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5y Such has beem, and is still being, writtem about the influence of

-
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the west on oriental art, 1t dates from the expedition of alexander the dreat
and 1% can be followed throughout the centurieg, Sut though 1t may have ,
ndergone the influeuce of western models, oriemtal art has Leveorehadass- b
Sieft 1ts mark on the xxx af different oranches of the art of many buropean
. A countries. isminent scholars bave already 0SEUN tO explore LAS new Toad.
: Their resefeh has provided sufficieht proof’ of the part played by the Moslem
. world, 1o the light of this new perspective we can bet.er understand that
K art is not hermetlically sealed and that creastive influences are mutual.

The influence of Moslem art sxtends over = very wide field,
It was not only manifested in the Mudejar art of Spain from the end of the
eleventh cemtury, well before the fall of Grapada, but also in France
partlcularly the churches of the Wesgt, Centre and South in the eleventh and
twelth centuries ,by %he introduction of .a certain number of architectural
Botlves and decorative themess Such are, for ingtance, the horse-shoe arch
with areh stones of two ¢olours, the trefoil or polyToil areh, the pisrged =
modiliion, the Kouffic Yetters.and LartICUTEFly the rib—vaulting of inter-
secting arches, one of the most origlnal iaventicngand which detes in its
most perfect Torm from the Xthe century in the vordova Hosque. +his type
of vaulting which is cftenest found 1n hispeno-soslem art of the 1lth ang
the greater part of the 4i3ih centurles aocd which inspired Choristian erchitecis:
48 of Urlental orl in. It 1s true that the rib-vaulting ¢f tne Jjdums Loggue
of Isfahen and the kaugcleun of the Sultan candjar ati Bery are later than
those of Cordova, but thelr sureuess and skill prove that they were not the
first of thelr kind.

it is no longer possible to ignor g the X ENCHB. 4 the zame
we ought mtl:éﬂ fnrgat.bth.at these Moglem alﬁ%ﬁ’f HH’F%% (& 'Ewﬁgﬁﬁim“
in 2 new s§ling as part of an art very different 1o intentions from that
which had fathered them. We can slso trace the influence of Urientisl art
on the work of several Buropean painters. As early as the fifteenth century
the "Adorationgof the Mages" by Paul de Limbourg, Gentlile de Fabrigno and
Senozzo Gozzoll ghow striking paraliels with the miniatures of the
dynastys LEven the Kouffie characters wers used ms decoratively, as in the
¥ nems of the garments im Glogto's "Flight into Lgypt® and Fra Filippo'Rippi's
\ “"Loronatlion of the Yirgin", Moreover we have seen that Hembrandt copled
o more than once the Grand Mogul miniatures., §gtﬂall this 15_11m1ted o
% euperficlel Dorrowing snd does nol spring from, griteb.® soslem aestheilc
which finds its consumsation in the arabesgue, the most pure and expressive
form of art ever known, For the fulli apprecistlon and understanding of this
S we had to walt for the twentleth century with its abstract and non-figurative
i art. Thus it 15 that the abstract art of & .gFicagso and an arabesque panel
?ﬂg Dear a siriiiug ressemblance, The Hoslem artists gtarted by drawing ﬂﬂh
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“fhm paturefthelr decorative aiemqnt&ﬂ and thoeu ag their ari evolved tney
gradually forbsd all representation borrowed from the matural universsq

rf;& And so this progression towards the abstract, towards the absolute
which a5 it were, sumsed up in the three styles of Samarra, shows us
that thisg rigorous purificatiom is rather the result of asesthetico-mpeta-
physlcel necessity thap religlous interdiction. Anc so the arsbesque came
into being; an interplay of limes which is self-gufficient. The most rapid
glance 1s enough to show uz its ressemblance with the art of Ficasso, the
first great countemporary masgter of abstiract art, This is not a guestion of
chance. We ghould particularly remember that E ig Spanish and as such Eay
be descended from the Moors, it =xls possible,in hig veins flows the
blood of some distant OUrlental ancestry. as Gulllasuse Appolllinsire once
gald, only a Spaniard of this &tock could glve himseli up %o "the demon of
abstraction®.

Lany styles of arsbesque decoratiom, the calligraphic composliions
of the different forms of letiers, and the designs of carpets xkmm polnt to
an sesthetic conception whlch many an abstract or non-figurative artlst has
tried to realise. At this poilmt I would like to draw your atiemilon o &
fragment of Turkish orpamentation of zoomorphlic orlgin with the dispositiom
of its interlacing patterns, firstxafxaiixim & calligraphic composlition, and
finally a Kilim from the of Tchifteler. Ey it8 rhythm and linear
movement the firet reminds,cf “The Dance® by HatWisse, while the other two
in their unadorpned expressivity are reminiscent of certaln paintings by |
¥lee mund some of the youmger sbatrmets. In-reo far gf the spirit and pripeiple;
of theps sorks are concerned, we find the ssie ambltlons realisecdj & hatred
of naturalism the stylisatlon of plastic elemeuts and & passion for abstract
forms. It was only Guring the perlod of 1te decadence that the art of islam
fell intc naturalism, ==

Thus the interdepsumdance and recomciliaticm ol the nations was sf
effected 1o the Tield of the arts long vefore that of “pulitical and social
sroblems., As M. HEmile kfile, writipg of Mudejar art in Bpain, 50 aptly puts
it; "The charm ol opalin is that 1t 1s the place where East met West, They
fought one another furieusly, but thelr arts fell im love and married.”

And so we should bessr in mipnd that a mutual understanding of the
arts of different countries will open up a most hopeful perspective, not
only for the developement of art, but also for the peace of humanliy.
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