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DISTORYION OF PEGSPECTIVE IN OREENTAL AND MODEMN ART
ﬁﬂ.ﬁilﬁm ¢ BULEND ECEVIT

Distortion of perspective is, more or less, a common feature of Oriental BT 1
It eannot be explained awey os & mere logk of skill, for there mre sufficient
expuples, to refute such en assusption, of the command of several Oriental crtists
over perapective.

When it is not due to a leck of skill, distortion of perspegtive is attribuotable
either to traditionm or te wvorious motives which the artist may consciously own,

In the case of Oriental art, tradition may sppear as the main cause of the
distortion of perspective, for, after all, widely established and rigid traditions,
rather then personal innovations, have been the dowinant factor in shaping the course
¥hich Oriental art has followed through the centuries.

However; traditions also generate from certain prisary sotives,-although these
@otives mey mo longer be remembered once they have been developed into traditions.

What these primary motives bave been in the case of the distortion of perapective
in Oriental art, is & matter for art historiamns to find out., Yet an atteapt at guessing
whtt these motives might have been should not be regarded as futile, for such an
attempl should at leagt point to certain possible ways of explanntions

Considering first the uses of perspective and then the circumstances in which
Lthese uses might become a hinderance rather than an advantege to the artist, seems
ito he n procticn] method of making such an attempt.,

Perspective is, primsrily, a mesns for introducing third dimension into a picture
by bringing out the distance, and, consaquently, & means for the representation of
objects us situnted in a given space and as they wppear from = given angle.

These two uses of perspective tre, of course, of great value to am artist who
aias st objectivity and who regards the process of creation ns an impersonel fuanction
a8 far as the result is concerned.

it to en ertist who aims at subjectivity and for whom the process of creation is
a personcl, or even an intimate set of self-expression, perspective may become s burden,-
unleas,; =8 in the cazse of Paolo Ucello, he regards perspective not as & means but ss &n
end in itself, thereby inecorporating it with his own aystem of thought. But then, as
csn slso be observed in Ucello's case, one would mever know when such an ertist might
intenionnlly take liberties with the rules of perspective.

In the art of peinting, subjectivity would gemernlly tend to clash with the sense
of distance, Because it is distance, cfter all, that tokes ebjects cway from us, pleces
them out of our reach and forces us to give in to the reality of an external world.
When en introvert uwnwillingly gives in to this reality and retains the sense ol
distance inspite of himself, he feels himself unbearably detached snd lonely in the



world,-hence, I think, is the deep sadness that pervades the convezsos of so meny
surrealirta who seea to take an almost mpfchistic pleasure in mgticulously applying
the roles of perspective,

Subjectivity iz also bound to clesh, sooner or later, with one's own wvieoal
perception. Hecause introverts, who generally ineline to subjectivity im ert, have
en avareness that surpansses their physical faeuliies of perception. This, I think,
should explain their tendemcy to represent objects from as many cngles as they
possibly cen on & eonvass, regurdless of the limitations of their visual perception.
This tendency to represent objeets from several angles &t once, noturally results in
the distortion, or even, at times, the negation of perspective.

Such conscious distortion of perspective cen , therefore, be regarded us some
gort of a Berkeleien tour de force to evade the obstacles befare subjectivity in art.

An joverted perspective is finelly developed if samdwhen the distortion of
pergpective is carried to the extreme.

Perhapa the best psychologieal explanation of the inverted perapective was given
by Rebindranath Tagore, when he sanid, in one of his aphorisms, that ''in the heart's
perspective diatent looms large.'!?

In other words, whan the inverted perspective is applied, the true point of focus
in & puinting is the painter himself (or, as the Poet woul rcfa:}éz say, the artist's
heart). Therefore, the parsllel linés converFe in the-perinter's ecyes, whereas, 1if g
norsal perspective were used they wouald heve converged at s digtent point in the
plcture iteelf.

Where introspection leads to mysticism, ce it so often does in the Orient, the
iaverted perspective could serve o double purpose,=—that of ensbling the srtist to
represent objects without giving in to the limitations of his visual perception,
and, that of enabling him to represent the external world &s a mere efflux of his
own gelfl.

Although this mey huve been the motive for the adoption of distorted or inverted
perspective in the Orient, it hes no doubt deviated from its originel purpose by
stagnating inte & rigid tradition, and has been reduced #mto a merely decorative
elenents

1tz adoption by severul contemporsry puinters in the West, however, in this age
when » tend-ncy for introspection snd subjectivity is stronger than ever in the world
of arty has given new impetus to distoried perspective nnd hes restored its original
PUrpose .



