p. 27).
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(slitg (A | W SN[ ©F The Transformation of Nature in Art &tg
<
In Western art the picture is generally conceived as seen in a frame or
through a window, and so brought toward the spectator; but the
Oriental image really exists only in our own mind and heart and is
thence projected or reflected onto space. The Western presentation is

designed as if seen from a fixed point of view, and must be optically
plausible. (Coomaraswamy, 1934, p. 29).
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The Greeks made gods of their marble statues of perfectly
proportioned man, In India, the discipline of yoga not only controls the
physical body, but purges and rebuilds the whole living being. The
human body transformed by yoga is shown free not only from defects,
but also from its actual physical nature.

[...] The Greeks took as their ideal the disciplined, athletic physical
body. The Indians took the disciplined state, or subtle body of inner
realization, on which to model the shape of their images. Greek
sculptors were not necessarily athletes, nor were all Indian artists
yogis. In either case, training and environment equipped them with
their own characteristic types and sensibilities. (Kramrisch, 1954, p.
15).
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Art, Obscenity and Sexuality &% JCeTe:

Anyone who examines the history of western art must be struck by the
prevalence of images of the female body. More than any other subject,
the female nude connotes ‘Art’. The framed image of a female body,
hung on the wall of an art gallery, is shorthand for art more generally;
it is an icon of western culture, a symbol of civilization and
accomplishment. But how and why did the female nude acquire this
status? (Nead, 1992, p.1).
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&Y FF (Kenneth Clark 1903-1983) ©1F &% The Nude: a study in ideal
form @ I Il OIAE SIS Ty *AE T T o FACel:

Greek literature from Homer and Pindar downward contains many
expressions of this physical pride, some of which strike unpleasantly
on the Anglo-Saxon ear and trouble the minds of schoolmasters when
they are recommending the Greek ideal of fitness. "What do | care for
any man.?" says the young man Kritobalos in the Symposium of
Xenophon; "l am beautiful.” And no doubt this arrogance was in-
creased by the tradition that in the gymnasium and the sports ground
such young men displayed themselves totally naked. (Clark, 1956, p.
23).
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It symbolizes the heroic male body — powerful and in, as well as
under, control. In his analysis of the violent fantasies of the men of the
German Freikorps, Klaus Theweleit has demonstrated the complex
psychic compulsions associated with this image of the hard, insulated
male body. 25 Within Freikorps ideology, the body of woman is
perceived as unstructured. It represents the flood, the human mass; it is
soft, fluid and undifferentiated. The warrior male insulates himself
from the threat of dissolution into this mass by turning his body into an
armoured surface that both repels the femininity on the outside and
contains the ‘primitive’, feminized flesh of his own interior. (Nead,
1992, p. 17).
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Greek confidence in the, body can be understood only in relation to
their philosophy. It expresses above all their sense of human
wholeness. Nothing that related to the whole man could be isolated or
evaded; and this serious awareness of how much was implied in
physical beauty saved them from the two evils of sensuality and
aestheticism. (Clark, 1956, p. 24).
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To fabricate the first woman, Zeus assigns each god a task—hence the
new creature’s name is Pandora, “she who was a gift of all [the gods],”
or perhaps “she who received from all [the gods] a gift.” The job of
shaping the first material goes to the divine artisan Hephaestus, who
must mix earth with water and give the clay the seductive appearance
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of a young woman ready for marriage—and his models are the
immortal goddesses. At this point his job is done, and around this
marvelous automaton the other gods begin to busy themselves, each
one ready to contribute with their own specific skill. Athena attends to
the woman’s education, which in the ancient world essentially
consisted in teaching her to work the loom. Aphrodite busies herself in
giving Pandora an irresistible charm, pouring over her head that
delicate grace (charis), a seductive submissiveness, that provokes
torments of desire. But the ambiguous power of eroticism is not the
only evil component in this first bride’s trousseau. To finish off the
wicked work of Zeus, in steps Hermes, whose job is to give Pandora
“a bitchy mind [kyneon noon] and a thievish nature.” And so Zeus’s
instructions come to an end. (Franco, 2014, p. 2-3).

TPTel, (GRfes To/ G pR@RTerR e SiF [RE0y Mo S (A |
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Of what exactly does this contribution requested of Hermes toward the
making of woman consist? What does Hesiod mean when he attributes
to Pandora the temperament of a dog and a strong propensity to steal?
Concerning the deceitful and thievish (epiklopos) nature of women,
we don’t need to look far for explanations, since other passages in
Hesiod’s poems clearly illuminate his opinion on the matter: for a
husband, a woman means another mouth to feed. In a rural economy
based on male labor, woman is the parasitic element that uses up the
supplies stored away with so much toil by the men. In Hesiodic
morality, founded wholly on the necessity of agricultural labor,
woman constitutes an unproductive element. To cultivate the fields
means to earn a living through honesty and justice, and so, those who,
like a wife, eat bread without having plowed, reaped, or gathered, live
by robbery. It is in this sense, then, that Pandora has the soul of a thief.
And naturally, Hermes is the one who gives it to her, since he is the
thief of Olympus, the patron god of thieves and the protector of
scoundrels. (Franco, 2014, p. 3).
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PR CRVPT RETEE FIACE Torgio 41 205z A Tore Shgs 9 |
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A, erom Fefelioa RIEERT 4T @@= 2 (Helen King 1957)
o Hippocrates” Woman: Reading the female body in Ancient Greece <INF®
&Cg qCeTe:

Homer’s Agamemnon says that nothing is more like a bitch than a
woman (Od. 11.427; Vernant 1979: 105). The domestic dog is
comparable to woman in Greek thought, being a predatory beast taken
into man’s service, hovering between wild and tame (Redfield 1975:
193-203): as we will see in Chapter 4, the unmarried girl in particular
was seen as naturally wild, ‘untamed’ (admés) and ‘unyoked’ (azyga),
to be domesticated into the service of culture. In Aristotle, the dog is
explicitly seen as an animal sharing some qualities of humanity. For
example, in bitches, swelling of the breasts shows they are ready for
intercourse ‘just as in people’ (HA 574b14-16). (King, 1998, p. 24).
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1948-2023) ©1F &F Art, Desire and the Body in Ancient Greece & SC&:

The ancient Greeks were, in actuality, thickset and sturdy, with
relatively short lower limbs, judging from the osteoarchaeological
material, which in no way coincides with the idealized representation
of the human body in Greek sculpture, or indeed with the idealized
form of the literary sources. (Stewart, 1997, p. 12).
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Former begins with the belief that although no individual body is
satisfactory as a whole, the artist can choose the perfect parts from a
number of figures and then combine them into a perfect whole. Such,
we are told by Pliny, was the procedure of Zeuxis when he constructed
his Aphrodite out of the five beautiful maidens of Kroton, and the
advice reappears in the earliest treatise on painting of the postantique
world, Alberti's Delia Pittura. (Clark, 1956, p. 13).
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T (T G0 FSRS (Ferel Wi (37 [{Ewre SR uf2 oiee 2330 |
*JAACEE e Qe oy ST fdra enifufes sifqse age Ffices 1 |
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257 TAIIT ¥4 LN (FH | ©I2 =9 (FI12 Ol IR0 €77 7 | MR-
AR T AR TE G TR et e e Seefaa
@Y QA FE T4 o Faee! Rrifte Tz gt oR IR
ePpe T GOIR (MR | (T (TRCF ST ICAR ©F e e, A,
SR AL T | O O GIF-SI ¢ WYRCTE [TF R 9INR AR A
T *A9 | FRE AT S erere 2w [fey 9o otwid ¢ *feq
Sesfege fReas Fga F@eR | Wil meefRRT o The Body Adorned:
Dissolving Boundaries Between Sacred and Profane in India's Art &% JCeT:

The Purusha-sukta pictures every manifestation of power in creation as
having emerged from a specific part of his body. The moon emerged
from his mind, the sun from his eye, fire from his mouth, wind from
his breath, space from his navel, the world of gods from his head, and
the earth from his feet. In this manner, even Vedic imagination appears
to have visualized a perfect bodily form as the source of all beauty and
power. (Dehejia, 2009, p. 18).
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As scholars around the world agree, the human body of any tradition
of sculpture and painting—»be it Greek, Roman, or Renaissance—is a
social construct and not a reflection of life as it was actually lived.
Greek sculpture and vase paintings depict nude males, tall and
muscular, fighting, competing in sports, and taking part in city
processions. But as Andrew Stewart points out, “Not only did Greeks
not fight or go about the city naked, they did not look like their
marbles and bronzes either. (Dehejia, 2009, p. 34-35).

QARG TR (FIe12 XS T Afeweaa Figa ek 906 1, o1 gy
JBICE RONE AWM TAMOIE2. (FACE T | QM (RO
FRCIZ 67 @ PGSy ATl I fTfel Iz oiwa Fgast | @2 Semt
BT A Sy Ao A QAR SLPRA (@l Aoy g AT
T OItME WEBIAE AT PR AT (TR oW B IR | (TN
2 ¢ NEMIES 47 FEF A & O Ageiigs sF [oF
S50R (AF Sob A A8 NRHAfavieicra mikicy A Jo egeifgs &
ST (Sir John Hubert Marshall CIE FBA 1876-1958) ©1F The Monuments
of Ancient India FINF IH=T B ST o I8!, &=, Mgt Tonfa
RCETer S0 | GTAT Greek and Indian ideals e fofe IcaT:

Hellenistic art never took a real and lasting hold upon India, for the
reason that the temperaments of the two peoples were radically
dissimilar. To the Greek, man, man's beauty, man's intellect were
everything, and it was the apotheosis of this beauty and this intellect
which still remained the keynote of Hellenistic art even in the Orient.
But these ideals awakened no response in the Indian mind. The vision
of the Indian was bounded by the immortal rather than the mortal, by
the infinite rather than finite. Where Greek thought was ethical, his
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was spiritual; where Greek was rational, his was emotional. And to
these higher aspirations, these more spiritual instincts, he sought, at a
later date to give articulate expression by translating them into terms
of form and colour. (Marshall, 1962, p. 588).
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ORI (Tarandatha 1575-1634) 19 The history of Buddhism in India &g
AP JCeT, @3TTT foaa ¢ Sr%y GreiGiR qBFTTe ([ RS aF©
I8 ¢ @ tofx g

In the ancient period, the human artists possessed miraculous power
and their artistic creations were astounding. In the Vinaya-vastu etc, it
is clearly said that the statues made and pictures drawn by them
created the illusion of being the real objects. For about a hundred years
after the parinirvana of the Teacher, there were many artists like them.
(Taranath, 1980, p. 347).
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SRS P8 qeere T ez | G SRS T ' (T ¢ 70
TR, @ G At e RifFe @a SR e I AT 8ot
AT (T QT ARCER APBTIE @3 (AT (O TS | @R eI
PN TSI ABIF IR Mrerd Lerel Taire MG S |
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1% FTrel ¢ TGS ARG G (WS Aere FACR I |
T BT ©IF The Industrial Arts of India T8 WX T3 NG (712 A0
TS WTeTe SCAFGT T4 T2 @F I (T, (@A Hgar feefs
(ATF T& YFCS (AIRACE CT OFT C*fgd wFeld =i+ [@0TR:
The monstrous shapes of the Puranic deities are unsuitable for the
higher forms of artistic representation; and this is possibly why
sculpture and painting are unknown, as fine arts, in India. Where the
Indian artist is left free from the trammels of the Puranic mythology he

has frequently shewn an instinctive capacity for fine art. (Birdwood,
1880, p. 125)
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Who is this strong, erect woman who holds herself so proudly and
gazes directly at the viewer? She provides a total contrast, for instance,
to the roughly contemporaneous and celebrated images of Greek
Aphrodite, whose slight stoop and inwardly curved body suggests
vulnerability, who avoids eye contact with the viewer, and who uses
her hands to cover her genitals and breasts. 10 Like the Greek deity,
this figure is the product of a strongly patriarchal society. (Dehejia,
2009, p. 24).
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(Okakura Kakuzo 1863-1913) (IS <C=1C=, “Eastern Asia from the West,
Buddhism—that great ocean of idealism, in which merge all the riversystems
of Eastern Asiatic thought.” (Okakura, 1920, p. 4) | @avemca fefe
(@ife IR Sifgs TomeT B9 | Stad A9 Sadaced “afe 2@ @ |
OIFEH @-ATE AZCF @I I(E TSI I(F, AT A Toefeq I ©F &
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The male figure portrayed on the temples, stupas, and caves of India is
smooth, slender, and pliant, with body hair noticeably absent, and
displays an idealized gender portrayal characteristic of the Indian
tradition. It is a far cry from the musculature of Greek and Roman
statues poised in action and, in this respect, bears a closer resemblance
to the traditions of China, Korea, and Japan. The term “beautiful” may
be applied to the portrayal in art of the Indian male physique, with its
gentle oval face, elongated eyes, and full lips, set off by long hair
pulled back into an elegant knot. It bears repetition here that the
literature of India employed equally for men and women... (Dehejia,
2009, p. 46).
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