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Abstract - Considering the vast nature of African and Indian cultures, with its tremendous diversity of topography, people, 
dialects and traditions, the music of Africa and India is barely known abroad.  Indian arts about the aesthetic flavor of any 
visual, literary or musical work, evokes an emotion or feeling in the reader or audience that cannot be described.  Whereas the 
uninitiated might tend to regard African and Indian music as homogeneous, it is essential that any such notion be rejected. A 
large portion ofAfrican and Indian music has been transmitted from one generation to another through an oral tradition, the 
performers and composers of African and Indian music.  Gerard Manley Hopkins, a priest-poet of the nineteenth century, is 
renowned for his technical innovations and originality of style.  Gerard Manley Hopkins remained almost unknown as a poet 
during his lifetime, even many years after his death in 1889.  His Aesthetics is different from that of the Victorians as it is a 
poetic principle that attempts to reconcile the immanent and transcendent aspects of the ultimate being.  In the theories of 
Indian poetics, ancient scholars state that the effectiveness of a literary composition depends both on what is stated and how it 
is stated (words, grammar, rhythm), that is the suggested meaning and the experience of rasa.  Among the most celebrated in 
Hindu traditions on the theory of poetics and literary works, are 5th-century Bhartrhari and the 9th-century Anandavardhana, 
but the theoretical tradition on integrating rasa into literary artworks likely goes back to a more ancient period. This is generally 
discussed under the Indian concepts of Dhvani, Sabdatattva and Sphota.  Many non-African musicologists have attempted to 
notate, classify, analyze, and document African melodies and rhythms, but the methods and procedures employed remains a 
matter of experimentation and controversy.  A study of Indian and African structures must pay direct attention to broad range 
of components, like instrumental, history, metaphysics...etc. But when we think of value addition for the survival of the artists 
and promoters of these cultures, considering socio-economic and environmental barriers, it is the need of the hour that one 
should understand the significance of creating more value and interest for these cultures. This in-depth review examines the 
proximity of how important is it for the African and Indian Aesthetics to transform and diverse their heritage in creating more 
value with the help of management strategies in enhancing the value for these Aesthetics in a more professional way. 
 
Keywords - India, African, Aesthetics, Traditions, value addition, survival. 
 
I. INTRODUCTION 
 
“Critical art is an art that aims to produce a new 
perception of the world, and therefore to create a 
commitment to its transformation. This schema, very 
simple in appearance, is actually the conjunction of 
three processes: first, the production of a sensory form 
of 'strangeness'; second, the development of an 
awareness of the reason for that strangeness and third, 
a mobilization of individuals as a result of that 
awareness” Jacques Rancière, Dissensus: On Politics 
and Aesthetics 
 
Study on transforming aesthetics with management 
strategy is a very recent approach and not gained much 
scope for the researchers and academicians.  However, 
contemporary approaches of managing the aesthetics 
have taken little advantage of insights like, lack of 
compatibility between current profession and the 
longer-standing traditional approaches from the 
demands of dealing with the large-scale environments 
that need to be considered in management decisions 
today.  Aesthetics, as explained by the oxford 
dictionary, is “a set of principles concerned with the 
nature and appreciation of beauty.” It is an important 

component of any form of Art, be it fine arts, 
performing arts or others. “Aesthetics discusses what 
is beautiful, interesting, exciting, uplifting, and 
entertaining in such art-forms as music, painting, 
drama, sculpture, literature, and dance, among others” 
(Pudaruth, 2016).“Aesthetic preferences are 
expressions of the taste of the observer, not statements 
about the object, and Hume thinks the wide diversity 
of opinions about art that we find in the world is 
confirmation of this fact” (Graham, 2005). Here it can 
be seen that aesthetics or what one perceives as 
beautiful can be subjective and depends on the taste of 
the observer. Thus, aesthetic judgement`s are simply 
what appeals to one. 
 
According to Pudaruth,(2016), “aesthetic, or “rasa,” is 
experienced directly through, primarily, the sense of 
hearing and, at most, the sense of sight, in a 
disinterested contemplative manner”, thus, it can be 
concluded that it is through their senses that the 
audience perceives beauty.  Graham (2005) states that 
what makes art valuable is the fact that “art is a source 
of pleasure or enjoyment” which he describes as 
‘aesthetic hedonism’. The 21st century knowledge is 
rapidly transformative. Classroom management 
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principles are based on several theories, approaches, 
and strategies. However, there are other behavioral 
management principles that could not be globalized 
due to the impact of few cultural issues and 
expectations. In order to promote social justice for all, 
when implementing classroom management principles 
and plans, we need to learn more about and address 
those cultural issues and expectations. Aesthetic 
concepts were introduced later in the 1700’s by Gilpin. 
To the concepts of the beautiful and the sublime, he 
added the idea of the picturesque. Central here is the 
role of “roughness” or ruggedness. Hipple (1957) 
believes that “roughness affords greater variation. . . 
the taste for the picturesque is a taste for a greater 
measure of complexity and intricacy than either 
beautiful or sublime affords”. Aesthetics and Visual 
Cultures enables students to engage with a range of 
artistic and cultural practices including the visual arts, 
performing arts, film and video. It enables you to 
understand the histories and theories of these practices 
in an Indian as well as international context so that 
students are equipped to work within the wider field of 
arts and culture as museum/gallery/festival curators, 
researchers, policy makers, consultants or 
entrepreneurs.  This paper reviews on how important 
the introduction of management principle in these 
unique learning and teaching approaches with the 
combination to be more competent enough to be 
prepared to face the global job market.  The author 
intends to highlight on inculcating these cultures and 
arts along with the management program, which may 
help aspirants to gain more knowledge and skills as 
employability skills and update themselves to be 
prepared to get in to good profession.  A sound 
theoretical understanding of relevant disciplines with 
active studio/practical approach, as well as internships 
and projects with art, cultural institutions along with 
the corporate will provide students with a deeper and 
first-hand understanding of the cultural ecology. 
Rather than following a conventional Art Historical 
framework, the course is attentive to the requirements 
and possibilities of our contemporary world, which is 
in constant flux and needs inter-disciplinary methods, 
and creative thinking to address social and political 
issues through artistic or cultural practice.  The 
students need to be actively encouraged to undertake 
individual research and have the opportunity to work 
on research projects involved with the institutions and 
corporate in various capacities.   This will empower 
the students with the: 
 
 Ability to understand and apply research methods 

from Art History, Cultural Studies, Oral History, 
Anthropology, Critical Geography and 
management. 

 Ability to critically read, think and write about 
artistic practices with an informed viewpoint. 

 Acquire historical and theoretical understanding 
of art and culture in its varied forms. 

 Ability to integrate theory and practice in 

meaningful ways 
 Ability to devise new modes of ‘knowledge 

production’ through artistic and curatorial 
practice help acquire, enhance and update on 
employability skills. 

 
One of the recent examples is Ms. Bani Anand, a 
young entrepreneur makes her mark in aesthetic and 
cosmetic industry: Bani Anand, a Bengaluru 
(Bangalore) based entrepreneur heads Hairline 
International that provides services like electrolysis, 
slimming, hair transplantation and hair weaving. The 
Institute was established in 2010 with an aim to tackle 
hair problems. In just 4 years since its inception, 
Hairline International boasts of a turnover of nearly Rs 
42 million with just 6 centers in Bengaluru, the capital 
of India's southern Karnataka state. When Bani came 
back to India after completing her Degree in 
Marketing from Xavier's in Mumbai and an MBA in 
Marketing from UK, she realized that a more holistic 
approach is required to tackle hair problems (TOM, 
2010).   
 
Another innovative step taken by Mahatma Gandhi 
Institute, Mauritius, is incorporating the Asian 
languages (Hindi) with the management program 
(Tourism).  The introduction of Management Studies 
with Asian Language and Culture should definitely 
enable the students, as a product of MGI, to be fully 
equipped, multi-disciplinary, and competent enough to 
analyse the business dynamics in and between Asian 
Economies as well as those associated cross-cultural 
settings.  The core modules of the program empower 
the students of MGI to develop a holistic view of the 
different functional areas and the business 
environment in challenging conventional thinking in 
pursuit of original ideas. It is a unique combination 
and integration of academics at MGI, and these 
courses and the curriculum definitely addresses 
today’s business environment by maintaining both 
academic and cultural demands of country like 
Mauritius to compete globally (Week-End, Jan, 2017). 
The present study purely intends to review the 
importance and the applicability of incorporating the 
concept of management in Indian and African 
Aesthetics, contributing to the existing literature and 
their perspective on the reality of implementing these 
approaches across the globe.  Many of the classroom 
management theories and approaches faced some 
cultural barriers that hindered the implementation of 
some core management principles in different areas of 
education. The author expects to enlighten the 
knowledge on the importance of incorporating Indian 
and African Aesthetics along with management 
education in creating more employability skills by 
preserving the culture, which is a need of the hour.   
 
II. LITERATURE REVIEW 
 
In Africa, with its vast array of cultures and tribes, 
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women have a long history as players of diverse 
musical instruments. Obviously, any discussion on 
this topic presents a formidable challenge; even today 
there is an estimated fifteen hundred to two thousand 
different African tribal groups, and much research 
remains to be done.  Throughout Africa we find a wide 
variety of music for the events of everyday life. Music 
for entertainment usually ranges from highly informal 
performances to more theatrical presentations, such as 
the chikonaof the Venda of South Africa. A circle of 
men playing vertical flutes perform music in hocket 
while dancing counterclockwise around drummers, 
who are mostly women. This custom challenge the 
claim made in some Western sources that women do 
not play drums in Africa. Musicologist John 
Rublowsky did a detailed study of music making in the 
highly organized and stratified West African kingdom 
of Dahomey, which by the eighteenth century had 
become one of the principal suppliers of the 
flourishing slave trade. Linda Dahl challenges some of 
Rublowsky’s conclusions regarding the participation 
of women in the early guilds in Dahomey society. In 
her book Stormy Weather: The Music and Lives of a 
Century of Jazzwomen, Dahl contestedRublowsky’s 
observation that only male performers could play 
drums. The probability of patrilineal musical 
instruction is supported by African musicologist J. H. 
Kwabena Nketia: “The transmission of roles from 
father to son is quite common . . . specialization in 
musical instruments tends to run through families or 
households.” 
The inherently musical and rhythmic nature of most 
traditional African cooperative and individual work 
may account for the link between music and economic 
life. A smith’s pounding hammer or bellows are used 
to create musical effects. Women sharing a mortar (for 
pounding) touch pestles between strokes to create 
syncopation and complex cross rhythms; or fishermen 
may take the natural rhythm of their paddles and 
develop rhythmic and tonal variety by tapping the 
sides of their canoes to accompany their songs. Every 
available material is used (ivory, bamboo, wood, skin, 
metal, gourds, horn, vines, grass, stone, etc.) to make a 
variety of beautiful music. The most primary 
instrument, the human body (dancing, stamping, 
clapping, and singing), is frequently exploited. 
Stamping with feet serves to supply dance rhythms 
when drums are not used. 
 
Attitudes adopted regarding the music people produce 
within a region and period of time reflect other social 
dynamics. Establishing dominance over sectors of a 
population to facilitate economic supremacy is 
likewise one of the basic premises upon which sexism 
and racism are grounded. When European warriors 
began to claim southern lands for themselves, both sex 
and skin color became factors belying “religious” 
concerns. In her book When God Was a Woman, 
Merlin Stone writes: “Mythological and archeological 
evidence suggests that it was these northern people 

[Indo-Europeans bearing the name maryannu] who 
brought with them the concept of light as good and 
dark as evil (very possibly the symbolism of their 
racial attitudes toward the darker people of the 
southern areas) and of a supreme male deity. The 
emergence of the male deity in their subsequent 
literature, which repeatedly described and explained 
his supremacy, and the extremely high position of 
their priestly caste may perhaps allow these invasions 
to be viewed as religious crusade wars as much as 
territorial conquests.” 
 
African Studies in the United States today have moved 
beyond dispassionate inquiry and the history of 
Africa’s music is evolving beyond the antiquated 
perspective that considered it largely a subject fit only 
for speculation by idle minds traveling through strange 
exotic lands. Sweeping assertions of this kind can be 
made at the end of the twentieth century. This is 
because, for Westerners, Africa no longer seems 
remote; that is, if distance can be measured by levels 
of scholarly inquiry or the intensity of emotional 
involvement. For millions of Americans, an African 
heritage exists to be acknowledged and claimed and 
this is true of numerous other cultures too, wherever 
the African Diaspora has reached. 
 
Considering the vast nature of African cultures, with 
its tremendous diversity of topography, people, 
dialects, and traditions, the music of Africa is scarcely 
known abroad. Whereas the uninitiated might tend to 
regard African music as homogeneous, it is essential 
that any such notion be rejected.  Since a large portion 
of African music has been transmitted from one 
generation to another through an oral tradition, the 
composers and performers of African music evolved 
in a fashion that places much less emphasis upon 
written traditions than European “art music” 
composers. Many non-African musicologists have 
attempted to notate, classify, analyze, and document 
African melodies and rhythms, but the methods and 
procedures employed remains a matter of 
experimentation and controversy.  
 
A study of African structures must pay direct attention 
to a broad range of components (including dance, 
instrumentation, history, metaphysics, etc.) if a 
meaningful perspective is to be maintained.  
Therefore, it is necessary to develop a perspective that 
keeps indigenous African music within proximity of 
appropriate socio-cultural contexts.  These vast 
traditional differences make the African convergence 
that took place within the “New World” all the more 
remarkable. Throughout world cultures, the more 
secretive, insular and closed a society has remained, 
the more conflicts and feuds have resulted between 
families, tribes, fiefdoms, religious sects, etc. 
Likewise, the abundance of mystery schools, secret 
codes, and cryptic symbols we find during the Dark 
Ages in Europe is indicative of the limitations placed 
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upon people’s expression and education during that 
era, despite the presence of a relatively homogeneous 
and uniform culture. Similar trends can be found in 
other parts of the world of antiquity as well as within 
the modern era. The Africans would later develop 
codes of secrecy that would enable traditional customs 
and ideas to be perpetuated in the “New World” during 
the slave era. The path from traditional African music 
to the various forms of Diasporic African music 
reflects a cultural struggle in the Western Hemisphere. 
African instruments may be classified as 
chordophones (stringed instruments), idiophones 
(instruments that are struck or shaken), 
membranophones (instruments covered with skin), 
aerophones(wind instruments) and electrophones 
(electrical instruments). The latter category includes 
amplified instruments (such as the electric guitar) 
found in urban cafes, night clubs, ballrooms and other 
places for entertainment where the “highlife” of West 
Africa, the kwellaof South Africa, and the popular 
music of the Congo use Western musical concepts and 
instrumentation to create new forms of art music. 
Musical instruments can also be classified as 
instruments with melodic functions and instruments 
with rhythmic functions.  Besides the numerous 
drums, African percussion instruments can be divided 
into two broad categories: instruments with rhythmic 
functions and instruments with melodic functions. 
Large gongs, twin gongs, and ritual gongs; rattles and 
foot rattle; woodblocks and bells are examples of 
instruments with rhythmic functions. Instruments with 
melodic functions include the various wooden and 
drum xylophones found throughout the region. 
 
III. STRUCTURE OF INDIAN AND AFRICAN 
RHYTHMS 
 
Rhythm is the most important factor in African music. 
Even melodic patterns generally serve rhythmic 
functions as well. An inclination toward ensemble 
playing lends itself to a wide assortment of vertical 
rhythmic relationships with Black African music. This 
results in a stylistic predisposition to the use of 
hemiola and polyrhythms. At least two independent 
rhythms are maintained even in solo performances (as 
previously noted in regard to performers on the 
musical bow, flutes, etc.) Additionally, each line may 
contain its own beat pattern, which may not coincide 
with the pattern of the other complimentary lines. The 
resulting effect should not be confused with 
syncopation, where lines are also offset to form a 
regular (single) underlying pulse. Poly rhythms have 
rhythmic points of reference, which mark broader 
rhythmic phrases for each independent pattern. Hand 
clapping or other percussive accompaniment might 
accentuate the underlying basic pulse.      
Through the shifting of accents, the changing of 
orchestral timbre and density, and various other 
techniques, a wide spectrum of orchestral color is 
achieved. Master drummers and conductors often 

indicate the tempo, style, dance steps, and other 
factors, which vary within the course of a single piece 
of music. On the other hand, with reference to Indian 
music history, the author follows its development, 
laying particular stress on the Vaishnava movement 
and on those poets who wrote in their own regional 
language in order to propagate this creed through all 
the strata of population in their respective country. 
Many of these are known: Vidyapati and Chandi Das 
(XVth cent.), then Mira Bai (first half of the XVIth 
cent.), and in the 17th century Bihari Lal Chaube 
(1595/1663). Bihari Lal was born in Govindpur near 
Gwalior and settled with his family in Vrindavan in 
1609. During a visit of Shah-Jahan to Vrindavan he 
was noticed and taken to the imperial court at Agra.  
There Mirza Raja Jai Singh I of Amber was so much 
impressed by his poetic talents that he invited him to 
Amber where the Sat Sai were composed.   However, 
Bihari Lal, although a finished poet, was completely 
devoid of that religious and mystical fervour of his 
predecessors, especially of Mira Bai, who had been 
inspired by their sincerity and genuine urge to express 
their love to God. But in the time of Bihari Lal the 
mere husk of bhakti, often enough half secularized, 
was left over, but polished all over again to the most 
exquisite formal elegance.  The 700 stanzas deal with 
the loves of Radha and Krishna and the comments of 
the messengers who carry messages to one or the 
other. In the second chapter, the author describes the 
discovery of the Sat-Sai miniatures by the late N. C. 
Mehta, in the collection of Maharaja Narendra Shah of 
Tehri Garhwal. In the same collection, there was also a 
set of Gita-Govinda paintings by the painterManaku, 
which undoubtedly comes from Kangra; the Sat-Sai 
set has much in common with the Gita Govinda set, 
though there are differences in the facial formula, 
landscapes etc. It is thus very probable that the Sat-Sai 
set has been painted by Kushala, son of Manaku, about 
1805; it has hardly 40 paintings, and ca. 20 drawings 
are now in the Bharat Kala Bhavan, Benares.   Next, 
the author outlines the history of painting in the Punjab 
Hills, from its origin at Guler, which had been very 
much in touch with the Moghul court and must be 
regarded as the birth place of the Kangra school; then 
the subsequent development of the Kangra school 
under the patronage of Sansar Chand (1765/1823) and 
its decadence during the Sikh period. In the last 
chapter, there is a description of the Kangra Valley, of 
the life and training of the artists, and the author's 
general impressions of Kangra art and of the position 
which the Sat-Sai has within it.  Quite a number of 
colour and monochrome plates are to be found in this 
delightful book which has the great advantage of being 
comprehensible even to those whose main interest is 
not Indian art, and which by its attractive make-up is 
most enjoyable. 
 
Padaruth (2016) notes that “Indian Aesthetics is 
unique insofar as it hovers around and is 
understandable through the theory of rasa”. He adds 
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that “Indian Aesthetic examines the capacity of music, 
or any art-form such as drama and dance, to transmit, 
and stimulate or induce an emotional state in the 
performers and educe the same state in the 
contemplators or connoisseurs, or rasikas.” He refers 
to the emotional state expressed through these artsas 
“rasa.”The experience of “rasa,” which can also be 
translated as “aesthetic consciousness,”“feeling par 
excellence,”or “sublimatedemotion,”is different from 
one’s daily experiencesof emotions such as anger, 
love, compassion, joy, and sorrow.Based on Bharata’s 
commentary, Pudaruth (2016) adds that “the 
experience of these mental predispositions or basic 
emotions is either pleasant or unpleasant in ordinary 
real life, but when these are experienced(rasanubhava) 
through complete identification or absorption 
(tanmayi bhavana) with any art-works, they are 
experienced, invariably, as delight, bliss, rapture, or 
ecstasy (ananda)” and that such transcendental and 
supra-mundane experience is akin to the delight of 
knowing and experiencing God. 
 
Indian and African Music: Music has always played 
an essential role in all societies and cultures around the 
world (Garfias, 2004, p.1).   According to Mbaegbu 
(2015, p.180), “African music is part of the essence of 
the African”, having functions for “social control, 
social integration, signaling, dissemination of 
information, inspiring, entertainment, recreation, 
encouragement, solicitation of supernatural assistance, 
reparation and thanksgiving”. Likewise, Indian music 
has a very long, unbroken tradition of teaching, 
learning and performance activities-the accumulated 
heritage of centuries. Music in India has very ancient 
roots and Indian classical music is one of the oldest 
musical traditions in the world (Agarwalet al., 2013). 
Therefore, Music is an essential aspect of both Indian 
and African societies.   
 
Plato believes “Music and rhythm find their way into 
the secret places of the soul.” Rhythm is a vital 
ingredient in any form of music. People can create any 
type of sound, but in the absence of an underlying 
rhythm to the sounds, no music can exist. Rhythm is 
vital to both Indian and African Music. Carver (2012, 
p.39) describes rhythm as “one of the driving forces in 
African Music.” According to Saxena (2012, p.2), 
rhythm is presented and admired mostly as 
accompaniment, though it can claim to have an 
independent status.  Though there have been little 
studies based on the parallels and similarities of Indian 
and African rhythm, some authors like Clayton (2000) 
and Entsua-Mensah (2015) have spoken of rhythm of 
both music systems to some extent. “Cyclic time is 
said to be an important foundation of Indian and 
African music” (Entsua-Mensah 2015, p.166), which 
once again highlights the importance of rhythm in both 
systems. 
 

IV COMPARATIVE WORKS BASED ON 
RHYTHMIC ORGANIZATION IN INDIAN AND 
AFRICAN MUSIC 
 
Though quite extensive research works have been 
conducted on rhythm and time, very little work has 
been carried out based on rhythmic organization of 
African and Indian music abreast. One such rare 
research paper is that of Entsua-Mensah (2015, p.166), 
titled ‘Time in Indian and African Music’, where she 
compares the adi-taal of karnatic music and the adowa 
timeline based on the research paper of Widdess 
(1981). She considers that the ‘tala’ and ‘timeline’ 
have “similar roles in the organization of music”, 
while the rhythmic organization in African music as 
being cyclic, though she herself mentions the need of 
ethnographic data to support the perception of African 
Music as being cyclic rather than linear 
(Entsua-Mensah 2015, p.167).   
 
She further mentions the presence of a regulative beat 
in the timeline, and compares it to the Sam of Indian 
music, but indicates that though the ‘sam’ is the first 
beat of a tala, the regulative beat does not always occur 
on the initial pulse of the time span (Entsua-Mensah 
2015, p.168). Here, the researcher would like to add 
that the role of the sam is not merely that of being the 
first beat of a tala, instead, it has many more important 
functions.Studies are needed to prove whether the 
regulative beat of the timeline serves the purpose of 
the same or not.   
 
Through the literature search conducted, many 
essential aspects of Indian and African rhythm have 
been highlighted. Both music systems are indeed 
rhythmically rich. As observed, there are not many 
research works that have been carried out based on 
rhythmic organization in African and Indian music, 
which does not augur well for advancing the cause of 
intercultural understanding and exchange between 
Indian and African nation states, emphasizing on the 
need for further research in the field. From literature 
review, it can be deduced that there are many 
similarities in terms of rhythmic structure of both these 
musical system, though ethnographic research is 
needed to prove these findings. The present research 
will attempt to highlight the intricacies of both these 
music systems in terms of their structure and 
aesthetics. 
 
CONCLUSIONS AND RECOMMENDATIONS 
 
The material presented in this discussion is not 
intended to function merely as a report. It is also 
intended to serve as a sharing of a perspective and as 
an invitation to venture in to new paradigm. There is a 
way of looking at human reactions to aesthetics that is 
both humanistic and practical. The research potential 
of this perspective is vast and challenging. It is not yet 
known whether the same sorts of predictors apply to 
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different aesthetics and, if they do, whether their 
weightings differ in systematic and understandable 
fashion. Comparably, the methodology for translating 
map information to aesthetic concepts may also need 
to be matched to the particular kind of setting. We 
hope researchers in this area will find this perspective 
challenging and fruitful. It is an adventure that is rich 
with potential for practical as well as intellectual 
benefits, and we particularly hope that environmental 
designers whose adherence to humanistic concerns 
had led them to doubt the usefulness of research will 
join in the exploration of these new possibilities.  
 
Although in African and Indian studies aesthetics 
usually refers to the idea of beauty, a limited number 
of scholars in this field additionally employ the term in 
the sense in which it has been used by most 
twentieth-century Western philosophers, namely, as 
pertaining to "the philosophy of art." In the West, this 
conception of the label aesthetics has come to refer 
tothe study of the philosophical views that throughout 
the documented history of Western thinking have been 
expressed vis-à-vis the phenomena of "art and 
beauty." Indeed, at least from the time of the ancient 
Greeks onwards, philosophers and others in the West 
have been concerned with systematic reflections on 
such topics as the origin and nature of the arts, their 
classification and various functions, the creativity and 
inspiration involved in their production, the 
experience and evaluation of their qualities, and the 
nature of these qualities themselves. In recent decades 
scholars have started to address the views that have 
been expressed on these and related topics in cultures 
beyond the West. Attention has until now been leveled 
particularly at the literate traditions of Oriental 
cultures, whereas research into the art philosophical 
views of so-called nonliterate or traditionally oral 
cultures has only just begun. 
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