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· God and the Arts

· Show a series of pics, sounds, flicks and ask the question, write the broad range of responses

· What have we learned

· It’s powerful

· It’s beautiful

· It’s true or it’s fake

· It inspires, challenges

· It communicates

· Art is pre-human. We have art because God is beautiful

· Monday

· Where has the life gone? 

· Question: Why have Christians ignored and then become the copycats of art

· Question: Why has our art been so superficial (Cheesy)

· Question: Can we truly communicate the heart and plans of God with our present expressions of creativity in drama, music and the visual arts?

· Art history – the formation of a cultural language

· Art before the Reformation

· Augustine accepts Plato’s idea (spirit=good, body=evil)

· Protesting Art after the reformation

· Art and Gnosticism

· The gospel of salvation

· Cheese or Glory

· Art as evangelism

· When you remove truth/reality (especially painful truth) from art, you only have shallowness

· Kincade screen dumps

· Art as truth (which is life) Psalm 51:6

· The awkward child (truth that’s uncompromised)

· Ventilation of the soul (beauty, love, grief, suffering, adoration…)

· He’s not afraid of being real, passionate (broken, hate, jealous)

· Assimilation and reflective of the group (family to nation(s)

· Interactive: Exhibition and analysis

· Interactive point: Write if you need to: I will give up being the best painter in the world, sign it. Then express an emotion, issue on what’s in front of you

· Life as evangelism

· The witness in art is an accurate reflection of the reality of God worked into your soul (you can’t fake this)

· Tuesday

· Art and Image

· You can’t fake where you are at

· Self image (love, provision, value, destiny)

· Chagall, Haring, Van Gogh (self portrait series), Picasso (get single word feedback)

· Interaction: Sarah Brendel Song

· God’s image (heart, soul, mind, strength)

· Creation as ‘pouring forth speech’ including you

· Romans 1:20

·  For since the creation of the world God's invisible qualities–his eternal power and divine nature–have been clearly seen, being understood from what has been made, so that men are without excuse. 

· Look at the details in intelligent design

· Show space movie

· Interactive: Paint on broken glass: Reflect your image to God and His to you

· Wed - Friday

· Engagement (natural, study, practice, challenge)

· Understanding the roots and possibilities of your artistic expression

· Identity

· Enjoys creative activities such as art, drama, crafts, dance, music, or creative writing

· Generally avoids highly ordered or repetitive activities

· Has good artistic abilities in creative writing, drama, crafts, music, or art

· Values creative arts such as drama, music, art, or the works of creative writers

· Sees self as expressive, original, and independent
· Experimentation

· Learning the language of art (inspiration, education, community, expression and evaluation)

· Biblical foundations

· Cultural opportunities and challenges

· Neibuhr

· John Newport

· God reveals and carries on his redemptive purpose in time and history. The Christian community . . . cannot cut itself off from the characteristic artistic vitalities of -- and present. 

· Second . . . the arts give a peculiarly direct access to the distinctive tone, concerns, and feelings of a culture. . . . The artists not only mirror their age in its subtlest nuances, but they generally do it a generation ahead of more abstract and theoretical thinkers. 

· Third . . . the arts focus (in a remarkably vivid and startling way) on the vital issues and themes which are the central concern of theology. 

· Fourth . . . the arts spell out dramatically the implications of various world views
· Bono and developing nation debt relief

· Evaluation Phil. 4:8

· TRUTH. It is probably not by accident that Paul begins with truth. Obviously not every work of art contains a truth statement. But wherever and to what extent such a statement is being made, the Christian is compelled to ask, "Is this really true?" Does life genuinely operate in this fashion in the light of God's revelation? And Christians must remember that truth is honestly facing the negatives as well as the positives of reality. Negative content has its place, even in a Christian approach to art. But the Christian hope allows us to view these works in a different light. We sorrow, but not like those who have no hope. Ours is a sorrow of expectancy and ultimate triumph; theirs is one of total pessimism and despair.

· HONOR. A second aesthetic key has to do with the concept of honor and dignity. This can be tied back to what was said earlier about the nature of man created in God's image. This gives a basis, for example, to reject the statement being made in the total life work of Francis Bacon. In many of his paintings this contemporary (died in 1993) British artist presents us with solitary, decaying humans on large, depressing canvasses. Deterioration and hopeless despair are the hallmarks of his artistic expression. But if Christianity is true, these are inaccurate portrayals of man. They are half-truths. They leave out completely a dimension which is really true of him. Created in God's image, he has honor and dignity--even though admittedly he is in the process of dying, aging, wasting away. The Christian is the only one capable of truly comprehending what is missing in Bacon's work. Without a Christian base, we would have to look at the paintings and admit man's "true" destiny, i.e., extinction, along with the rest of the cosmos. But as Christians we can and must resist this message, because it is a lie. The gospel gives real hope--to individuals and to history. These are missing from Bacon's work and are the direct result of his distorted world view.

· JUST. The third key to aesthetic comprehension has to do with the moral dimension. Not all art makes a moral statement. A Haydn symphony does not, nor does a portrait by Renoir. But where such a statement is being made, Christians must deal with it, not ignore it. We will also do well to remember that moral statements can often be stated powerfully in negative ways, too. Picasso's Guernica comes to mind. He was protesting the bombing by the Germans of a town by that name just prior to World War II. Protesting injustice is a cry for justice. Only the Christian is aware and sure of where it can ultimately be found.

· PURE. This fourth key also touches on the moral--by contrasting that which is innocent, chaste, and pure from that which is sordid, impure, and worldly. An accurate application of the principle will help distinguish the one from the other. For instance, one need not be a professional drama critic to identify and appreciate the fresh, innocent love of Romeo and Juliet, nor to distinguish it from the erotic escapades of a Tom Jones. The same dynamic is at work when comparing Greek nudes and Playboy  centerfolds. One is lofty, the other cheap. The difference is this concept of purity. It allows the Christian to look at two nudes and quite properly designate one "art" and the other "pornography." Possessing the mind of Christ, we have the equipment for identifying purity and impurity to a high degree.

· LOVELY. While the first four concepts have dealt with facets of artistic statements, the fifth focuses on sheer aesthetic beauty. "Whatsoever things are lovely," Paul says. A landscape makes no moral statement, but it can exhibit great beauty. The geometric designs of Mondrian may say nothing about justice, but they can definitely engage us aesthetically. The immensity and grandeur of a Gothic cathedral will inspire artistic awe in any sensitive breast, but they may do little else. Again, the Christian is equipped to appreciate a wide range of artistic mediums and expressions. If there is little to evaluate morally and rationally, we are still free to appreciate what is beautiful in the art.

· GOOD REPORT. In this concept, we have the opportunity to evaluate the life and character of the artist. What kind of a person is he? If a statement is being made, does the artist, composer or author believe in that statement? Or was it to please a patron, a colleague, or a critic? Is there a discontinuity between the statement of the work and the statement being made through the personal life of its creator? For example, Handel's Messiah is a musical masterpiece, but he was no saint! Filippo Lippi used his own mistress as a model for Mary in his Madonna paintings. The "less than exemplary" lifestyle of a creative person may somewhat tarnish his artistic contribution, but it does not necessarily or totally obliterate it. Something of God's image always shines through in the creative process. The Christian can always give glory to God for that, even if a work of art has little else going for it. The greatest art is true, skillfully expressed, imaginative, and unencumbered by the personal and emotional hangups of its originators.

· EXCELLENCE. This is a comparative term. It speaks of degrees, assuming that something else is not excellent. The focus is on quality. Quality can mean many things in the realm of art, but one sure sign of it is craftsmanship. Technical mastery is one of the essential ingredients which separates the great artist from the rank amateur. Obviously, the more one knows about technique and artistic skill, the better one is able to appreciate whether an individual artist, author, composer or performer has what is necessary to produce great art. Many Christians have made unfortunate value judgements about art of all kinds. Through ignorance and naivete, superficial understanding of technique has been followed by smug rejection. This has erected barriers instead of bridges built to the artistic community, thus hindering a vital witness. We need to know what is great art and why it is considered such. Excellence is also found in the durability  of art. Great art lasts. If it has been around several hundred years, it probably has something going for it. It has "staying power." Christians should realize that some of the art of this century will not be around in the next. Much of it will pass off the scene. This is a good indication that it does not possess great aesthetic value; it is not excellent.

· PRAISE. Here we are concerned with the impact or the effect of the art. Is anything  praiseworthy? The Crayola scribblings of a toddler are praiseworthy to some extent, but they do not elicit a strong aesthetic response. We are not gripped or overpowered by it. But great art has power and is therefore a forceful tool of communication. Francis Schaeffer has mentioned that the greater the art, the greater the impact. Does it please or displease? Inspire or depress? Does it influence thinking and behavior? Would it change a person? Would it change you? Herein lies the "two-edged-swordness" of art. It can elevate a culture to lofty heights, and it can help bring a society to ruin. It is the  result of culture, but it can also influence culture.

· CONCLUSION. think on these things. Two very important propositions come forth with which we can conclude this section. First, he reminds us that Christianity thrives on intelligence, not ignorance--even in the aesthetic realm. Christians need their minds when confronting the artistic expressions of a culture. To the existentialist and the nihilist, the mind is an enemy, but to the Christian, it is a friend. Second, it is noteworthy that Paul has suggested such a positive approach  to life and, by application, to art. He doesn't tell us that whatsoever things are false, dishonorable, unjust impure, ugly, of bad report, poorly-crafted, and mediocre are to have the focus of our attention. Here again the hope of the Christian's approach to life in general rings clearly through. Our lives are not to be lived in the minor key. We observe the despair, but we can  see something more. God has made us more than conquerors!
· Practicing the presence of God through your art

· Whoever you are and in whatever expression

· Graphic artist

· Accountant

· mom

· When you are honest with God (Ps. 51:6) His presence is with you through your art.

· Interactive point via worship

· Creating a dialogue with the world around you

· What are the signs of the times

· How are you drawing the heart of God from the world around you

· In which ways can you express your identity and God’s heart through the arts

· Friday – Exhibition

· Core values recap (truth, material world, God’s perspective…)

· The Flow of Western Culture

·  Rich Milne

·  Introduction 

· Many people consider reading or thinking about philosophy as "a disagreeable task, because the work is dry, obscure, opposed to all ordinary notions, and moreover long-winded."{1} But it is philosophical systems, and the movements they spawn, that drive much of the change in the world we live in. And where have these recurring revolutions taken us? Every historical period has its horror stories of power misused, and for sheer numbers killed, our own time may rank near the top of the list. Bad philosophy, like bad theology (and the two are often inextricably intertwined) can't be lived, and so in this century alone we have seen the death of nearly one tenth of the current population of the globe flowing from bad philosophy/theology.

·  The hope of this outline is to at least prepare you to think about the ways in which philosophy and the arts have either made or mirrored the development of Western culture in each period of our history. In order to do this, the presentation combines graphic summaries of some of the major shapers of Western thinking with art produced in the same timeframe. Of necessity, both art and philosophy are short-changed, and each might be the subject of far longer presentations. However, the goal will have been reached if you begin to see the connections between how men and women think and how they portray the world and themselves in their art.

·  Though philosophers want to be understood, (Kant complained that his book would be "misjudged because it is misunderstood, and misunderstood because men choose to skim through the book and not to think through it"{2}), artists often seem fearful of their work being understood (as opposed to felt). Picasso undoubtedly spoke for many artists when he said:

·  Everyone wants to understand art. Why not try to understand the songs of a bird? Why does one love the night, flowers, everything around one, without trying to understand them? But in the case of painting people have to understand. If only they would realize above all that an artist works of necessity, that he himself is only a trifling bit of the world, and that no more importance should be attached to him than to plenty of other things which please us in the world, though we can't explain them. People who try to explain pictures are usually barking up the wrong tree.{3}

·  Picasso notwithstanding, it is possible to talk about meaning and significance in art, and the goal of this discussion is to see what artists have done with the ideas that dominated their various ages. Does philosophy affect art? Are the ideas of the times something that become a part of the very air that the rest of society breathes? How is the spirit of the age reflected in the spirit of its art?

·  This point could as well be made with literature, or poetry, or sculpture, and the connections might be even more clearly drawn. But painting makes the most direct appeal to our senses. Painting is immediate, not linear, as music, a story, a poem, or a movie must be. It is all before the eye at once, even if we spend hours looking at it. But what a painting "means," what it says to us, is as much conditioned by the atmosphere of the times as any other art form.

· FROM CHRIST THROUGH THE MEDIEVAL PERIOD (A.D. 4-1300) 

· 
I.  
 Philosophy 

·  Philosophy in the West has its systematic beginnings in the works of Plato and Aristotle. A. N. Whitehead's comment that "All of Western philosophy is a series of footnotes to Plato"{4} is not much of an exaggeration, especially if one also includes Aristotle in the sentence. Their centrality and whole philosophy are brilliantly summed up in a famous fresco in Rome. In one great wall of color, it lays out the two polarities of Western thought over the last two thousand years, up until our own century.

· 
A.  
 Raphael Sanzio (1483-1520) - The School of Athens (1509-11, 26' x 18'). 

·  Until late in the nineteenth-century Raphael was considered by most critics to have been the greatest painter in history. This masterpiece is found in the Vatican Palace.

·  The focus of the picture is the twin figures of Plato (said to be modeled after Leonardo) and Aristotle. Plato points up, to where the eternal Forms must be, and Aristotle points down, to this world, where in his view we must find meaning among the particulars. These are the two philosophers who, between them, created the foundations of philosophy. Let us examine each of them more closely.

· 
B.  
Plato (428-348 B.C.) 

·  As could happen only once in the history of Western thought, a teacher and his student set the course for a whole discipline until the present day. In nearly 2,500 years the answers have changed remarkably, but even more remarkable is the fact that the questions have not changed at all. Plato was the first thinker we know of who attempted to synthesize the thought of his predecessors, and his grand synthesis is still an object of discussion today.

·  Plato took the competing systems that came before him and produced a new answer. Whereas those who followed Heraclitus saw the only true reality as the constancy of change, the disciples of Parmenides held that change was an illusion, that only the permanent has substance. How could these two views be brought together?

·  Plato's answer is the first, and among the greatest, attempts at a grand synthesis, a bringing together of all of human thought and expression into one more or less coherent world view. In this world, Plato said, Heraclitus was indeed right. Change was real and characterized everything in this life. But, Plato cautioned, there is another world, more real than this one. And in the world of ideas, or forms, there is no change. All ideas are permanent, so Parmenides too is correct.

·  This becomes what is referred to as a dualistic system: there are two realities, not just one monistic whole. Both the present world of change, of coming into being and ceasing to be, and the eternal world of unchanging ideas, of pure concepts, of essence without material embodiment, are real. There is a world of matter and a world of spirit. Whether this dualism is real or not is one of the great arguments in intellectual history. Christianity is dualistic. Eastern philosophies tend to be monistic.

·  Along with this dualism came an emphasis on the eternal as the important. Dean Inge states that it is through Plato "that the conception of an unseen eternal world, of which the visible world is but a pale copy, gains a permanent foothold in the West. . . . The call, once heard, has never long been forgotten in Europe."{5}

·  In Plato's conception of reality, there are forms beyond this world: "that which imparts truth to the known and the power of knowing to the knower is what I would have to term the idea of the good."6

· 
3.  
 Aristotle (384-322 B.C.) 

·  If Plato brings to the Western world the idea of a world beyond this world, and good as its highest ideal, then Aristotle returns us to the consideration of things firmly planted in this world. A student of Plato's for nearly twenty years, Aristotle none-the-less initiated the other great school of classical philosophy that is still much in evidence today. Bertrand Russell's critical assessment was, "Ever since the beginning of the seventeenth century, almost every serious intellectual advance has had to begin with an attack on some Aristotelian doctrine; in logic this is still true today."{7}

·  In place of Plato's emphasis on forms, Aristotle focused on the causes of material objects. Aristotle distinguished four causes: the material cause, the formal cause, the efficient cause, and the final cause. These explain what something is made of, what it is patterned after, who made it, and for what purpose.

·  It is to Aristotle that we owe the subject divisions that we still use today even in conversation. Aristotle either invented or described the subjects of logic, metaphysics, politics, ethics, rhetoric, psychology, physics, biology, meteorology. He gave us our distinctions between theoretical and practical, intellectual and moral, potential and actual; our classification of forms of government into constitutional and tyrannical, monarchy, aristocracy, oligarchy, democracy; the central terms of logic such as syllogism, universals, substance. Aristotle is the source also of the moral vocabulary of Europe, so incomparably rich in refined distinctions-between motive and intention, behavior and character, between the generous and the magnanimous man, the courageous and the reckless man, the wit and the buffoon, the friend and the lover.{8}

·  But while he provided categories for the forms of the unseen world of Plato, he was not at all interested in a world above this one, but sought instead to ground his system in "this fixity within human life, not beyond." His interest in language and logic came from his passion to comprehend the diversity of this life, rather than look, as Plato had, for a unity beyond this life. That is why, in Raphael's picture, the hand of Plato points up and Aristotle, in quiet dissent, points out into the world.

·  How do these two great thinkers find their way into the church? Through two of the greatest theologians in Christian history, Augustine and Aquinas.

· 
D.  
Augustine (A.D. 354-430) 

·  Augustine was born, lived, and died in North Africa (in what is now Algeria), and was without doubt the church's greatest theologian after Paul. But before becoming a Christian Augustine experienced most of the attractions of sin, and thought through most of the attractive philosophies of the day as well. After his conversion, told with great candor and intense spiritual insight in his Confessions, Augustine retained for the rest of his life some of the thought forms of his past life, most especially neo-Platonism. At the same time he "Christianized" Plato to the extent that he could write: "But the true and highest good, according to Plato, is God, and therefore he would call him a philosopher who loves God."{9}

·  This acceptance of Plato as the philosopher closest to understanding God by natural revelation, opens the door for much of Plato's thought to influence the church. In particular, the Platonic distinction between the mind as good and the body as base or bad, has plagued the church up to today. The belief that sex is evil, even in marriage, came from Augustine, who derived this from neo-Platonism.

·  Augustine certainly had Platonic elements, but he was also profoundly different from him. From Neo-Platonism he was able to accept the idea that ideas can have existence, with eternal ideas existing in the mind of God. Also from Platonism came his view that evil is always a lack in something that is otherwise good, because all that God created is good. But history would be unimportant for a Neo-Platonist, whereas history is, for Augustine, a story of God's works in and love for, the world. A God who became incarnate would be impossible in Plato's system, but is the essence of Christianity. Divine revelation through a book would be totally outside the possibilities of Neo-Platonism, and philosophy, or unaided rational thinking cannot be the source of any real salvation, as it was for the Neo- Platonist. For Augustine it was the Bible that provided what may be known about God, not our own thoughts logically building up to a knowledge of the Good. As Thomas Aquinas himself said: "Whenever Augustine, who was imbued with the doctrines of the Platonists', found in their teaching anything consistent with faith, he adopted it; and those things which he found contrary to faith he amended."{10}

·  Augustine also gave the church its focus on free will, which he denied, and sovereignty, which he made foundational. Any book on historical theology should have a chapter on Augustine. (The book by Deotis Roberts in the bibliography is a good start.)

· 
5.  
 Thomas Aquinas (1224-1274) 

· Thomas was born and died in Italy, and divided his active teaching life between Paris and Italy. His five proofs for the existence of God relied heavily on Aristotle's causes, and it is through Thomas that Aristotle became a central 'authority' in the Church. Thomas saw a significant place for reason as we come to know God, but it never supplants faith.

·  What Thomas saw clearly was that theological problems must be handled theologically, and philosophical problems required philosophical solutions. It will not do to mix these areas, and the problems of the past had been created by thinkers who had done exactly that. As Copleston points out, what Thomas enabled the church to see was "the rights and position of philosophy as a rational study distinct from theology."{11}

·  Thomas rekindled the interest in philosophy as a systematic approach to knowledge, as well as the use of reason to defend the Gospel (1 Peter 3:15). But like so many applications of truth, this emphasis on reason also turned people's minds to the defense of human reason alone.

·  In summation, Augustine could be seen as the beginning of the Medieval period (Rome is sacked in 410 during his lifetime), and the last medieval or first Renaissance thinker is Aquinas, who opens the church doors to the "new" philosophy of Aristotle.

· 
II.  
 The Arts 

· For the first few hundred years the church was consolidating the faith, through the completion of the New Testament, the first church councils, and the growth of the church among the Gentiles. Church art quite quickly picked up characteristics of the Syrian culture around it, and many contemporary cultural expressions came into the church from the experiences of those who built the first small churches. But as Christianity became the religion of the Empire under Constantine, a revolution was on the way.

· 
A.  
 St. Sophia, Istanbul, Turkey 

·  No large church buildings were built until after the Edict of Milan, in 312. St. Sophia is one of the first great churches built in the East. Built from A.D. 532 to 537 it is vast on any scale. We think of Gothic cathedrals as immense, but they are dwarfed by St. Sophia. The highest Gothic cathedral was Beauvais, but, at 157 feet, it collapsed. St. Sophia rises 183 feet to the top of its dome. It is higher than the Roman Pantheon in Rome. Gothic naves were never broader than about 50 feet. St. Sophia is 100 feet. The main area of the building is 220' by 107' through the full length. It is a building to inspire awe and reverence in anyone who enters. Whoever you are, you know you have walked into a building designed to magnify Someone greater than yourself. You look up and up, and if you are disposed to worship at all, this building will humble you before the mighty God.

·  It was a Christian church for its first 916 years. Then, after the Turkish conquest of 1453, it became a Moslem mosque. The four slim minarets were added to it and the Christian mosaics were plastered over at that time.

·  The idea of the building seems to be to shrink the individual into insignificance and to draw his or her thoughts upward to where reality is. The building seems to cry out: Don't be caught up in this petty world, but look up to the heavens and God. The early Christian basilicas were the successors to the secular architecture of Rome, rather than to the ancient temples (where the worshipers did not enter and so the buildings could be small). Greeks beautified the exteriors, Romans the interiors (e.g., the Baths of Caracalla). Byzantine basilicas were designed along the lines of the Greek cross.

· 
1.  
 Christ (Mosaic in St. Sophia, 12th century)  While this is late Byzantine art, little had changed in more than 500 years. Christ, blessing the faithful, is portrayed as a symbolic figure. There was no model for this figure, He is the universal image of the Christ. Byzantine art had gold backgrounds to signify heaven, to set the figures off from the everyday world. And the figures themselves are types, not people drawn from life. By looking at the clothing or the pose, one knew who was pictured, even if the figures were not labeled. Byzantine art focused on the universal types, not portraying the characteristics of a particular person. The mosaics were the essence, not a mere earthly image of the saints. This is surely a result of the Neo-Platonic influences that had replaced the old Roman style which was quite realistic and literalistic.

· 
1.  
 St. Etienne Cathedral 

·  St. Etienne of Bourges was started in 1195, finished about 1266, and consecrated in 1324. Aldous Huxley called it "the grandest, the most strangely and fabulously beautiful building in Europe."{12} "Seen from its gardens, all burly in its muscular shoulders of sustaining flying buttresses, impresses mainly by its posture of strength. There is nothing of the delicacy and grace that mark the outer ribbings of other Gothic cathedrals."{13} Calvin would later study at a university built here.

·  While in the interior, the eye is carried upward by the very structure, and the grandeur leads one to meditation on the glories of heaven rather than earth. The cathedral was the earliest movie theater, with the darkness serving to focus one's attention on the stained glass windows, which retold the stories of the Bible, and of the faithful who were now in heaven with Christ. "By the lightness of its mass, the pyramidal composition of values, the skillful gradation of its upward lines, the cathedral of Bourges is perhaps, of all cathedrals, the one which conveys the most moving impression of Gothic art."{14}

· 
1.  
 The Annunciation (illumination from the Swabian Gospel manuscript, c. 1150)  The symbolic has taken over reality: there are only stylized representations, not real people. Byzantine art came to be seen as something to be read, as one would read a theological text. Each symbol has its assigned meaning, but that meaning no longer has any contact with what it once pictured in the natural world. People do not have emotions; they are not grounded in real space. Art remained in essentially this mode from A.D. 300 to 1200, a monument to an essentially static view of life and the universe.

· RENAISSANCE (1300--1700) 

·  One can quibble as to when the Renaissance really began, but by the 1200s new ideas were flowing into Italy and Europe from both the East and from north Africa. And with the new ideas  came a new view of man and his place in the natural world.

· 
I.  
 Philosophy 

·  Renaissance means "rebirth," and this was almost literally true in the realms of philosophy. It is difficult to name a "new" Renaissance philosophy, but many old forms were brought back to life as Europe moved away from belief in and worship of the one true God. Protagoras (c. 481--411 B.C.) had said that "Man is the measure of all things."{15} The subjective and limited focus of this dictum has constricted men's thinking up to the present day.

· 
1.  
 The Arts 

·  While "philosophy as usual" may have been the norm, the visual arts were transformed in a way that revolutionized not only the way that we saw the world, but also the way we saw ourselves and even God.

· 
A.  
 Giotto (1266--1337) --The Flight of the Holy Family into Egypt (Arena Chapel, Padua, c. 1305--1306). 

·  Here, perhaps 160 years after the preceding picture (The Annunciation), the change is astonishing. There are real people, with real emotions, in a real landscape. A near contemporary, Boccaccio (1313--1375), said "many times in the things he did one finds that the visual sense of men was mistaken, believing to be real that which was only painted."{16} We have to make a mental pilgrimage back to Giotto's day and fill ourselves with the Byzantine world before we can feel and see how different his pictures really were. One must recall that painting had remained essentially unchanged for the last thousand years to realize how radical were Giotto's innovations such as shadows, mountains, people with real faces, objects not just in the flat plane of the wall. They were so advanced that few followed him at the time. But still, the seeds for a new view of nature and man had been sown.

· 
1.  
 Masaccio (1401--1428)--Expulsion from Paradise (Brancacci Chapel, c. 1420, 6'2" x 2'9"). 

·  100 years after Giotto, Masaccio was one of the first to reap the innovations Giotto had begun, and brought even greater naturalism (painting from nature in an effort to copy it) into painting. In this fresco Adam and Eve have anatomical bodies that express real grief in the very way they move. These are not only figures with motion, they are figures with emotion. And as they move their shadows follow them out of the Garden. This was the only sort of scene in which nudity was acceptable. But their bodies show us that Masaccio has been looking at real people.

· 
1.  
 Jan van Eyck (c. 1385--1441)--Madonna of Chancellor Rolin (c. 1420?, 26" x 24 3/4"). 

·  A number of things are amazing about this picture, some technical, some theological. At first, this is a rather typical picture of a patron who has paid to have his portrait painted, and to stress his importance, someone even more important is in the picture. But the Chancellor is the same size as Mary. Even in Giotto, we know who is important by how big they are. But here the Madonna does not dominate the picture, and a new element also appears behind them: a recognizable landscape. The first picture postcard of a city! Van Eyck is considered the first landscape painter, and in the background, as in another of his pictures from this period, is the city of Liege in Belgium, with the Meuse River and its docks and bridges clearly visible in the background. This is a portrait of a real man, and he is shown in the setting of a real city, his own. Many symbols are still present, such as the angel and crown over Mary, but real people are now just as dominant in the picture. Van Eyck may have been the first person to paint a self-portrait (1433), and he was one of the first to sign and date a picture (1432).

·  Van Eyck was a Flemish painter; popularly believed to have invented oil painting, though he actually perfected the technique. He was the greatest artist of northern Europe in the early Renaissance. His greatest work, the altarpiece The Adoration of The Lamb, is in the cathedral of St. Bavon in Ghent; it was completed in 1432. It consists of eight panels. An older brother, Hubert Van Eyck, is considered to have begun the work, and the finished product is probably their joint creation.

· 
1.  
 Jean Fouquet (c. 1416--1480)--The Red Virgin (c. 1450). 

·  If one wished to look for a "watershed" picture in art, this might well qualify. Not only is the subject dealt with in a rather risqué manner, but the very model for the picture is totally implausible for the content of the picture. The Virgin Mary with baby Jesus was certainly a cliché by now. But to paint her with a breast exposed was a new innovation. And the very pose makes us ask, "Is this nudity for nudity's sake?" But even more radical is that the model (according to accounts that go back to the 1600s) is King Charles VII's mistress, Agnes Sorel. Paintings were only hung in courts or chapels when patrons paid for them at this time (who else could afford them?), and anyone at the court would have known exactly who this was. So the whole spiritual theme of the painting is drained away by the very choice, both of pose and of the person who posed. The quest for realism in painting has moved beyond a balance between the Holy Creator and His creation to a creation that has no accountability to a Creator at all.

· 
1.  
 Leonardo da Vinci (1452--1519)--Mona Lisa (c. 1503--1505, 30¼" x 20 3/8"). 

·  Vasari (1511--1574) says the painting is a picture of Mona Lisa, the third wife of Francesco del Giocondo (referred to as La Gioconda). Why has this painting become immortal? Is it the mystery, the ambiguity, the silent, slightly mocking smile? Painting for Leonardo was a way to solve a problem. He was not a painter, primarily, but a scientist. We know of only about thirteen paintings by him, each seeming to be his solution to a particular quest to illustrate something. Here it may well be the relationship of man to nature, or dealing with light in a way that confuses the visual planes (and adds to the mystery of her face). One woman's remark on this picture is expressively insightful.

·  But for Leonardo this problem of man's relation to nature remained unsolved. For him the continual variation of the intensity of light and shade rendered the true essence of things ungraspable, and hence ungraspable also their relationships and meanings. His eye rested with the same interest on mountain peaks fading in the distance as on the quivering skin at the corners of a mouth that smiles through closed lips."{17}

· 
1.  
 Michelangelo Buonarroti (1475--1564)--The Creation of Adam (Sistine Chapel, c. 1510). 

·  Just as Raphael was painting The School of Athens, Michelangelo was painting the most famous mural in history. Painted under horrible conditions, it is, certainly in scope and size, the greatest painting ever created. But, just as Fouquet's painting said much more than just its subject, so, too, Michelangelo says much about his theology and view of man in these monumental frescos. Here God and Adam are nearly the same size, much like the old stories of the gods and men. This picture is probably where Western culture got the image of God as an old man with a long, white beard. God not only comes down to give man life, he is like man. As Gardner says, "Both are made of the same substance, both are gigantic."{18}

·  There is an interesting detail often missed in the picture: Eve, still in God's mind, is watching the whole scene of the creation of her soon-to-be husband from under God's other arm. Her expression is most interesting.

·  In his later years, Michelangelo wrote a great deal of poetry. From 1537-- 1547, he was a close friend and literary companion of the poetess Vittoria Colonna, whom many conclude was a genuine Christian. At the same time he produced numerous drawings, many of them in highly-finished red or black chalk, on classical themes and Christian subjects, especially the Crucifixion and Resurrection. On the verge of his 90th year he was still working in marble.

·  Leonardo probably marks the high point of the attempt to synthesize creation and the Creator, to reach some balance between God as the one responsible for the world and man as His vice-regent. Even in Michelangelo there is more of an attempt to mix the Platonic with the biblical, as in the Sistine chapel, with its Greek Sibyls beside Old Testament prophets. Few things remain statically in balance, and art is no exception. Soon the human would overwhelm the transcendent in painting.

· FROM REASON TO SKEPTICISM (1600--1750) 

· 
I.  
 Philosophy 

·  During this period of roughly 150 years, from 1600--1750, philosophy drifted rather rapidly away from any moorings in the external world and became more and more entrapped by having invited the camel of "man is the measure of all things" into the tent of knowledge. For if each man measures reality for him/herself, then there is no common reality that all can agree on. The result is finally complete skepticism.

· 
A.  
Descartes (1596--1650) 

· Descartes was born fifty-three years after Copernicus published On the Revolution of the Celestial Orbs in 1543, and died thirty-seven years before Newton published the Principia in 1687. His generation moved from the old world of medieval thinking to the modern ideas of science.

·  Descartes said Cogito ergo sum ("I think, therefore I am"),{19} and from then on all was questionable. Descartes, too, used the principle of doubt, and using it tried to prove, not only that he existed, but that God must also exist. Neither proof stands up to much examination (as was pointed out in his own lifetime by many, such as Thomas Hobbes [1588--1679], who remarked one might as well say, "I am walking, therefore I exist"). But Descartes's significance was not in the particulars so much as in his starting point, himself. This was the start of autonomous man, beginning with himself and measuring all things against himself. Thus, even while Descartes came to a proof for God, he at the same time put aside any need for an outside revelation (such as the Bible) to know what is true and based his whole philosophy on his own mind. His world view began in a biblical manner (he was educated in a Catholic school), but he changed the whole focus of discussion when he moved from beginning with God, or even the world, and centering reality in himself, where it seems to have stayed since then.

·  As one of the parents of rationalism, Descartes held that reason is the final judge of all things. Descartes also seems to set the stage for reductionism with his complete separation of mind and body. He was unconcerned by operations on live animals and believed they had no sense of pain because they had no souls. They were merely complex machines. Once the idea of man's having a soul was given up, this same argument was used to support the idea that humans were merely machines.

·  It is to Descartes that we owe the development of a profoundly mechanistic view of the universe. As the French philosopher (and Christian) Blaise Pascal (1623--1662) said, "I cannot forgive Descartes. He would have liked, in the whole of his philosophy, to be able to bypass God. But he could not help making Him give a shove to set the world in motion, after that he has nothing further to do with God."{20}

· 
1.  
 David Hume (1711--1776) 

· Hume took the same starting point as Descartes, but pursued skepticism more rigorously and came to the conclusion that nothing could be known, except the data that comes from our own senses. To him we have no way of proving that any external world exists, though Hume would admit that it is helpful to assume that there is a world "out there" with real horses and carriages that we should get out of the way of.

·  Hume argued that miracles go against the evidence of our common experience (and the laws of nature), and therefore must not happen, but he went much further to say that even common experience does not guarantee anything, so that even the so-called "laws of nature" are only our experience, not some independent reference point. We may have seen the sun come up every day, but we have no right to state that it will come up tomorrow, only that it is likely.

·  So what was Hume's personal response to his philosophical skepticism?

·  Most fortunately it happens, that since reason is incapable of dispelling these clouds, Nature herself suffices to that purpose, and cures me of this philosophical melancholy and delirium, either by the relaxing this bent of mind, or by some avocation, and lively impression of my senses, which obliterate all these chimeras. I dine, I play a game of backgammon, I converse, I am merry with my friends; and when, after three or four hours amusement, I would return to these speculations, they appear so cold, and strained, and ridiculous, that I  cannot find in my heart to enter into them any further.{21}

· 
1.  
 The Arts 

· 
A.  
 Caravaggio (1573--1610)--The Death of the Virgin (1606, 145" x 96 ½"). 

·  At first art merely moved away from an interest in the spiritual dimension of painting, but as people's world views changed, the whole question of what is worth painting changed. Painting of this period continued to be used for religious purposes, but increasingly it was a vehicle for the strictly human and everyday to be given both attention and dignity.

·  This painting was rejected immediately by the Discalced Carmelite Church of St. Maria della Scala. It was bought by the Duke of Mantua, on Rubens's recommendation, who just happened to be in town at the moment. Why were the Carmelites so incensed? For one thing the story was passed that Caravaggio had used a prostitute for his model. Fouquet might have been able to get away with that in the court of the king in France, but not in Catholic Italy. But more seriously, and more to the point, the picture was seen to be too impious. Mary is spread out for all to view as if she were just another dead woman. She looks far too vulnerable and human to be the Queen of Heaven. It is not a flattering picture, with her body bloated in death, and she is in a most unbecoming pose.

·  But what skill! Caravaggio is known for his use of light and dark (chiaroscuro), and in this picture he goes from the almost white of Mary's face to deep black in the dress of the woman behind her in one jump. There is no need for the reds and blacks in the drapery overhead. They are there to show off Caravaggio's virtuosity. Besides his skill we also see the creeping skepticism that is changing the whole Renaissance mind from faith to doubt. Mary is not shown ascending to heaven because there is no heaven to ascend to. She is dead and that is all there is.

·  Caravaggio's real name was Michelangelo Merisi. He lived a mostly intemperate life and fled Rome after being accused of killing a man after they disagreed over a sports contest. His paintings of men and women seem often to cross the line between sensuous and erotic, and he is reputed to have been a homosexual. He died at 37.

· 
1.  
 Frans Hals (1581--1666)--The Jolly Drinker. 

·  Frans Hals painted only one thing, people, but he did it with great feeling and enjoyment. He was probably born in Antwerp, but his parents settled in Haarlem in 1591, and he spent his long life there. Twice married, he had ten children and was constantly in financial trouble. He frequently painted to pay a debt. His vigorous composition and characterization have become a symbol of the strength and healthy optimism of the men who established the new Dutch Republic. The spontaneity of his work appealed to the generation of the Impressionists.

·  This particular picture of a rather self-satisfied but also quite plain-looking man about town is typical of Hal's ability to paint ordinary people and bring out their particular humanness. As William Fleming says, Hals drew his models from his fellow townspeople who "were without the moral restraints of the more sober Bible-reading burghers."{22} There is no concern for a spiritual meaning here, just life as it is. At the same time, Hal's brushwork is second to none, and his ability to adapt his strokes to form the image is both new and even now remarkable. But he is painting only the temporal, the known, the now. There is nothing beyond what we see. What we see is all there is.

· 
1.  
 Rembrandt van Rijn (1606--1669)--Self-Portrait (1669, 23¼" x 20"). 

·  Other painters were more technically brilliant than Rembrandt (such as Vermeer, below). A painter such as Hals was as good in his brushwork. What sets Rembrandt apart is his feeling for emotion. Not the cheap emotion of the sensational, but the deep, often subtle but mesmerizing play of feelings that fill the faces of Rembrandt's portraits. This self-portrait is one of many; he did at least 62 in his life. But like each of them, it shows us something different. This was painted in his last year of life, and Rembrandt looks almost defeated. The colors are brighter than many on Rembrandt's palette. But we see in his whole face the weight of age. He had lived a hard life and lost many things: his wife, almost all his children, even his money. But he is still the master of paint. One critique says of this picture: "Actually, we ought not to call this a self-portrait, but a portrait of Rembrandt the Man by Rembrandt the Painter. For man and artist seem to have become two different personalities, and it is precisely here that the real distress in this painting lies."{23}

·  Rembrandt was generally regarded as incomparable in his mastery of light and shade, but most critics considered him a flawed genius, whose failing was his "vulgarity" and lack of decorum. The Dutch poet Andries Pels, for example, wrote in 1681: "If he painted . . . a nude woman,/He chose no Greek Venus as his model,/But rather a washerwoman . . . /Flabby breasts, ill-shaped hands, nay, the traces of the lacings/ Of the corsets on the stomach, of the garters on the legs,/ Must be visible, if Nature was to get her due."{24} In 1851 the French painter Delacroix proclaimed that Rembrandt would someday be considered greater than Raphael--"a piece of blasphemy that will make every good academician's hair stand on end"; his prophecy came true within 50 years.{25}

· 
1.  
 Rembrandt--The Supper at Emmaeus (1648, 26¾" x 25 9/16"). 

·  We are at the moment just before or just after Jesus has revealed Himself to His disciples. Everything in the picture leads to Him, even His placement under an arched alcove that mirrors a church setting. The setting is far more tranquil than an earlier picture of the same theme. But the light that suffuses the picture, both from the left and from Christ Himself, is what both unifies and glorifies the picture. The colors are restrained, and we move quickly from what the picture is about to thinking about what it means for Christ to be alive again and eating with two of His closest friends.

· 
1.  
 Rembrandt--Bathsheba (1654, 56" x 56"). 

·  Rembrandt's Bathsheba is incomparable in the mixture of emotion that encompasses her face as she reads David's note. Sir Kenneth Clark writes of her thoughts and feelings being " rendered with a subtlety and a human sympathy which a great novelist could scarcely achieve in many pages."{26} Finally it is her face that we keep returning to. It is full of sadness and resignation and loss. Here is a nude that serves its story fittingly and without attracting us away from the point of the picture in the least. Her emotion almost overpowers her sensuousness. The model is Hendrickje Stoffels, his servant and mistress (after the death of his beloved wife, whose will forbade him to remarry).

· 
1.  
 Jan Vermeer (1632--1675)--Maid Pouring the Milk (18" x 16¼). 

· If Rembrandt's goal was to depict the soul through the medium of painting, to tell us about the human inside the body, Vermeer's goal was to picture reality with what we might now call photo-like precision, but organized and simplified to please the eye. Vermeer celebrated the ordinary, but with a luminescence that highlights the beauty that is actually there for anyone who really looks. Among the great Dutch artists of the 17th century, he was second in renown only to Rembrandt, but he made little mark during his lifetime and then languished in obscurity. Apart from one visit to The Hague, he is never known to have left his native Delft. Only 35-40 paintings are known--three dated--and it is unlikely that there were many more.

·  This is not an important moment in this rather ordinary person's day. But Vermeer transforms a moment of no particular importance to show the grace of any particular moment. From something as commonplace as the morning chores Vermeer brings out a peaceful idealism. "One could also say that Vermeer takes truth to nature to such lengths that the results strike us as some ideal version of the beautiful."{27} This is a striking statement when one thinks that Dutch painters of the period are usually said to be striving not to idealize but to paint what is there. And, in fact, they do. What is there is just more beautiful than we usually take the time to see. One need only look at a Vermeer to realize that the Impressionists did not discover light: light is almost the subject of some of his paintings.

·  It was sometime during this period that the balance in art between the temporal and the eternal was lost. Art left its place as an aid to the spirit. Whereas art had once pointed man to God, it increasingly pointed man towards the material world. At this point art, and culture, enter into a free fall towards decadence and despair.

· ENLIGHTENMENT TO ROMANTICISM (1700--1800) 

· 
I.  
 Philosophy 

· The Enlightenment represents the peak of the Renaissance goal to make man the measure of all things. In the period from roughly 1700 to 1800 man's reason became the measure of all things, and whatever was not reasonable was not true. "Enlightenment is man's emergence from his self-imposed immaturity. Immaturity is the inability to use one's understanding without guidance from another."{28} This is Kant's answer, which he applies most rigorously to religion. There can only be enlightenment when scholars are free to question any religious or church matters. "It is absolutely forbidden that they unite into a religious organization that nobody may for the duration of a man's lifetime publicly question."{29} Biblical Christianity, which requires that believers be bound by the Scriptures, is expressibly outlawed by Kant, and yet some today consider him a champion of Christianity.

· 
A.  
Immanuel Kant (1724--1804) 

·  Kant spent all of his life in Germany, most of it in his native Konigsberg. His servant claimed that in thirty years Kant never failed to rise at five o'clock in the morning, and it is said that the people of Konigsberg could set their watches by the time Kant came by their house. (It is an interesting psychological insight that the one time he seems to have been so distracted that he did not even take his afternoon walk was when he began reading Rousseau's Emile [1762].){30}

·  Kant saw the problem that Hume posed for the possibility of knowing anything, and made it his life work to provide an answer that would "save religion." Part of Kant's answer was that indeed there was no "principle of cause and effect" in the knowable world. But, Kant said, there are categories in our minds, categories that each of us possess. One of those mental categories is "cause and effect!" So, Kant saves our sense that there is an external world, but only by making the reality come from the way our brains process our sense data.

·  For Kant, there is a noumenal world of "things in themselves," a world we can never know. And in that world Kant placed God. Real, but unknowable. We are stuck in the world of the phenomena, but that is all we can know, the surface of things, not their intrinsic reality. It was a great cost to pay for saving reality. And since Kant, most philosophy has assumed that he was right, and gone on from there. If God exists, He is unknowable, and in fact, we can only know the world of appearances.

·  In Kant's construction, even the laws of nature depend on the mind and thus knowledge of any independent world, external to the mind, must be given up. To save the laws of nature, we must give up any hope of knowledge of reality. From then on, philosophy, or at least epistemology, has had to reckon with the mind itself as a constituent of reality.

·  But if we cannot know things as they are, metaphysics is impossible, for that is what metaphysics is, an attempt to probe into the nature of things in themselves, into being itself. Kant excluded this. This exclusion would set the course for philosophy into the twentieth century.

· 
2.  
 Hegel (1770--1831) 

· Hegel was born in 1770, the same year as both Beethoven and Wordsworth, and like both of them was deeply influenced by the initial optimism of the French Revolution. Both Hegel and Beethoven were even drawn to Napoleon, despite his conquest of Germany. Beethoven went so far as to dedicate his epochal 3rd symphony to Napoleon, though he tore up the dedication page and rewrote the title once Napoleon declared himself emperor. Hegel is the high point of what is called German Idealism. (By idealism is meant the philosophy that places ideas as being higher than material substance. Plato, with his eternal Forms or Ideas, would be considered an idealist.)

·  Hegel's system may be the most comprehensive, and difficult philosophical system in history.{31} In his system, there is a world spirit, a Geist, that is realizing itself in the unfolding of world history. Ideas and nature are in constant tension, and out of their conflict comes the history of man. The very process of history is the realization of the Ultimate Spirit.

·  Parts of Hegel's system are used by many different system builders, notably Karl Marx, but few if any thoroughgoing Hegelians exist. His system also has about it a sense of yearning that seems somehow to have given encouragement to Romanticism.

· 
3.  
 Jean Jacques Rousseau (1712--1778) 

·  Chronologically, Rousseau belongs to the Enlightenment, but his influence is the catalyst that sets in motion the next step in European cultural history. As much a political thinker as a philosopher, Rousseau set the tone for the Romantic movement, and his thinking is as alive today as it was in the French Revolution. It is to Rousseau that we owe the idea of the natural man, neither savage nor fully civilized, who is fully happy and fully good. Rousseau brings feelings into the discussion of man, and places man's feelings above his reason (much as the counter-culture of the 60s did).

·  Much modern educational theory sounds like Rousseau, who felt that children would learn best in an environment of freedom, with as few constraints as possible. Because man is basically good, if we would just  leave him alone, he will come out just fine. This is a wonderful world view until put into practice.

· 
1.  
 The Arts 

·  Now painting came to the service of a new ideology: autonomous man. Having been set free from the "repressive" service of the church, painters sprang to life in the service of Man. And as reality lost its independent quality, the quest in painting ceased to be to paint a reality "out there" but rather the sense or sensation of something out there, or more nearly, our response to the sensations that came to our eyes.

· 
A.  
 Jacques-Louise David (1748--1825)--Death of Marat (1793, 5'3" x 4'1"). 

·  A Neoclassicist (who desired to return to the heroic spirit and look of Greek and Roman art), David here paints what amounts to a propaganda picture. His art, he said, was intended to "electrify and plant the seeds of glory and devotion to the fatherland."{32} Of this same picture, Sir Kenneth Clark says, "Few propa-ganda pictures make such an impact as a work of art."{33} The picture itself is of the French anti-aristocracy leader, Marat, who was murdered in 1793 while in his bathtub. (He needed to spend most of his days in a bathtub filled with medicine because he had developed a terrible case of psoriasis in the Paris sewers while hiding from the police.) The letter he holds is from the woman who murdered him, Charlotte Corday, and you can see her name on the letter.

·  If Humanism has replaced Christianity, then here David paints Marat as its Christ. The drape of the figure is so like a Pietà, that it cannot be accidental, and in fact, Marat's writing box (prominent in the painting), the bloody towel, and the knife that killed him were to be revered as had been the purported nails from the Cross. This painting is Neoclassicism in service to the revolutionary spirit still alive at the time.

· 
1.  
 Eugene Delacroix (1798--1863)--Liberty Guiding the Troops, 1830 ( 1830--31, 10'8" x 8'6"). 

·  Fifty years younger than David, Delacroix is still celebrating the Revolution as an act of freedom from Tyrants, but while most people think this picture is of the French Revolution, it is actually the July Revolution of 1830 in Paris, which merely replaced a reactionary Bourbon king with his more forward-thinking relative, who bought this very picture when it was shown in the Salon in 1831.

·  While Liberty's head may be Neoclassical, with its Phrygian cap (originally worn by freed slaves in Rome, and picked up as a symbol by those in the first French Revolution), the rest of the picture is pure Romanticism. Liberty is no weak Greek goddess. She is effortlessly carrying a musket in one hand and holding aloft a large tricolor in the other. She is also not floating over the scene but walking over the bodies of the dead and wounded at her feet. Her bare breasts are the only other thing that identify her as an allegorical figure, and not an actual woman of the streets. The figures around her are representative of the various classes joining together to cast off tyranny. The young child on her left is surely too young to understand the significance of the events but is caught up in playing the "cops and robbers" of the day, while the bourgeois man in the top hat and coat, and the rather more humble figure behind him, show the two classes united in struggle. The play of the colors of the flag throughout the picture is both a unifying theme, and typically Delacroix. As an atmospheric touch we see the towers of Notre Dame rising through the smoke at the right.

· 
1.  
 Francisco de Goya (1746--1828)--The Third of May, 1808 (1814--15, 8'8" x 11'4"). 

· If Delacroix's is the Romantic version of war, Goya's is the futile, senseless, brutally realistic and therefore horrible view. On this huge canvas Goya pictures Napoleon's soldiers shooting the Spanish peasantry almost like a horrific stage set. The people are lit with a garish light from a lantern in front of the soldiers, and the hopelessness of their faces is matched by the facelessness of their murderers. A monk in the foreground prays, but the church and the town in the background are dark. The man in the center throws out his arms, perhaps in supplication, perhaps Christ-like. But in the end they are only people. They are not heroes dying for a great cause or criminals killed for their crimes. They are just peasants being shot by anonymous soldiers. The heroes of Romanticism are already dead for Goya, though they continue far longer for others. "He has depicted the irrationality of this seemingly rational world."{34}

·  Goya's "styles" range from early paintings in a late Venetian Baroque to his last paintings that are precursors of late Expressionism. He fits no period and rises above them all. His early infatuation with court life gave way to a distrust of the whole Romanticism around him. From 1794--99 he did a series of paintings and prints called Los Caprichos (The Caprices). One particularly striking and prophetic one was The Dream of Reason.{35} This was originally to be the frontispiece of the book, and on the print is written "The author dreaming. His only purpose is to banish harmful ideas commonly believed, and with this work of Caprichos to perpetuate the solid testimony of truth."{36}

·  Behind a man asleep terrifying creatures lurk and fly, and the text says: "The dream of reason produces monsters." Goya, in much of his later work is reacting against the insanity of war and revolution that is taking place not only all across Spain, but Europe as well. The point seems to be that when reason sleeps, as was evidenced all around him, then the monstrosities of war arise and prevail against "the solid testimony of truth." Goya did another series of etchings collectively called the Disasters of War, which depicts the barbarity and inhuman cruelty of war more graphically than any other artist has dared to put on paper. These are the "monsters" that Goya saw playing on the fields of Spain as reason was eclipsed by human greed and nationalism.

· 
1.  
 Joseph Mallord William Turner (1775--1851)--Rain, Steam, and Speed--The Great Western Railway (1844, 35" x 48"). 

·  A precocious child, Turner was admitted to the Royal Academy Schools at age fourteen. He made the grand tour of the continent to see all the famous places and works. But by the time he was thirty, he was introducing a new and revolutionary approach to landscape, showing luminosity and atmosphere. Once loved as the eccentric but brilliant painter of English pastoral scenes, Turner became more controversial and criticized for his paintings of the power of nature, which lacked the form and decorum so loved by the English.

·  By the 1830s he was developing the more abstract conceptions of his last years, when his brushwork became breathtakingly free. He became more and more of a recluse. Ruskin, a friend and admirer destroyed many erotic drawings that he found among Turner's works which he thought tainted his hero's memory. He made entirely new advances in the expression of atmospheric space and luminosity through color; Constable wrote "He seems to paint with tinted steam, so evanescent and so airy."{37}

·  This painting, a late Turner, is more like Impressionism than anything painted for the next thirty to forty years. His later paintings show the first real separation of form and color.

·  One must remember that for centuries objects were thought to be real because they were solid. . . And all respectable art aimed at defining this solidity, either by modeling or by a firm outline. [But Turner was] . . .transforming everything into pure color, light rendered as color, feelings about life rendered as colour.{38}

·  Turner was not well-educated, but he struggled through Goethe's The Theory of Colour, and found a kinship with Goethe's Romanticism. In fact, Turner's use of color for conveying the emotion of a real scene is still characteristic of many paintings today.

·  Although Turner never considered himself an abstract painter, paintings discovered after his death contain no recognizable subject whatsoever, just swirling masses of radiant color. His discovery of the power of pigment had an enormous influence on the course of modern art. . . His last works anticipate modern art in which paint itself is the only subject.{39}

· 
1.  
 Claude Monet (1840--1926)--Saint-Lazare Railroad Station (1887, 29 ½" x 25 3/16"). 

·  Monet painted this station at least a dozen times, and the series marks a new departure in art, painting the same scene as it looked in different lighting. That the play of light and shadow is his subject is clear: everything else but a few locomotives sets undifferentiated in the background. As Turner had done, Monet is showing us what the eye sees. Not Reality with a capital R, but only sensations of light and color, "an atmospheric study in blues and greens."{40} The Impressionists wanted to paint what could be seen, with little attempt at interpretation. As Cezanne said: "Monet, he's only an eye, but my God what an eye!"{41}

·  Impressionism comes as a result of trying to follow the philosophical program of the Enlightenment. There is no external reality, all we can know is what we experience. And so the objects of experience lose importance as we concentrate on our experience of them, our impression of what we experience. What we experience is color and shape, not some external reality that painting merely copies as best it can.

· 
1.  
 Vincent Van Gogh (1853--1890)--Self Portrait (1889, 25½" x 21¼"). 

· Of the forty or so self-portraits Van Gogh did, this is one of the last three, done less than a year before he shot himself to death. The face is still strong but there is an anger or resentment in the eyes, perhaps a tiredness from his confinement in the Asylum at Saint-Remy.

·  Van Gogh had earlier in his life intended to be a missionary to poor workers, and felt a heavy sense of duty to follow in his father's path as a pastor. His letters to his brother, the only person in the world whom he felt he could really unburden himself to, show the struggles he went through as he tried the missionary life.

·  . . . it is a delightful thought that in the future wherever I shall be, I shall preach the Gospel; to do that well, one must have the Gospel in one's heart; may the Lord give it to me. {42}

·  Theo, woe is me if I do not preach the Gospel; if I did not aim at that and possess faith and hope in Christ, it would be bad for me indeed, but now I have some courage.{43}

·  As to the religious work, I still do not give it up. Father is so broad-minded and so many-sided, and I hope in whatever circumstances I may be, something of that will unfold in me.{44}

·  Theo, if only I might succeed in this, if that heavy depression because everything I undertake fails, that torrent of reproaches which I have heard and felt, if it might be taken from me, and if only there might be given to me both the opportunity and the strength needed to come to full development and to persevere in that course for which my father and I should thank the Lord so fervently!{45}

·  After unsuccessfully trying to train for the ministry, in 1878 he went south to the Borinage coal mining district in Belgium. In this cold and desolate area he tried to be an example by giving away all that he had to the poor. As a result he lost his job as an evangelist for not maintaining the proper "distance" from the poor.

·  Giving up his goal to minister to the poor, he instead began to paint their misery. This became for him his new ministry, and he steadfastly worked at it with all his strength for the rest of his short life.

·  From 1881--85 he lived in the Netherlands, but he moved to Antwerp in 1885, and then to Paris in 1886 where he met Pissarro, Degas, Gauguin, Seurat, and Toulouse-Lautrec.

·  His stay in Paris exposed him to Impressionism and the newly popular Japanese wood block paintings, and he combined these influences to form his own unique style.

·  At this time his painting underwent a violent metamorphosis under the combined influence of Impressionism and Japanese woodcuts. He began to use color, not as the Impressionists, for the reproduction of visual appearances, atmosphere, and light, but rather as he stated it, "Instead of trying to reproduce exactly what I have before my eyes, I use colour more arbitrarily so as to express myself more forcibly."{46}

·  As poverty, sickness, and a very melancholy temperament took their toll, Van Gogh was more and more incapacitated, but he struggled with his painting and his desire to succeed, to paint the vision he saw, until he finally took his life at age thirty-seven. He left about 800 paintings, although he sold only one of them during his lifetime.

· 
1.  
 Paul Gauguin (1848--1903)--The Spirit of the Dead Keeps Watch  (1892, 28 5/16" x 36 3/8"). 

·  Gauguin's work was a reaction to the Impressionists, whom, he said ". . . heed only the eye and neglect the mysterious centers of thought."{47} Caught up by the mythical "noble savage" ideas of Rousseau, Gauguin first went abroad to Panama and Martinique in April--May 1887. Returning to France, he stayed first in Paris, moved to Pont-Aven in Brittany and then Arles, with Van Gogh. His fascination with the South Seas continued to grow, however, as in his imagination it became the place where he might finally be free of social and financial pressures.

·  May the day come, perhaps very soon, when I'll bury myself in the woods of an ocean island to live on ecstasy, calmness and art. With a new family, and far from that European struggle for money. (This was written to his wife about Feb. of 1890. A thoughtful man to be sure.){48}

·  I am going soon to Tahiti, a small island in Oceania, where the material necessities of life can be had without money. I want to forget all the misfortunes of the past . . . There, at least, under an eternally summer sky, on a marvelously fertile soil, the Tahitian has only to lift his hands to gather his food; in addition he never has to work. When in Europe men and women survive only after unceasing labor during which they struggle in convulsions of cold and hunger, a prey to misery, the Tahitians, on the contrary, happy inhabitants of the unknown paradise of Oceania, know only sweetness of life. To live, for them, is to sing and to love.{49}

·  Gauguin left for Tahiti in April 1891, finding it far from the tropical paradise he had imagined it to be. He lived in Tahiti for the rest of his eleven years, except for two years in Paris (August 1893 to June 1895). As he moved around, he lived with a series of girls, generally thirteen or fourteen, by whom he had a number of children, whom he generally abandoned. He also spread his syphilis wherever he went.

·  Gauguin left Paris as much to create his own myth of himself as the "savage artist" in the sense of Rousseau's noble savage, as he did to escape the rigors and pettiness of France for an idyllic life in the South Seas. He was a relentless self-promoter, and constantly cultivated friendships he hoped we would create and continue his success.

·  He was one of the first to find visual inspiration in the arts of ancient or primitive peoples, and reacted vigorously against the naturalism of the Impressionists and the scientific preoccupations of the Neo-Impressionists. As well as using colour unnaturalistically for its decorative or emotional effect he reintroduced emphatic outlines forming rhythmic patterns suggestive of Japanese colour prints. . . . the forms and patterns in his pictures were meant to suggest mental images or ideas and not simply to record visual experience.{50}

· NIHILISM AND MYSTICISM (1800--Present) 

· 
I.  
 Philosophy 

·  As man's thoughts turned more and more inward, the possibility of hope became increasingly remote. Kierkegaard believed in a transcendent God, but not a God of much comfort. And soon after Kierkegaard's time, the whole notion of God would come to seem outdated and naive. The reaction among artists tended to be a rapid retreat from nature, and a growing sense of isolation from both the culture and the general audience. Art became something enjoyed and understood only by those who "knew the language," a language that was constantly changing.

· 
A.  
Sören Kierkegaard (1813--1855) 

·  Danish first, last, and for all his short forty-two years, Kierkegaard, like many religious reformers, saw as his battle a dead, state-run church. Added to this was a philosophy, Hegel's, which had engulfed most competition. Kierkegaard's goal was to wake people from their spiritual slumbers, and turn in faith to God as their one hope. One could hardly disagree with this, and Kierkegaard seems a sincere believer in God and Christ. But the way he chose to write in order to stir up the thinking of his readers often left in question just what he did believe.

·  He was, however, clear about the fact that we cannot rationally reason our way to God. At some point, we must set aside our reason, and, by faith, reach out and take hold of God's promises. If you've ever heard of the "Leap of Faith" this is the guy that is usually pinned to. But Kierkegaard did not mean a "blind leap," but rather a leap of faith that believes in order to know.

·  Kierkegaard's concern was that the church had become a place where people believed in a list of truths not in a personal God. His goal was to shake them up and confront them with a God who was paradoxical (that is supra-rational: He is in us and beyond the universe; He is in Christ, and eternally in the heavens; He foreknows all things and allows free will; He is personal, and yet infinite; He works in time, and yet is not in time).

·  The leap is neither blind nor arbitrary, since Climacus [the character in this dialogue who represents Kierkegaard] insists that the individual must have a clear idea of what he is leaping to (Christianity precisely defined by means of God's transcendent entrance into history) and why he might choose to leap (the consciousness of sin).{51}

·  Kierkegaard replaces Descartes's doubt (the opposite of rational conviction) with despair (the opposite of faith for Kierkegaard). But real doubt is an unwillingness to give assent, and that cannot be overcome by knowledge, but only by an act of the will, a readiness of the will which we call faith. Kierkegaard argues that while the Bible may be historically true it doesn't matter, because faith is based on belief in God, not facts about God. But this begins the theological bifurcation of truth from experience, or history from what is True.

·  Kierkegaard was concerned that objective statements of truth, such as creeds, had separated the believer from any real, personal contact with God. In "objectivity one tends to lose that infinite personal interestedness in passion which is the condition of faith."

·  John Updike has a characteristically thoughtful couplet of praise to Kierkegaard:

·  Praise Kierkegaard, who splintered Hegel's creed Upon the rock of Existential need.{52}

·  But, unfortunately, while splintering Hegel, Kierkegaard also opened the door to a great deal of existential dread, based on a God too distant to care about us or interact personally. Most non-Christian existentialists trace their lineage back to Kierkegaard, even if he would be appalled by his disciples. The next two men fall into this category.

· 
1.  
 Jean-Paul Sartre (1905--1980) 

· Sartre is the existentialist of this century. More a writer than a philosopher, it was his public persona that won a hearing for his philosophy as much as its coherence or possibility. For a philosopher like Plato, our essence as humans precedes our actual existence as a particular human being. For Sartre, just the opposite is true. "Existence precedes essence." By this he means that we first are, and then we decide what we will be by what we do, what actions we take to affirm ourselves. "Man negates the nothingness of the world by creating an essence for himself, and a structure for the world."{53}

· 
1.  
 Albert Camus (1913--1960) 

· Like many existentialists, Camus focused on the absurdity of life, something that was easy to do for someone living through two world wars in thirty years. He is often associated with Sartre, but was both the better writer, and more consistent thinker. He felt suicide was an unauthentic response to the absurdity of the world. Instead, one showed resolve and true character by going on in the face of the absurdity, acknowledging it, but not giving in to it. But also like Sartre, Camus had no real hope to offer, being just as bankrupt as most philosophies when it comes to day to day living and the need for God that each of us has.

· 
1.  
Friedrich Nietzsche (1844--1900) 

· Both Nietzsche's father and grandfather were Lutheran pastors. His father died when he was nine. He was raised by his mother and various female relations. He was a sociable person, but lived in solitude much of his life. His life and work have been endlessly psychoanalyzed and interpreted, but often by those seeking to find what they wanted in his writings. He throws off all predecessors and is claimed by many different factions as supporting their cause.

·  His work is filled with dramatic outbursts: "For impulses that others vent upon their wives or friends, or at a party, perhaps over drinks, Nietzsche had no other outlet."{54}

·  While others had spoken of "God's death" before, no one had ever spoken the words with such savage clarity as Nietzche.

·  The greatest recent event--that 'God is dead,' that the belief in the Christian God has ceased to be believable--is even now beginning to cast its first shadows over Europe. . . . [T]he event itself is much too great, too distant, too far from the compre- hension of the many even for the tidings of it to be thought of as having arrived yet, not to speak of the notion that many people might know what has really happened here, and what must collapse now that this belief has been undermined--all that was built upon it, leaned on it, grew into it; for example, our whole European morality . . . . Indeed, we philosophers and 'free spirits' feel as if a new dawn were shining on us when we receive the tidings that 'the old god is dead'; our heart overflows with gratitude, amazement, anticipation, expectation.{55}

·  Nietzsche saw himself as a prophet, one who saw that God was dead, and recognized the future consequences, just as he saw that people were not yet ready to hear this message, let alone the moral results that Nietzsche saw all too clearly.

·  Nietzsche speaks to the individual, not to "the people," or to a political party. "I want no believers; I think I am too malicious to believe in myself; I never speak to the masses."{56} And what is it that Nietzsche wants his listener to do? To reject the lies of religion and become like himself.

·  I negate a type of man that has so far been considered supreme: the good, the benevolent, the beneficent. And then I negate a type of morality . . . the morality of decadence or, more concretely, Christian morality. . . . I take the overestimation of goodness and benevolence on a large scale for a consequence of decadence, for a symptom of weakness, irreconcilable with an ascending, Yes-saying life: negating and destroying are conditions of saying Yes.{57}

·  What defines me, what sets me apart from the whole rest of humanity is that I uncovered Christian morality. . . that which corrupted humanity. . . . Whoever uncovers Christian morality also uncovers the disvalue of all values that are and have been believed . . . . The Concept of 'God' invented as a counter concept of life--everything harmful, poisonous, slanderous, the whole hostility unto death against life synthesized in this concept in a gruesome unity! . . . The concept of the 'soul,' the 'spirit,' finally even 'immortal soul,' invented in order to despise the body . . . . The concept of 'sin' invented along with the torture instrument that belongs with it, the concept of 'free will,' in order to confuse the instincts . . . . Finally--this is what is most terrible of all--the concept of the good man signifies that one sides with all that is weak, sick, failure, suffering of itself--all thought ought to perish.{58}

·  Nietzsche did not think much of Christianity! But in his desire to cast off Christian morality he only carries to its logical conclusion what philosophers had been leading up to since at least Hume. Nietzsche is consistent in his world view in a way that few philosophers have been. The death of God is both terrible and freeing news. We are finally free of the moral straitjacket of Christianity, but we are also cut adrift from all morality. What will we do? As what we call the Modern Age replaced the Industrial Age, other thinkers offered solutions to this dilemma.

· 
1.  
 B. F. Skinner (1904--1990) 

·  An American-born Harvard professor, Skinner is best known for his work with rats and pigeons. Using rewards (positive reinforcement) for the desired behavior and punishments (negative reinforcement) for undesired behavior, Skinner showed that he could train animals to follow a consistent pattern of behavior.

·  His ultimate goal was to show that humans are just more complicated animals, and that by using "operationism" humans can be trained to always live in peace and harmony. In his rather weakly written novel Walden Two, Skinner draws out the story of how a utopian community using his methods would work.

·  In another book, Beyond Freedom and Dignity, Skinner remarks "To man  qua man we readily say good riddance."{59} The "Beyond" of Skinner's title really means "abolition." (In this context he mentions Lewis: "C. S. Lewis put it quite bluntly: Man is being abolished."{60})

·  What is being abolished is autonomous man--the inner man, the homunculus, the possessing demon, the man defended by the literatures of freedom and dignity.

·  His abolition has long been overdue. Autonomous man is a device used to explain what we cannot explain in any other way. He has been constructed from our ignorance, and as our understanding increases, the very stuff of which he is composed vanishes. Science does not dehumanize man, it de-homunculizes him, and it must do so if it is to prevent the abolition of the human species. To man qua man we readily say good riddance. Only by dispossessing him can we turn to the real causes of human behavior. Only then can we turn from the inferred to the observed, from the miraculous to the natural, from the inaccessible to the manipulable."{61}

·  Put in Skinner's terms: "Personal exemption from a complete determinism is revoked as a scientific analysis progresses, particularly in accounting for the behavior of the individual."{62}

·  And what is man? "[M]an is not a moral animal in the sense of possessing a special trait or virtue; he has built a kind of social environment which induces him to behave in moral ways. . . . . A self is a repertoire of behavior appropriate to a given set of contingencies."{63}

·  The consequence of all of this is that, for Skinner and behaviorists in general, man is a complex stimulus response machine who can be trained to be peaceful and useful. Skinner's world view is the ultimate mechanistic psychologist's dream: give us the controls and we will create the best society. Skinner and the behaviorist's world-view is that of naturalism, but a determined naturalism that is totally reductionistic: all human behavior is only learned response and there is no "person." Within this world view, those who can are at liberty to try to remake society in any way they can. They too are only machines trying to make other machines work better.

· 
1.  
 Bertrand Russell (1872--1970) 

· A philosopher whose life spans much of modern history, Russell saw and commented on most of what we consider modern culture. Russell was born, educated, and died in England, but none-the-less traveled and lectured in much of the world in his lifetime, and was involved with as many women as he could while he was able. Most significant in his work in mathematics but most influential in his pronouncements on morality, Russell was one of the earlier popularizers of "free love," firstly in his own life. His three divorces and four marriages hint at his willingness to leave one woman for another, and when asked whether his wife resented his affairs with other women he responded: "Any woman worth loving would sooner have one-tenth of a first-rate man than all of a tenth-rate one."{64} Yet, because of his opposition to the Viet Nam war, he came to be seen as the moral voice of a nation, and an elder statesman of the peace movement.

·  His work in mathematics set it on a new and rigorous logical base, as well as encouraged much clearer thinking about clearer definition of the problems of philosophy. But here, too, his emphasis on logic led him to eliminate any spiritual possibilities.

· NIHILISM AND MYSTICISM (1800--Present) (Continued) 

· 
II.  
 The Arts 

· In his catalogue preface to the second Post-Impressionist show (1912), Clive Bell speaks of far more than just the Post-Impressionists: "We have ceased to ask, 'What does this painting represent?' and ask instead, 'What does it make us feel?' We expect a work of art to have more in common with a piece of music than with a colored photograph."{65} With the loss of certainty about reality, let alone whether God might exist, painting drifted more and more into psychology and an attempt to paint the inner state of the mind, or the feelings of the painter about the world, rather than paint the world itself.

· 
A.  
 Edvard Munch (1863--1944)--Jealousy (1895, 26¼" X 39¼"). 

·  Like Van Gogh, Munch was a man driven more by madness than most. His childhood was depressing and dominated by his father whom he seems always to have feared (his mother and sister both died of consumption). "The black angels of disease and insanity stood guard at my cradle. . . . I always felt that I was treated unjustly, motherless, sick, and threatened with punishment. . . ."{66} Out of his childhood came a particular sensitivity to the terror and alienation of the mind, and his paintings are a record of neuroses from the inside. "I paint not what I see, but what I saw . . . The camera cannot compete with painting since it cannot be used in Heaven or Hell. . . ."{67}

·  In this particular painting, of which there are several versions, we see a man in the foreground who looks out at us with a look that could be anything from hatred to despair. In the background a woman, looking like a demon in her almost flaming red robe, appears to be either seducing or being seduced by the man next to her. We gather that the man in the foreground is jealous because of what is happening, but the direction of the action is very ambiguous. The dramatist Strindberg, who was a close friend of Munch, gives the following analysis:

·  Jealousy, sacred feeling of cleanliness of the soul which abhors to mingle with another through the intermediary of woman. Jealousy, legitimate selfishness, born of the instinct to preserve self and the race. . . He who is jealous says to his rival: 'Go, imperfect one, you fan the fires that I have lit. From her mouth you shall breathe and drink my blood. You will remain my slave since my spirit shall rule you through this woman who has become your master.'{68}

·  Many of Munch's pictures are of the relationship between a man and a woman, and almost all of them are filled with anger, distrust, with women even pictured as vampires. Of his method, Munch wrote: "Just as Leonardo da Vinci studied human anatomy and dissected corpses, so I try to dissect souls."{69}

· 
1.  
 Munch--The Scream (1893, 35¾" x 29"). 

·  This is undoubtedly not only Munch's most famous picture, but one of the most famous pictures from the early twentieth century. Perhaps only one who has truly feared losing their mind could put so much emotional energy into a painting like this. The whole canvas seethes with anxiety, fear, and isolation. Munch's own comment: "Above the blue-black fjord hung the clouds, red as blood, red as tongues of fire." And later he wrote: "I would not cast off my illness, for there is much in my art that I owe to it."{70} The 1895 lithograph of this picture is inscribed "I listened to the great, infinite cry of Nature." As dread has enveloped Western culture, this picture is emblematic of the whole cultural ethos and not just the individual.

· 
1.  
 Emil Nolde (1867--1956)--The Last Supper (1909). 

·  Nolde, a German artist, along with Georges Rouault (1871--1958), was one of the last artists in our century to paint biblical scenes with real conviction. He painted The Last Supper after an exhausting and near to death sickness. Almost in a dream, he began to sketch.

·  Without much intention, knowledge, or thought I had followed an irresistible desire to represent profound spirituality, religion, and tenderness. . . . I was to paint the most mysterious, the profoundest, most inward event of all Christian religion! Christ, His face transfigured, sanctified and withdrawn, encircled by His disciples who are profoundly moved. I painted and painted, hardly knowing whether it was night or day, whether I was a human being or only a painter. I saw the painting when I went to bed, it confronted me during the night, it faced me when I woke up. I painted happily. The painting was finished. The Last Supper.{71}

· 
1.  
 Nolde--Twilight Creatures (?).

·  Nolde only seems to have painted biblical images for a few years. He seems also to have had an interest in the spiritual forces below the surface of things and this picture is surely an image of demonic creatures. Nolde began as one of the leading Expressionists, but his later paintings seem to lose some of their power, and become more pleasant landscapes congruent with his growing German nationalism. He is one of the few painters represented here who lived to a "ripe old age."

· 
1.  
 Chaim Soutine (1893--1943)--Child with Toy (c. 1919, 31 7/8" x 25 5/8"). 

·  Born in the tiny Lithuanian town of Smilovitchi, a Jewish shtetl (a small Eastern European Jewish community), Soutine was the tenth of eleven children. His father was a mender, the lowest rung on the very stratified Jewish hierarchy. Raised in abject poverty, an artist where drawing was forbidden, Soutine was haunted for the rest of his life by his childhood. He was repeatedly beaten by his brothers for painting, and he finally left for an art school in Minsk at the age of sixteen after he had been beaten and left for dead for asking a man to pose for a portrait.

·  In July of 1913 Soutine left Minsk and moved to Paris, where he remained for most of the rest of his life. However, in 1922, his whole life was changed from starving artist to artist in demand, almost literally overnight. An eccentric collector from Philadelphia, Dr. Albert C. Barnes, who had made a fortune selling a sore throat medicine, saw one of Soutine's pictures hanging in a bistro in 1922. He arranged to meet the artist, and bought 52 of Soutine's paintings for $3,000, at the time an amazing price.{72} For the rest of his life, he was never poor, but psychologically he was always in poor health.

·  Soutine was an exceptionally odd person, with many phobias and strange habits. Perhaps as a reaction to his Jewish upbringing, where an animal was always killed and bled immediately, he developed a fascination with painting beef and poultry carcasses, which he sometimes hung up for days in his apartment. He bought hats by the dozen and was convinced they had magical powers. He would only paint when no one could see him, even hiding if possible. He destroyed many of his canvases that did not please him, and mutilated many more. He spent most of the last ten years of his life in a fruitless search for the perfect scene to paint, and he died very close to madness.

·  His paintings of people were mostly of servants or people who are "lower" in society's eyes. This may well have been his own way of dealing with his almost outcast status as a child. All of his pictures show the intensity with which he approached his work, and the deep textures he obtained by alternating heavy impasto with areas painted almost entirely on the back of the canvas. His landscapes swirl and almost decompose with even more uncontrolled energy than Van Gogh's, with colors as vivid as Gauguin's.

· 
1.  
 Pablo Picasso (1881--1973)--Les Demoiselles d'Avignon (1907, 8' x 7'8"). 

·  Without doubt the most influential painter of the twentieth century, Picasso here has painted one of the turning points in modern art. It was so shocking that even his friends seem not to have liked it, and it was not shown publicly until 1937. Done over a number of months, it began as the Brothel of Avignon, as an allegory about lust, and initially there were also two men in the picture. One sat among the women eating with them, while another came in from the left with a skull in his hand. Both were dressed as sailors. But Picasso seldom moralized, and these figures were painted out and the picture was given its present name by the art critic, poet, and friend of Picasso, André Salmon. While not yet "Cubist" (which would come in the next year) the figures are no longer seen from one point of perspective, nor with one continuous form. Rather, the plane of the picture has many different planes superimposed on it, as if the figures had been sliced and then reassembled. Picasso's interest in African art, particularly from the Ivory Coast, is also shown in the treatment of three of the faces. But their faces tell us little. This is not a painting to praise or condemn prostitution, and what meaning we attach to them will probably come from ourselves, not the painting. They are subjects to deconstruct, objects to manipulate, and not women to admire, or desire, or to pity. And in all of these ways they foretell the direction of modern art away from beauty seen in the form of the thing itself and towards a loss of an external reality and even humanity itself.

·  Picasso's whole life can be summed up by a statement of his friend Gertrude Stein: "He alone among painters did not set himself the problem of expressing truths which all the world can see, but the truth which only he can see."{73}

· 
1.  
 Picasso -- Female Nude (1910--11, 38¾" x 30 3/8"). 

· Several years after the initial development of Cubism, a term invented by the French art critic Louis Vauxcelles and meant to be derisive, both Picasso and Braque (1882--1963) began to explore how far the idea of pure fragmented geometric planes could be used to depict three dimensional structure. Years later Picasso said:

·  Many think that Cubism is an art of transition, an experiment which is to bring ulterior results. Those who think that way have not understood it. Cubism is not either seed or a foetus, but an art dealing primarily with forms, and when a form is realized it is there to live its own life. . . . Mathematics, trigonometry, chemistry, psychoanalysis, music, and whatnot, have been related to Cubism to give it an easier interpretation. All this has been pure literature, not to say nonsense, which brought bad results, blinding people with theories.{74}

·  When we invented Cubism, we had no intention whatever of inventing Cubism. We wanted simply to express what was in us.{75}

·  There is no abstract art. You must always start with something. Afterward you can remove all traces of reality. There's no danger then, anyway, because the idea of the object will have left an indelible mark.{76}

· 
1.  
Jackson Pollock (1912--1956)--(Unknown). 

· When many people think of incomprehensible modern art, they think of a Pollock "drip" canvas (though drip is far too passive a word for how Pollock applied paint). Beginning as a realist painter, shortly after World War II Pollock struck out in an entirely new direction. Abstract Expressionism, or "action painting" was just coming into its own in the U.S., and Pollock was on the first wave. Abandoning the usual approach to painting, he placed his unstretched canvases on the floor of his studio and worked from all sides of them, applying the paint in whatever way would give the desired effect.

·  The method of painting is the natural growth out of a need. I want to express my feelings rather than illustrate them. Technique is just a means of arriving at a state-ment. . . . I can control the flow of paint: there is no accident, just as there is no beginning and no end.{77}

·  Pollock lived with the same intensity and abandon as he painted, and, dead drunk, he killed himself when his car skidded into a tree. But his painting had a profound effect. Willem De Kooning wrote "Every so often, a painter has to destroy painting. Cezanne did it. Picasso did it with cubism. Then Pollock did it. He busted our idea of a picture all to hell. Then there could be new paintings again."{78}

· 
1.  
 Salvador Dali (1904--1989)--Soft Construction with Boiled Beans; Premonition of Civil War (1936, 29½" x 33"). 

·  Painted with wonderful technique, as are most of his surreal pictures, Dali anchors the picture in an arid but mundane setting, and the hideous apparition itself arises from the top of a chest of drawers. And as the being rips itself apart, it is indeed a premonition of the civil war in Spain. In the foreground, a man walks with bowed head, oblivious to the whole scene. The juxtaposition of the real with the grotesque is typical in Dali, and sexual images abound.

·  The idea of paranoia run wild as the source of inspiration is common in Dali's paintings. Andre Breton (1896--1966), commenting specifically on Dali said:

·  I believe the moment is at hand when by a paranoiac and active advance of the mind, it will be possible . . . to systematize and thus to help to discredit completely the world of reality. . . . Paranoia uses the external world in order to assert its dominating idea and has the disturbing characteristic of making others accept this idea's reality.{79}

·  Few painters have been so self-promoting, and his later paintings tend to become Dali the exhibitionist, rather than Dali the painter.

· 
1.  
 Francis Bacon ( 1909--1992)--, [center panel] (1962, 78" x 57"). 

· If Picasso's paintings were upsetting to many people, Francis Bacon's painting made them sick to their stomach. Born in Dublin, he was forced by his father to leave home at 16, and his travels about the decadent capitals of Europe between the Wars left their mark on his very open mind. In 1929 he returned to London where he lived until his death. He painted little until the 40s, and it was not until a show in London in April of 1945 that Bacon suddenly became a "recognized" painter. What he displayed was a triptych entitled Three Studies for Figures at the Base of a Crucifixion. Friend and art critic John Russell describes them as "images so unrelievedly awful that the mind shut snap at the sight of them."{80} The description fits almost all of Bacon's subsequent paintings. In ways sometimes obvious, sometimes subtle, Bacon's paintings have shaped much of the art since 1945. As Russell so poetically says, "what once rang out like an individual cry of pain has been taken up, all over the world, as the first oboe's A natural is taken up by the whole orchestra."{81}

·  Later in his life, Bacon took to portraits, usually of friends, but always with the same twisting and distortions of the body, and the likeness of the image more to something that has been tortured than to the person being painted. Why paint his friends? "If they were not my friends, I could not do such violence to them." But he did not paint with them in the room. "If I like them, I don't want to practice the injury that I do to them in my work before them. I would rather practice the injury in private by which I think I can record the facts of them more clearly."{82}

· 
1.  
 Bacon--Head VI (1949, 36 5/8" x 30 3/8"). 

·  Part of a series of six heads, they represent a sequence of deforming a picture originally painted by Velasquez of Pope Innocent X. It is difficult to speculate on what Bacon wants the reader to feel after viewing these canvases, but perhaps a comment of his can at least open the door to suggestions. "One thing I'd like to have is an enormous room lined with distorting mirrors from floor to ceiling. Every so often there'd be a normal mirror inset among the distorting ones. People would look so beautiful when they passed in front of it."{83} Just possibly, after we walk away from a Bacon picture, we suddenly see the beauty around us just as we are in flight from the horror on his canvas.

·  Bacon sums up both his own art and much of that of the century when he tells us how he feels about life:

·  Also, man now realizes that he is an accident, that he is a completely futile being, that he has to play out the game without reason. I think that even when Velasquez was painting, even when Rembrandt was painting, they were still, whatever their attitude to life, slightly conditioned by certain types of religious possibilities, which man now, you could say, has had canceled out for him. Man now can only attempt to beguile himself for a time, by prolonging his life--by buying a kind of immortality through the doctors. You see, painting has become--all art has become--a game by which man distracts himself. And you may say it has always has been like that, but now it's entirely a game. What is fascinating is that's [sic] going to become much more difficult for the artist, because he must really deepen the game to be any good at all, so that he can make life a bit more exciting. . . . {84}

· CONCLUSION 

·  All of art can have purpose and a place for us. It can help us see ourselves and our world more clearly than we will ever know it by ourselves. But it can also be a reminder of what the world is like apart from the meaning that a personal Creator can give to it and to us. Robert Rauschenberg makes the challenge of painting clear: "If you do not change your mind about something when you confront a picture you have never seen before, you are either a stubborn fool or the painting is not very good."{85}

·  Hopefully, as a result of seeing these pictures, you have both a greater sense of beauty, and a greater sense of the darkness that is all about. These pictures make me thankful that I know Jesus Christ as the one who has forever secured my salvation. But at the same time, they give me renewed compassion for the ones who do not have this security. I feel more than ever the isolation and alienation that so many artists seem to sense more acutely than the rest of us. Like people with the tips of their fingers sandpapered off, artists seem the first to sense what is in fact all about us. And while they may bring what they see and feel to our attention in a way that is  unsettling, if we do not pay attention we may well miss the opportunity to turn those who are suffering to the one and only Hope in Whom they can put their trust.
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· The Christian and the Arts

·  Jimmy Williams

·  Introduction

·  Is there a legitimate place for the appreciation of art and beauty in our lives? What is the relationship of culture to our spiritual life? Are not art and the development of aesthetic tastes really a waste of time in the light of eternity? These are questions Christians often ask about the fine arts.

·  Unfortunately, the answers we often hear to such questions imply that Christianity can function quite nicely without an aesthetic dimension. At the heart of this mentality is Tertullian's (A.D. 160--220) classic statement, "What has Athens to do with Jerusalem? The Academy with the Church? We have no need for curiosity since Jesus Christ, nor inquiry since the evangel."

·  This bold assertion has led many to argue that the spiritual life is essential, but the cultural inconsequential. And today much of the Christian community seems inclined to approach aesthetics in the same hurried and superficial manner as we live most of our lives. This attitude was vividly expressed in a cartoon portraying an American rushing into the Louvre in Paris.  The caption read, "Where's the Mona Lisa? I'm double parked!"

· 
I.  
 Art and Aesthetics 

· What is aesthetics? Let us begin with a definition. Aesthetics is "the philosophy of beauty and art. It studies the nature of beauty and laws governing its expression, as in the fine arts, as well as principles of art criticism."{1} Formally, aesthetics is thus included in the study of philosophy. Ethical considerations to determine "good" and "bad" include the aesthetic dimension.

·  Thus, beauty can be contemplated, defined, and understood for itself. This critical process results in explaining why some artists, authors, and composers are great, some merely good, and others not worthwhile.

·  Aesthetics therefore "aims to solve the problem of beauty on a universal basis. If successful, it would presently furnish us with an explanation of the quality common to Greek temples, Gothic cathedrals, Renaissance paintings, and all good art from whatever place or time."{2}

·  At the heart of aesthetics, then, is human creativity and its diverse cultural expressions. H. Richard Neibuhr has defined it as "the work of men's minds and hands."{3} While nature (as God's gift) provides the raw materials for human expression, culture is that which man produces in his earthly setting.

·  It includes the totality and the life pattern--language, religion, literature (if any), machines and inventions, arts and crafts, architecture and decor, dress, laws, customs, marriage and family structures, government and institutions, plus the peculiar and characteristic ways of thinking and acting.{4}

·  Aesthetic taste is interwoven all through the cultural fabric of a society and thus cannot be ignored. It is therefore inescapable--for society and for the individual. Human creativity will inevitably express itself and the results (works of art) will tell us something about its creators and the society from which they came. "Through art, we can know another's view of the universe."{5}

·  As such, works of art are often more accurate than any other indication about the state of affairs at some remote but crucial juncture in the progress of humanity. . .By studying the visual arts from any society, we can usually tell what the people lived for and for what they might be willing to die.{6}

·  The term "art" can mean many different things. In the broadest sense, everything created by man is art and everything else is nature, created by God. However, art usually denotes  good  and beautiful  things created by mankind (Note: A major point of debate in the field of aesthetics centers around the definition of these two terms). Even crafts and skills, such as carpentry or metal working have been considered by many as "arts."

·  While the works of artisans of earlier eras have come to be viewed like fine art, the term "the arts," however, has a narrower focus in this outline. We are here particularly concerned with those activities of mankind which are motivated by the creative urge, which go beyond immediate material usefulness in their purpose, and which express the uniqueness of being human. This more limited use of the term "art" includes music, dance, painting, sculpture, architecture, drama and literature. The "fine arts" is the study of those human activities and acts which produce and are considered works of art.

·  Aesthetics then is the study of human responses to things considered beautiful and meaningful. The arts is the study of human actions which attempt to arouse an aesthetic experience in others. A sunset over the mountains may evoke aesthetic response, but it is not considered a piece of art, because it is nature. A row of telephone poles with connecting power lines may have a beautiful appearance, but they are not art because they were not created with an artistic purpose in mind. It must be noted, however, that even those things originally made for non-artistic purposes can and have later come to be viewed as art objects (i.e., antiques).

·  While art may have the secondary result of earning a living for the artist, it always has the primary purpose of creative expression for describable and indescribable human experiences and urges. The artist's purpose is to create a special kind of honesty and openness which springs from the soul and is hopefully understood by others in their inner being.

· 
2.  
 Aesthetics and the Bible 

· What does the Bible have to say about the arts? Happily, the Bible does not call upon Christians to stultify or look down upon the arts. In fact, the arts are imperative when considered from the biblical perspective. At the heart of this is the general mandate that whatever we do should be done to the glory of God. We are to offer Him the best that we have--intellectually, artistically, and spiritually.

·  Further, at the very center of Christianity stands the Incarnation ("the Word made flesh"), an event which identified God with the physical world and gave dignity to it. A real man died on a real cross and was laid in a real, rock-hard tomb. The Greek ideas of "other- worldly-ness" that fostered a tainted and debased view of nature (and hence aesthetics) find no place in biblical Christianity. The dichotomy between sacred and secular is thus an alien one to biblical faith. Paul's statement, "Unto the pure, all things are pure" (Titus 1:15) includes the arts. While we may recognize that human creativity, like all other gifts bestowed upon us by God, may be misused, there is nothing inherently or more sinful about the arts than other areas of human activity.

· 
A.  
 The Old Testament 

· The Old Testament is rich with examples which confirm the aesthetic dimension. In Exodus 20:4--5 and Leviticus 26:1, God makes it clear that He does not forbid the  making of art, only the worshipping  of art. Consider the use of these vehicles of artistic expression found throughout:

· 
1.  
 Architecture. God is concerned with architecture. In fact, Exodus 25 shows that God commanded beautiful architecture, along with other forms of art (metalwork, clothing design, tapestry, etc.) in the building of the tabernacle. Similar instructions were given for the temple later constructed by King Solomon. Here we find something unique in history--art works designed and conceived by the infinite God, then transmitted to and executed by His human apprentices!

·  Apparently He delights in color, texture, and form. (We also see this vividly displayed in nature). The point is that God did not instruct men to build a purely  utilitarian place where His chosen people could worship Him. As Francis Schaeffer said, "God simply wanted beauty in the temple. God is interested in beauty."{7} And in Exodus 31, God even names the artists He wants to create this beauty,  commissioning them to their craft for His glory.

· 
2.  
 Poetry  is another evidence of God's love for beauty. A large portion of the Old Testament is poetry, and since God inspired the very words of Scripture, it logically follows that He inspired the poetical form in such passages. David, the man after God's own heart, composed many poems of praise to God, while under the inspiration of the Holy Spirit. Among the most prominent poetical books are: Psalms, Proverbs, Ecclesiastes, and Song of Solomon. Poetry is also a significant element in the Prophets and Job.

·  The genre of poetry varies with each author's intent. For example, the Song of Solomon is first and foremost a love poem picturing the beauty and glory of romantic, human love between a man and his mate. It is written in the form of a lyric idyll, a popular literary device in the Ancient Near East. The fact that this story is often interpreted symbolically to reflect the love between Christ and His Church, or Jehovah and Israel, does not weaken the celebration of physical love recorded in the poem, nor destroy its literary form.

· 
3.  
 Drama  was also used in scripture at God's command. The Lord told Ezekiel to get a brick and draw a representation of Jerusalem on it. Ezekiel "acted out" a siege of the city as a warning to the people. He had to prophesy against the house of Israel while lying on his left side. This went on for 390 days. Then he had to lie on his right side, and he carried out this drama by the express command of God to teach the people a lesson (Ezek. 4:1--6). The dramatic element is vivid in much of Christ's ministry as well. Cursing the fig tree, writing in the dirt with His finger, washing the feet of the disciples are dramatic actions which enhanced His spoken word.

· 
4.  
 Music and dance are often found in the Bible in the context of rejoicing before God. In Exodus 15, the children of Israel celebrated God's Red Sea victory over the Egyptians with singing, dancing, and the playing of instruments. In 1 Chronicles 23:5, we find musicians in the temple, their instruments specifically made  by King David for praising God. In 2 Chronicles 29:25--26 we read that David's command to have music in the temple was from God, "for the command was from the Lord through His prophets." And we must not forget that all of the lyrical poetry of the Psalms was first intended to be sung.

· 
2.  
 The New Testament 

· The New Testament abounds as well with evidence underscoring artistic imperatives. The most obvious is the example of Jesus Himself.  First of all, He was by trade a carpenter, a skilled craftsman (Mark 6:3). Secondly, we encounter in Jesus a person who loved to be outdoors and one who was extremely attentive to His surroundings. His teachings are full of examples which reveal His sensitivity to the beauty all around: the fox, the bird nest, the lily, the sparrow and dove, the glowering skies, a bruised reed, a vine, a mustard seed. Jesus was also a master story-teller. He readily made use of his own cultural setting to impart his message, and sometimes quite dramatically. Many of the parables were fictional stories, but they were nevertheless used as vehicles of communication to teach spiritual truths. And certainly the parable of the talents in Matthew 25 includes the artistic gifts.

·  The apostle Paul also alludes to aesthetics in Philippians 4:8 when he exhorts believers to meditate and reflect upon pure, honest, lovely, good, virtuous and praiseworthy things. We are further told in Revelation 15:2--3 that art forms will even be present in heaven. So the arts have a place in both the earthly and heavenly spheres!

·  We should also remember that the entire Bible  is not only revelation, it also is itself a work of art. In fact, it is many works of art--a veritable library of great literature. We have already mentioned poetry, but the Bible includes other literary forms as well. For example, large portions of it are narrative in style. Most of the Old Testament is either historical narrative or prophetic narrative. And the gospels, (which recount the birth, life, teachings, death and resurrection of Christ), are biographical narrative. Even the personal letters of Paul and the other New Testament authors can quite properly be considered epistolary literature.

· 
III.  
Aesthetics and Nature 

· The Bible makes it very clear that a companion volume, The Book of Nature, has a distinct aesthetic dimension. Torrential waterfalls, majestic mountains, and blazing sunsets routinely evoke human aesthetic response as easily as can a vibrant symphony or a dazzling painting. The very fabric of the universe expresses God's presence with majestic beauty and grandeur. Psalm 19:1 says, "The heavens declare the glory of God and the firmament shows forth his handiwork." In fact, nature has been called the "aesthetics of the Infinite."

·  The brilliant photography of the twentieth century has reveled the limitless depths of beauty in nature. Through telescope or microscope, one can devote a lifetime to the study of some part of the universe--the skin, the eye, the sea, the flora and fauna, the stars, the climate.

·  And since God's creation is multi-dimensional, an apple, for instance, can be viewed in different ways. It can be considered economically (how much it costs), nutritionally (its food value), chemically (what it's made of), physically (its shape). But it may also be examined aesthetically: its taste, color, texture, smell, size, and shape. All of nature can be appreciated  for its aesthetic qualities which find their source in God, their Creator.

· 
4.  
 Human Creativity 

· Wherever human culture is found, artistic expression of some form is also found. The painting on the wall of an ancient cave, or a medieval cathedral, or a modern dramatic productions are all expressions of human creativity, given by God, the Creator.

· 
A.  
 Man in God's Image 

· In Genesis 1:26--27, for example, we read: "Then God said, 'Let us make man in our image, according to our likeness; and let them rule over. . . all the earth, and over every creeping thing that creeps on the earth.' And God created man in His own image, in the image of God He created him  in His own image, in the image of God He created him male and female He created them." (Italics added.)

·  After creating man, God told man to subdue the earth and to rule over it. Adam was to cultivate and keep the garden (Gen. 2:15) which was described by God as "very good" (Gen. 1:31). The implication of this is very important. God, the Creator, a Lover of the beauty in His created world, invited Adam, one of His creatures, to share in the process of "creation" with Him. He has permitted humans to take the elements of His cosmos and create new arrangements with them. Perhaps this explains the reason why creating anything is so fulfilling to us. We can express a drive within which allows us to do something all humans uniquely share with their Creator.

·  God has thus placed before the human race a banquet table rich with aesthetic delicacies. He has supplied the basic ingredients, inviting those made in His image to exercise their creative capacities to the fullest extent possible. We are privileged as no other creature to make and enjoy art.

·  It should be further noted that art of all kinds is restricted to a distinctively human practice.  No animal practices art. It is true that instinctively or accidentally beautiful patterns are formed and observed throughout nature. But the spider's web, the honeycomb, the coral reef are not conscious attempts of animals to express their aesthetic inclinations. To the Christian, however, they surely represent God's efforts to express His. Unlike the animals, man consciously  creates. Frances Schaeffer has said of man:

·  An art work has value as a creation because man is made in the image of God, and therefore man not only can love and think and feel emotion, but also has the capacity to create. Being in the image of the Creator, we are called upon to have creativity. We never find an animal, non-man, making a work of art. On the other hand, we never find men anywhere in the world or in any culture in the world who do not produce art. Creativity is a part of the distinction between man and non-man. All people are to some degree creative. Creativity is intrinsic to our mannishness.{8}

· 
2.  
 The Fall of Man 

· There is a dark side to this, however, because sin entered and affected all of human life. A bent and twisted nature has emerged, tainting every field of human endeavor or expression and consistently marring all results. The unfortunate truth is that divinely- endowed creativity will always be accompanied in earthly life by the reality and presence of sin expressed through a fallen race. Man is Jekyll and Hyde: noble image-bearer and morally-crippled animal. His works of art are therefore bittersweet. John Calvin acknowledged this tension when he said,

·  The human mind, however much fallen and perverted from its original integrity, is still adorned and invested with admirable gifts from its creator. If we reflect that the Spirit of God is the only foundation of truth, we will be careful, as we would avoid offering insult to Him, not to reject or condemn truth wherever it appears. In despising the gifts, we insult the Giver.{9}

·  Understanding this dichotomy allows Christians to genuinely appreciate something of the contribution of every artist, composer, or author. God is sovereign and dispenses artistic talents upon whom He will. While scripture keeps us from emulating certain lifestyles of artists or condoning some of their ideological perspectives, we can nevertheless admire and appreciate their talent, which ultimately finds its source in God. This should and can be done without compromise and without hesitation.

·  The fact is that if God can speak through a burning bush or Balaam's ass, He can speak it through a hedonistic artist! The question can never be how worthy is the vessel, but rather has truth been expressed? God's truth is still sounding forth today--from the Bible, from nature, and even from a fallen humanity.

·  Because of the Fall, absolute beauty in the world is gone. But participation in the aesthetic dimension reminds us of the beauty that once was, and anticipates its future luster. With such beauty present today that can take one's breath away, even in this unredeemed world, one can but speculate about what lies ahead for those who love Him!

· 
5.  
 Characteristics of Good Art 

· We now turn to the question of the important ingredients of various art forms.

· 
1.  
 First, artistic truth includes not only the tangible, but also the realm of the imaginative, the intangible. Art, therefore, may or may not include the cognitive, the objective. Someone asked a Russian ballerina who had just finished an interpretive dance, "What did it mean? What were you trying to say?" The ballerina replied, "If I could have said it, I wouldn't have danced it!" There is then a communication of truth in art which is real, but may not be able to be reduced to and put neatly into words.

· 
2.  
 Great art is also always coupled with the hard discipline of continual practice. Great artists are the ones who, when observed in the practice of their art, appear to be doing something simple and effortless. What is not visible are the bone-weary hours of committed practice that precede such artistic spontaneity and deftness.

· 
3.  
 All art has intrinsic value. It doesn't have to do anything to have value. Once created, it has already "done" something. It does not have to be a  means  to an end, nor have any utilitarian benefit whatsoever. Even bad art  has some value because as a creative work, it is still linked to God Himself, the Fountain of all creativity. The creative process, however expressed, is good because it is linked to the Imago Dei  and shows that man, unique among God's creatures, has this gift. This is true even when the results of the creative gift (specific works of art) may be aesthetically poor or present the observer with unwholesome content and compromising situations.

·  But we would do well to remind ourselves at this point that God does not censor out all of the things in the Bible which are wrong or immoral. He "tells it like it is," including some pretty detailed and sordid affairs! The discriminating Christian should therefore develop the capacity to distinguish poor aesthetics and immoral artistic statements from true creativity and craftsmanship-- dismissing and repudiating the former while fully appreciating and enjoying the latter. Christians, beyond all others, possess the proper framework to understand and appreciate all art in the right perspective. It is a pity that many have deprived themselves of the arts so severely from much which they could enjoy under the blessing and grace of God.

· 
4.  
 Artistic expression always makes a statement. It may be either explicitly or  implicitly stated. Some artists explicitly admit their intent is to say something, to convey a message. Other artists resist, or even deny they are making a statement. But consciously or not, a statement is always being made, because each artist is subjectively involved and profoundly influenced by his/her cultural experience. Consciously or unconsciously, the cultural setting permeates every artistic contribution and each work tells us something about the artist and his era.

·  An unfortunate trend in recent years has been the increase in the number of artists who admit their primary desire is to say something. Art is not best served by an extreme focus on making a statement. The huge murals prominent in former communist lands were no doubt helpful politically, but they probably did not contribute much aesthetically. Even some Christian art falls into this trap. Long on statement, morality, and piety, it often falls short artistically (although sincerely offered and theologically sound) because it is cheaply and poorly done. Poetry and propaganda are not the same, from communist or Christian zealot.

·  Another characterization of modern statements is the obsession of self. Since the world has little meaning to many moderns, the narcissistic retreat into self is all that remains to be expressed. Thus the public is confronted today with many artists who simply portray their own personal psychological and spiritual wanderings. In art of this type, extreme subjectivism is considered virtue rather than vice. The statement (personal to the extreme) overwhelms the art. Many of these statements seem to imply a desperate cry for help, for significance, for love. In such art feelings overwhelm form; confessional outpourings bring personal relief, but little effort is put forth for the rigid mastery of technique and form. Perhaps that is why there is such a glut of mediocre art today! It simply doesn't take as much or as long to produce it.

·  But consider artists of earlier centuries, those who never even signed their names to their work. This was not because they were embarrassed by it. They simply lived in a culture where the art was more important than the artist. Today we are awed more by the artist or the virtuoso performer than we are by the art expressed. Much of the earlier work was dedicated to God; ours is mostly dedicated to the celebration of the artist. Critic Chad Walsh alludes to a modern exception in the writings of C. S. Lewis when he says that Mere Christianity "transcends itself and its author . . . it is as though all the brilliant writing is designed to create clear windows of perception, so that the reader will look through  the language and not at it."{10} Great art possesses this transcendent durability.

· 
5.  
 Art forms and styles are constantly changing through cultural influences. The common mistake of many Christians today is to consider one form "godly" and another "ungodly." Many would dismiss the cubism of Duchamp or the surrealism of Dali as worthless, while holding everything from the brush of Rembrandt to be inspired. This attitude reveals nothing more than the personal aesthetic tastes of the one doing the evaluating. Form and style must be considered in their historical and cultural contexts. A Westerner would be hard pressed, if totally unfamiliar with the music of Japan, to distinguish between a devout Buddhist hymn, a sensual love song, and a patriotic melody, even if he heard them in rapid sequence. But every Japanese could do so immediately because of familiarity with their own culture.

·  Aesthetic sense is therefore greatly conditioned by personal cultural experience. Just as a child is born with the capacity to learn language, so each of us is born with an aesthetic sensibility which is influenced by the culture which surrounds us. To judge the art or music of Japan as inferior to American art or music is as senseless as suggesting the Japanese language is inferior to the English language. Difference or remoteness do not imply inferiority!

· 
6.  
 Truth can be expressed by non-believers, and error may be expressed by believers.  When Paul delivered his famous Mars Hill address in Athens, he quoted from Greek poets Epimenides and Aratus (Acts 17:28) to communicate a biblical truth. In this case, Paul used a secular source to communicate biblical truth because the statement affirmed the truth of revelation. On the other hand, error can be communicated in a biblical context. For example, in Exodus 32:2--4 we find Aaron fashioning a golden calf for the children of Israel to worship. This was a wrong use of art because it directly disobeyed God's command not to worship any image.

· 
VI.  
Evaluating Art 

· How should a Christian approach art in order to evaluate it? Is beauty simply "in the eyes of the beholder?" Or are there guidelines from Scripture which will provide a framework for the evaluation and enjoyment of art?

·  Earlier, we mentioned a statement by Paul from Philippians 4. While the biblical context of this passage looks beyond aesthetics, in a categorical way we are given in the passage (by way of application) some criteria necessary for artistic analysis. Each concept Paul mentions in verse 8 can be used as a kind of "key" to unlock the significance of the art we encounter and to genuinely appreciate it.

· 
A.  
 TRUTH. It is probably not by accident that Paul begins with truth. Obviously not every work of art contains a truth statement. But wherever and to what extent such a statement is being made, the Christian is compelled to ask, "Is this really true?" Does life genuinely operate in this fashion in the light of God's revelation? And Christians must remember that truth is honestly facing the negatives as well as the positives of reality. Negative content has its place, even in a Christian approach to art. But the Christian hope allows us to view these works in a different light. We sorrow, but not like those who have no hope. Ours is a sorrow of expectancy and ultimate triumph; theirs is one of total pessimism and despair.

· 
2.  
 HONOR. A second aesthetic key has to do with the concept of honor and dignity. This can be tied back to what was said earlier about the nature of man created in God's image. This gives a basis, for example, to reject the statement being made in the total life work of Francis Bacon. In many of his paintings this contemporary (died in 1993) British artist presents us with solitary, decaying humans on large, depressing canvasses. Deterioration and hopeless despair are the hallmarks of his artistic expression. But if Christianity is true, these are inaccurate portrayals of man. They are half-truths. They leave out completely a dimension which is really true of him. Created in God's image, he has honor and dignity--even though admittedly he is in the process of dying, aging, wasting away. The Christian is the only one capable of truly comprehending what is missing in Bacon's work. Without a Christian base, we would have to look at the paintings and admit man's "true" destiny, i.e., extinction, along with the rest of the cosmos. But as Christians we can and must resist this message, because it is a lie. The gospel gives real hope--to individuals and to history. These are missing from Bacon's work and are the direct result of his distorted world view.

· 
3.  
 JUST. The third key to aesthetic comprehension has to do with the moral dimension. Not all art makes a moral statement. A Haydn symphony does not, nor does a portrait by Renoir. But where such a statement is being made, Christians must deal with it, not ignore it. We will also do well to remember that moral statements can often be stated powerfully in negative ways, too. Picasso's Guernica comes to mind. He was protesting the bombing by the Germans of a town by that name just prior to World War II. Protesting injustice is a cry for justice. Only the Christian is aware and sure of where it can ultimately be found.

· 
4.  
 PURE. This fourth key also touches on the moral--by contrasting that which is innocent, chaste, and pure from that which is sordid, impure, and worldly. An accurate application of the principle will help distinguish the one from the other. For instance, one need not be a professional drama critic to identify and appreciate the fresh, innocent love of Romeo and Juliet, nor to distinguish it from the erotic escapades of a Tom Jones. The same dynamic is at work when comparing Greek nudes and Playboy  centerfolds. One is lofty, the other cheap. The difference is this concept of purity. It allows the Christian to look at two nudes and quite properly designate one "art" and the other "pornography." Possessing the mind of Christ, we have the equipment for identifying purity and impurity to a high degree.

· 
5.  
 LOVELY. While the first four concepts have dealt with facets of artistic statements, the fifth focuses on sheer aesthetic beauty. "Whatsoever things are lovely," Paul says. A landscape makes no moral statement, but it can exhibit great beauty. The geometric designs of Mondrian may say nothing about justice, but they can definitely engage us aesthetically. The immensity and grandeur of a Gothic cathedral will inspire artistic awe in any sensitive breast, but they may do little else. Again, the Christian is equipped to appreciate a wide range of artistic mediums and expressions. If there is little to evaluate morally and rationally, we are still free to appreciate what is beautiful in the art.

· 
6.  
 GOOD REPORT. In this concept, we have the opportunity to evaluate the life and character of the artist. What kind of a person is he? If a statement is being made, does the artist, composer or author believe in that statement? Or was it to please a patron, a colleague, or a critic? Is there a discontinuity between the statement of the work and the statement being made through the personal life of its creator? For example, Handel's Messiah is a musical masterpiece, but he was no saint! Filippo Lippi used his own mistress as a model for Mary in his Madonna paintings. The "less than exemplary" lifestyle of a creative person may somewhat tarnish his artistic contribution, but it does not necessarily or totally obliterate it. Something of God's image always shines through in the creative process. The Christian can always give glory to God for that, even if a work of art has little else going for it. The greatest art is true, skillfully expressed, imaginative, and unencumbered by the personal and emotional hangups of its originators.

· 
7.  
 EXCELLENCE. This is a comparative term. It speaks of degrees, assuming that something else is not excellent. The focus is on quality. Quality can mean many things in the realm of art, but one sure sign of it is craftsmanship. Technical mastery is one of the essential ingredients which separates the great artist from the rank amateur. Obviously, the more one knows about technique and artistic skill, the better one is able to appreciate whether an individual artist, author, composer or performer has what is necessary to produce great art. Many Christians have made unfortunate value judgements about art of all kinds. Through ignorance and naivete, superficial understanding of technique has been followed by smug rejection. This has erected barriers instead of bridges built to the artistic community, thus hindering a vital witness. We need to know what is great art and why it is considered such.

·  Excellence is also found in the durability  of art. Great art lasts. If it has been around several hundred years, it probably has something going for it. It has "staying power." Christians should realize that some of the art of this century will not be around in the next. Much of it will pass off the scene. This is a good indication that it does not possess great aesthetic value; it is not excellent.

· 
8.  
 PRAISE. Here we are concerned with the impact or the effect of the art. Is anything  praiseworthy? The Crayola scribblings of a toddler are praiseworthy to some extent, but they do not elicit a strong aesthetic response. We are not gripped or overpowered by it. But great art has power and is therefore a forceful tool of communication. Francis Schaeffer has mentioned that the greater the art, the greater the impact. Does it please or displease? Inspire or depress? Does it influence thinking and behavior? Would it change a person? Would it change you? Herein lies the "two-edged-swordness" of art. It can elevate a culture to lofty heights, and it can help bring a society to ruin. It is the  result of culture, but it can also influence culture.

·  CONCLUSION. Paul undergirds this meaty verse with the final command, think on these things. Two very important propositions come forth with which we can conclude this section. First, he reminds us that Christianity thrives on intelligence, not ignorance--even in the aesthetic realm. Christians need their minds when confronting the artistic expressions of a culture. To the existentialist and the nihilist, the mind is an enemy, but to the Christian, it is a friend. Second, it is noteworthy that Paul has suggested such a positive approach  to life and, by application, to art. He doesn't tell us that whatsoever things are false, dishonorable, unjust impure, ugly, of bad report, poorly-crafted, and mediocre are to have the focus of our attention. Here again the hope of the Christian's approach to life in general rings clearly through. Our lives are not to be lived in the minor key. We observe the despair, but we can  see something more. God has made us more than conquerors!

· 
7.  
 Art, Culture, and the Christian 

· We now turn to two final areas of consideration in the way of suggested applications of what has been discussed.

· 
A.  
 Christ and Culture{11}

·  At the beginning, we mentioned that aesthetics is related to culture, because in culture we find the expressions of human creativity. In his very fine book, A Return to Christian Culture, Richard Taylor points out that each of us is related to culture in two ways: we find ourselves within a cultural setting and we each possess a culture personally. That is, society has certain acceptable patterns to which individuals are expected to conform. when one does so, one is considered "cultured."{12}

·  In the light of Romans 12:2 and other biblical passages, the challenge for the Christian is to resist being "poured into the mold of the world" without also throwing out legitimate aesthetic interests. At the individual level, a Christian should seek to bring his maximum efforts toward the "development of the person, intellectually, aesthetically, socially to the full use of his powers, in compatibility with the recognized standards of excellence of his society."{13}

·  Culturally speaking, the same goal could be stated for Christian and non-Christian alike, but the Christian who wants to reflect the best in culture has his/her different motives. And some Christians can display the fruit of the Spirit, but be largely bereft of cultural and aesthetic sensibilities. D. L. Moody is said to have "butchered the King's English," but he was used mightily by God on two continents. This would suggest that cultural sophistication is not absolutely necessary for God to use a person for spiritual purposes, but one could well ponder how many opportunities to minister have been lost because an individual has made a cultural faux pas. The other side of the coin is that a person may have reached the pinnacle of social and aesthetic acceptability but have no spiritual impact on his surroundings whatsoever.

·  Three words are important to keep in mind while defining Christian responsibility in any culture. The first is cooperation with culture. The reason for this cooperation is that we might identify with our culture so it may be influenced for Jesus Christ. Jesus is a model for us here. He was not generally a non-conformist. He attended weddings and funerals, synagogues and feasts. He was a practicing Jew. He generally did the culturally acceptable things. When He did not, it was for clear spiritual principles.

·  A second word is persuasion. The Bible portrays Christians as salt and light, the penetrating and purifying elements within a culture. Christianity is intended to have a sanctifying influence on a culture, not be swallowed up by it in one compromise after another.

·  A third concept is confrontation. By carefully using Scripture, Christians can challenge and reject those elements and practices within a culture which are incompatible with biblical truth. There are times when Christians must confront society. Things such as polygamy, idolatry, sexual immorality, and racism should be challenged head-on by Christians.

·  How can we accomplish this kind of impact? First, by the development of high personal, cultural, and aesthetic standards. These include tact, courtesy, dress, and speech. In doing this, Christians need to avoid two extremes. The first is the tendency to try to "keep up with the Joneses." This becomes the "Cult of the Snob." A second extreme is to react against the Joneses and join the "Cult of the Slobs."

·  Second, Christians must employ all of life to proclaim a Christian world view. In a century dominated by darkness, despair, and dissonance, Christians can still offer a message and demeanor of hope. If being a Christian is a superior way of living, its benefits should be apparent to all.

·  Finally, Christians should be encouraged to become involved in the arts. This can be done first of all by learning to evaluate and appreciate the arts with greater skill. Generally, Christians can become involved in the arts in one of three ways.

· 
2.  
 Involvement in the Arts 

·  One of the deep hopes for this outline is that it might instill in the reader a healthy desire to plunge more deeply into the arts and enjoy what is there with the freedom Christ has given. It might encourage us to remind ourselves that Paul lived in a X-rated culture not dissimilar to our own. Yet he and most of the other believers kept their spiritual equilibrium in such a setting and were used mightily by God in their culture.

·  Too often today Christians, like the Pharisees of old, are seeking to eliminate the leprous elements which touch their lives. With increasing isolation, they are focused more on what the diseases of society can do to them than how they might affect the diseased! Nowhere is this more critically experienced than in the arts. We mostly shy away from those contexts which disturb us. And there is today much in the arts to disturb us--be we creator, spectator (a form of participation), or performer.

·  Ugliness and decadence abound in every culture and generation. From this we cannot escape. But Jesus touched the leper. He made contact with the diseased one in need. As Christians, our focus should be not on what art brings to us, but rather what we can bring to the art! Therefore the development of imagination and a wholesome, expanded analysis of even the many negative contemporary works is possible when viewed in the broad themes of humanity, life, and experience of a truly Christian world view. Great art is more than a smiling landscape. Beauty and truth include terrible and ominous aspects as well, like a storm on the ocean, or the torn life of a prostitute.

·  Christians can also experience the arts as participators and performers. If each person is created in the image of God, some creativity is there to be personally expressed in every one of us. Learn what artistic talents you have. Discover how you can best express your creativity and then do so. Learn an instrument, write some poetry. Take part in a stage production. Your Christianity will not mean less, but more to you if you do.

·  Another area that is often overlooked must also be mentioned. Those greatly gifted and talented Christians among us should be encouraged to consider the arts as a career. A Christian influence in the arts is sorely needed today, and things will not improve as long as Christians are happy to allow the bulk of contemporary artistry to flow forth from those who have no personal relationship with the One who gave them their talents. The artistic environment is a tough place to live out your Christian faith, and the dangers are great, but to do so successfully will bring rich rewards and lasting fruit.

·  Gini Andrews, an acclaimed concert pianist and author, writes of the great need for Christians to excel in all the artistic fields and sounds a challenge for them to develop their gifts:

·  All the disciplines, music, painting, sculpture, theater, and writing, are in need of pioneers who seek a way to perform in a twentieth century manner; to show with quality work that there is an answer to the absurdity of life, to the threat of annihilation, to the mechanization of man, the message being sounded loud and clear by the non-Christian artist.{14}

· If we are to present God's message to disillusioned, frenetic twentieth century people, it's going to take His creativity expressed in special ways. I hope that some of you in the creative fields will be challenged by the Almightiness of our Creator-God and will spend long hours before Him, saying, like Jacob, "I will not go unless you bless me, until you show me how to speak out your wonder to the contemporary mind."{15}

·  Here is expressed the unprecedented challenge and opportunity before the body of Christ today. May God enable us to seize it.
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· quotes from Art and the Bible, by Francis Schaeffer... 

· As evangelical Christians, we have tended to relegate art to the very fringe of life. The rest of human life we feel is more important. Despite our constant talk about the Lordship of Christ, we have narrowed its scope to a very small area of reality. We have misunderstood the concept of the Lordship of Christ over the whole of man and the whole of the universe and have not taken to us the riches that the Bible gives us for ourselves, for our lives, and for our culture

·  The Lordship of Christ over the whole of life means that there are no Platonic areas in Christianity, no dichotomy or hierarchy between the body and the soul. God made the body as well as the soul, and redemption is for the whole man.

·  If Christianity is really true, then it involves the whole man, including his intellect and creativeness. Christianity is not just "dogmatically" true or "doctrinally" true. Rather, it is true to what is there, true in the whole area of the whole man in all of life.

·  How often do Christians think of sexual matters as something second-rate. Never, never, never should we do so, according to the Word of God. The whole man is made to love God; each aspect of man's nature is to be given its proper place. That includes the sexual relationship, that tremendous relationship of one man to one woman. At the very beginning God brought Eve to man. A love poem can thus be beautiful.

·  The Christian is the one whose imagination should fly beyond the stars.

·  Christianity is not just "dogmatically" true or "doctrinally" true. Rather, it is true to what is there, true in the whole area of the whole man in all of life.

·  The ancients were afraid that if they went to the end of the earth, they would fall off and be consumed by dragons. But once we understand that Christianity is true to what is there, including true to the ultimate environment -- the infinite, personal God who is really there -- then our minds are freed. We can pursue any question and can be sure that we will not fall off the end of the earth. Such an attitude will give our Christianity a strength that is often does not seem to have at the present time.

·  But there is another side to the Lordship of Christ, and this involves the total culture -- including the area of creativity. Again, evangelical or biblical Christianity has been weak at this point. About all that we have produced is a very romantic Sunday school art.

·  We do not seem to understand that the arts too are supposed to be under the Lordship of Christ.

·  I have frequently quoted a statement from Francis Bacon, who was one of the first of the modern scientists and who believed in the uniformity of natural causes in an open system. He, along with other men like Copernicus and Galileo, believed that because the world had been created by a reasonable God, they could therefore pursue the truth concerning the universe by reason. There is much, of course, in Francis Bacon with which I would disagree, but one of the statements which I love to quote is this: "Man by the Fall fell at the same time from his state of innocence and from his dominion over nature. Both of these losses, however, can even in this life be in some part repaired; the former by religion and faith, the latter by the arts and sciences." How I wish that evangelical Christians in the United States and Britain and across the world had had this vision for the last fifty years!

·  The arts and the sciences do have a place in the Christian life -- they are not peripheral. For a Christian, redeemed by the work of Christ and living within the norms of Scripture and under the leadership of the Holy Spirit, the Lordship of Christ should include an interest in the arts. A Christian should use these arts to the glory of God -- not just as tracts, but as things of beauty to the praise of God. And art work can be a doxology in itself.

· Eleven Distinct Perspectives On Art

· by Francis Schaeffer

· Introduction

·   

· All of us are engaged daily with works of art, even if we are neither professional nor amateur artists. We read books, we listen to music, we look at posters, we admire flower arrangements.  

· Art, as I am using the word, does not include just “high art” — that is, painting, sculpture, poetry, classical music — but also the more popular expressions — the novel, the theater, the cinema and popular music.  

· In fact, there is a very real sense in which the Christian life itself should be our greatest work of art. Even for the great artist, the most crucial work of art is his life. In what follows, I wish to develop a Christian perspective on art in general.  

· How should we as creators and enjoyers of beauty comprehend and evaluate it? There are, I believe, at least eleven distinct perspectives from which a Christian can consider and evaluate works of art. These perspectives do not exhaust the various aspects of art. The field of aesthetics is too rich for that. But they do cover a significant portion of what should be a Christian’s understanding in this area.

· Principle 1: The art work as an art work

·   

· The first is the most important: a work of art has a value in itself. For some this principle may seem too obvious to mention, but for many Christians it is unthinkable. And yet if we miss this point, we miss the very essence of art.  

· Art is not something we merely analyze or value for its intellectual content. It is something to be enjoyed. The Bible says that the art work in the tabernacle and the temple was for beauty. How should an artist begin to do his work as an artist? I would insist that he begin his work as an artist by setting out to make a work of art. What that would mean is different in sculpture and poetry, for example, but in all cases the artist should be setting out to make a work of art.  

· As a Christian we know why a work of art has value. Why? First, because a work of art is a work of creativity, and creativity has value because God is the Creator. The first sentence in the Bible is the declaration that the Creator created: In the beginning God created the heavens and the earth. So too the first words of the prologue to the Gospel of John: In the beginning was the Word, and the Word was with God, and the Word was God ... . All things were made through him; and without him was not anything made that hath been made (John 1:1, 3). Therefore, the first reason that creativity has value is that God is the Creator. 

· Second, an art work has value as a creation because man is made in the image of God, and therefore man not only can love and think and feel emotion, but also has the capacity to create. Being in the image of the Creator, we are called upon to have creativity. In fact, it is part of the image of God to be creative, or to have creativity. We never find an animal, non-man, making a work of art. On the other hand, we never find men anywhere in the world or in any culture in the world who do not produce art. Creativity is a part of the distinction between man and non-man. All people are to some degree creative. Creativity is intrinsic to our “mannishness.” 

· But we must be careful not to reverse this. Not everything that man makes is good intellectually or morally. So, while creativity is a good thing in itself, it does not mean that everything that comes out of man’s creativity is good. For while man was made in the image of God, he is fallen. Furthermore, since men have various gifts and talents, everyone cannot create everything equally well. However, the main point is that creativity as creativity is a good thing as such. 

· When I was younger, I thought it was wrong to use the word create in reference to works of art. I thought it ought to be used solely in relation to what God can do. Later, I saw that I was desperately wrong; I am now convinced that it is important to understand that both God and man create. Both make something. The distinction is this: God, because He is infinite, can create out of nothing by His spoken word. We, because we are finite, must create from something else that has already been created. Yet the word create is appropriate, for it suggests that what man does with what is already there is to make something new. Something that was not there before, something that began as an unmannish part of reality, is transformed by the mannishness of man and now reflects that mannishness. 

· I am convinced that one of the reasons men spend millions in making art museums is not just so that there will be something “aesthetic,” but because the art works in them are an expression of the mannishness of man himself. When I look at the preColumbian silver or African masks or ancient Chinese bronzes, not only do I see them as works of art, but I see them as expressions of the nature and character of humanity. As a man, in a certain way they are myself, and I see there the outworking of the creativity that is inherent in the nature of man. 

· Many modern artists, it seems to me, have forgotten the value that art has in itself. Much modern art is far too intellectual to be great art. I am thinking, for example, of such an artist as Jasper Johns. Many modern artists do not see the distinction between man and non-man, and it is a part of the lostness of modern man that they no longer see value in the work of art as a work of art. 

· I am afraid, however, that as evangelicals we have largely made the same mistake. Too often we think that a work of art has value only if we reduce it to a tract. This too is to view art solely as a message for the intellect.  

· There are, I believe, three basic possibilities concerning the nature of a work of art. The first view is the relatively recent theory of art for art’s sake. This is the notion that art is just there and that is all there is to it. You can’t talk about a message in it, you can’t analyze it, it doesn’t say anything. This view is, I think, quite misguided. For one thing, no great artist functions on the level of art for art’s sake alone. Think, for example, of the high Renaissance, beginning with Cimabue (c. 1240-1302) and leading through Giotto (1267-1337), Masaccio (1401-28), and all the way up to Michelangelo (1475-1564) and Leonardo da Vinci (1452-1519). All of these artists worked from one of two viewpoints, and sometimes there was a confusion between the two. They worked either from their notion of Christianity (which to us who hold a biblical viewpoint was often deficient) or from a Renaissance form of humanism. Florence, for example, where so many excellent works of art were produced, was a center for the study of Neoplatonism. Some of the artists studied under Ficino (1433-99), perhaps the greatest of the Neoplatonists and influential throughout Europe. These artists showed their viewpoint in their art. 

· It is true that the great modern artists such as Picasso never worked for only art for art’s sake either. Picasso had a philosophy which showed through in his paintings. It is true that many lesser artists now work, or try to work, in the milieu of art for art’s sake, but the great masters did not.  

· The second view, which I spoke of above, is that art is only an embodiment of a message, a vehicle for the propagation of a particular message about the world or the artist or man or whatever. This view has been held by Christians as well as non-Christians, the difference between these two versions being the nature of the message which the art embodies. But, as I have said, this view, Christian or non-Christian, reduces art to an intellectual statement, and the work of art as a work of art disappears. The third basic notion of the nature of art — the one I think is right, the one that really produces great art and the possibility of great art — is that the artist makes a work of art, and that then the body of his work shows his world-view. No one, for example, who understands Michelangelo or Leonardo can look at their work without understanding something of their respective worldviews. Nonetheless, these artists began by making works of art, and then their world-views showed through the body of their work. I emphasize the body of an artist’s work because it is impossible ible for any single painting, for example, to reflect the totality of an artist’s view of reality. But when we see a collection of an artist’s paintings or a series of a poet’s poems or a number of a novelist’s novels, both the outline and some of the details of the artist’s conception of life shine through. How then should an artist begin to do his work? I would insist that he begin by setting out to make a work of art. He should say to himself, “I am going to make a work of art.” Perspective number one is that a work Of art is first of all a work of art.  

·   

· Principle 2: Art forms add strength to the world-view 

· Art forms add strength to the world-view which shows through, no matter what the world-view is or whether the world-view is true or false. Think, for example, of a side of beef hanging in a butcher shop. It just hangs there. But if you go to the Louvre and look at Rembrandt’s painting, Side of Beef Hanging in a Butcher Shop, it’s very different. It’s startling to come upon this particular work because it says a lot more than its title. Rembrandt’s art causes us to see the side of beef in a concentrated way, and, speaking for myself, after looking and looking at his picture I have never been able to look at a side of beef in a butcher shop with the superficiality I did before. How much stronger is Rembrandt’s painting than merely the label, A Side of Beef.  

· In literature, there is a parallel. Good prose as an art form has something bad prose does not. Further, poetry has something good prose does not. We may have long discussions on what is added, but the fact that there are distinct differences is clear. Even in the Bible, the poetry adds a dimension not present in the prose. In fact, the effect of any proposition, whether true or false, can be heightened if it is expressed in poetry or in artistic Prose rather than in bald, formulaic statement.  

· Principle 3: Normal definitions, normal syntax

·   

· In all forms of writing, both poetry and prose, it makes a tremendous difference whether there is a continuity or a discontinuity with the normal definitions of words in normal syntax. Many modern writers make a concerted effort to disassociate the language of their works from the normal use of language in which there is a normal definition of words and a normal use of syntax. If there is no continuity with the way in which language is normally used, then there is no way for a reader or an audience to know what the author is saying.  

· An artist can, of course, use language with great richness, fill his writing with figures of speech and hyperbole or play games with the syntax. The great artist often does this, going far beyond a merely rudimentary use of normal grammar and normal definition of words. And in doing so, he adds depth and dimension. 

· Shakespeare is the great example. We understand Shakespeare’s dramas because he uses enough normal syntax and normal definitions of words so that there is a running story and a continuity between the running story and all of the artistic devices he uses. We know what Shakespeare is saying not because of the far-flung metaphors and beautiful verbal twists, but because of the continuity they have with the story on the level of normal definition and normal syntax. There is a firm core of straightforward propositions. What is true in literature is also true in painting and sculpture. The common symbolic vocabulary that belongs to all men (the artists and the viewers) is the world around us — namely, God’s world. That symbolic vocabulary in the representational arts stands parallel to normal grammar and normal syntax in the literary arts. When, therefore, there is no attempt on the part of an artist to use this symbolic vocabulary at all, then communication breaks down. There is then no way for anyone to know what the artist is saying. My point is not that making this sort of art is immoral or anti-Christian, but rather that a dimension is lost. 

· Totally abstract art stands in an undefined relationship with the viewer, for the viewer is completely alienated from the painter. There is a huge wall between them. The painter and the viewer stand separated from each other in total alienation, a greater alienation than Giacometti could ever show in his alienated figures. 

· When Giacometti pictures the awful alienation of man, he makes figures which are alienated, but he is still living in God’s world and is still using the common symbolic forms, no matter how he distorts them. He plays with the vocabulary, but the vocabulary is still there. So there is a communication between Giacometti and me, a titanic communication. I can understand what he is saying and I cry. 

· In contrast to this, there is a distinct limitation to totally abstract art. Like prose or poetry which has no contact with normal syntax and the normal definitions of words, it is a quarry out of which the observer or the hearer has a personal emotional response.

·  Principle 4: Art and the sacred

·   

· The fact that something is a work of art does not make it sacred. 

· Martin Heidegger in What Is Philosophy? came finally to the view that there are small beings (namely, people) who verbalize, and therefore we can hope that Being has some meaning. His great cry at the end of this book is to listen to the poet. Heidegger is not saying that we should listen to the content of what the poets say, because one can find two different poets who give absolutely opposite content and this doesn’t matter. Rather, the poet as a poet became Heidegger’s upper-story optimistic hope.  

· As Christians, we must see that just because an artist —even a great artist —portrays a world-view in writing or on canvas, it does not mean that we should automatically accept that worldview. Art may heighten the impact of the world-view —in fact, we can count on this — but it does not make something true. The truth of a world-view presented by an artist must be judged on grounds other than artistic greatness.

·  Principle 5: Four standards of judgment

·   

· What kind of judgment does one apply, then, to a work of art? I believe that there are four basic standards: 

· (1) technical excellence; (2) validity; (3) intellectual content, the world-view which comes through; and (4) the integration of content and vehicle.  

· I will discuss technical excellence in relationship to painting because it is easy to point out through this medium what I mean. Here one considers the use of color, form, the texture of the paint, the handling of lines, the balance, composition and unity of the painting, and so forth. In each of these, there can be varying degrees of technical excellence. By recognizing technical excellence as an aspect of an art work, we are often able to say that while we do not agree with such and such an artist’s world-view, he is nonetheless a great artist. 

· We are not being true to the artist as a man if we consider his art work junk simply because we differ with his outlook on life. Christian schools, Christian parents, and Christian pastors often have turned off young people at just this point. Because the schools, the pastors and the parents did not make a distinction between technical excellence and content, the whole of much great art has been rejected with scorn or ridicule. Instead, if the artist’s technical excellence is high, he is to be praised for this, even if we differ with his world-view. Man must be treated fairly as man. Creative ability and technical excellence are therefore important criteria. Validity is the second criterion. By validity I mean whether an artist is honest to himself and to his world-view, or whether he makes his art only for money or for the sake of being accepted. If an artist makes an art work solely for a patron — whether that patron is the ancient noble, or the modern art gallery to which the artist wants access, or the modern art critics of the moment — his work does not have validity. The modern forms of �the patron” are more destructive than even that of the old noble. 

· To bring it down to earth, let’s see what happens in the art form of preaching. There is many a pastor who does not have validity. Some preach for material gain and others in order to be accepted by their congregation. It is so easy to play to the audience, to adjust what one says or the way one says it to produce the kind of effect which will be most beneficial to the preacher himself. And when one sees the issue in relationship to the gospel, the force of the dishonesty is especially obvious. We can think of the contemporary dramatists whose future is in the hands of the critics of the passing moment. In drama, art, music and cinema, we have a set of New York and London critics who can make or break the artist. How easy it is to play to the critic and not to take one’s art as a serious expression of what the artist himself wants to say and do. 

· The third criterion for the judgment of a work of art is its content, that which reflects the world-view of the artist. As far as a Christian is concerned, the world-view that is shown through a body of art must be seen ultimately in terms of the Scripture. The artist’s world-view is not to be free from the judgment of the Word of God. In this the artist is like a scientist. The scientist may wear a white coat and be considered an “authority” by society, but where his statements impinge upon what God has given us in Scripture, they come under the ultimate authority of His Word. An artist may wear a painter’s smock and be considered almost a holy man; yet where his work shows his world-view, the content must be judged by its relationship to the Christian world-view. 

· I think we can now see how it is possible to make such judgments concerning the work of art. If we stand as Christians before a man’s canvas and say that he is a great artist in technical excellence and validity — if in fact he is — if we have been fair with him as a man and as an artist, then we can say that his world-view is wrong. We can judge his view on the same basis as we judge the views of anybody else — philosopher, common man, laborer, businessman or whatever. 

· Let’s be more specific. The notion of Bohemian freedom which Jean-Jacques Rousseau promulgated and which has been so prevalent in modern society has no place in Christian thinking. Rousseau was seeking a kind of autonomous freedom, and from him stemmed a group of “supermen” whose lives were lived above reason, as it were, and above the norms of society. For a long time this Bohemian life was taken to be the ideal for the artist, and it has come in the last few decades to be considered an ideal for more than the artist. From a Christian point of view, however, this sort of life is not allowed. God’s Word binds the great man and the small, the scientist and the simple, the king and the artist. 

· Some artists may not know that they are consciously showing forth a world-view. Nonetheless, a world-view usually does show through from the body of their work. Even those works which were constructed under the principle of art for art’s sake often imply a world-view — even the world-view that there is no meaning is a message. In any case, whether the artist is conscious of the world-view or not, to the extent that it is there it must come under the judgment of the Word of God 

· There is a corollary to this third criterion. We should realize that if something untrue or immoral is stated in great art, it can be far more destructive and devastating than if it is expressed in poor art or prosaic statement. Much of the crude art, the common product of counterculture communities and the underground press, is laden with destructive messages, but the art is so poor that it does not have much force. But the greater the artistic expression, the more important it is to consciously bring it and its world-view under the judgment of Christ and the Bible. The common reaction among many, however, is just the opposite. Many seem to feel that the greater the art, the less we ought to be critical of its world-view. This we must reverse.  

· An example of the devastating effect of great art with non-Christian content occurs in Zen. In Zen, the world is nothing, man is nothing, everything is nothing; but Zen poetry says it beautifully, so much more beautifully than the counterculture press. Swearing in four-letter words, the counterculture press often declares that man is nothing, the world is nothing, nothing is nothing. And one thinks to himself, “Ah, but if it were said with some beauty, maybe there would be something.” And then Zen comes along as a high art form and gives this message with beauty. And now you’re dead twice. There is a second corollary related to judging the content of an art work. It is possible for a non-Christian writer or painter to write and paint according to a Christian world-view even though he himself is not a Christian. To understand this, we must distinguish between two meanings of the word Christian. The first and essential meaning is that a Christian is a person who has accepted Christ as his Savior and has thus passed from death to life, from the kingdom of darkness to the kingdom of God, by being born again. But if a number of people really are Christians, then they bring forth a kind of consensus that exists apart from themselves and sometimes non-Christians paint and write within the framework of that consensus even though they as individuals are not Christians. 

· There are, therefore, four kinds of people in the realm of art. The first is the born-again man who writes or paints within the Christian total world-view. The second is the non-Christian who expresses his own non-Christian world-view. The third is the man who is personally a non-Christian, but nevertheless writes or paints on the basis of the Christian consensus by which he has been influenced. For example, in another area, if one were to ask whether Benjamin Franklin or Thomas Jefferson personally were Christians, the answer, as best we can judge from what they have said, is no. Nonetheless, they produced something that had some sort of Christian framework because they were producing it out of the Christian consensus of Samuel Rutherford’s Lex Rex. Thus, from a Christian framework Jefferson and Franklin were able to write that men have certain inalienable rights, a notion derived from a specifically Christian world-view. The fourth person is the born-again Christian who does not understand what the total Christian world-view should be and therefore produces art which embodies a non-Christian worldview. In other words, just as it is possible for a non-Christian to be inconsistent and to paint God’s world in spite of his personal philosophy, it is possible for a Christian to be inconsistent and embody in his paintings a non-Christian world-view. And it is this latter which is perhaps the most sad. 

· The fourth criterion for judging a work of art involves how well the artist has suited the vehicle to the message. For those art works which are truly great, there is a correlation between the style and the content. The greatest art fits the vehicle that is being used to the world-view that is being presented. 

· A clear example is found in T. S. Eliot’s The Waste Land. When Eliot published this in 1922, he became a hero to the modern poets, because for the first time he dared to make the form of his poetry fit the nature of the world as he saw it — namely, broken, unrelated, ruptured. What was that form? A collection of shattered fragments of language and images, and allusions drawn seemingly haphazardly from all manner of literature, philosophy and religious writings from the ancients to the present. But modern poets were pleased, for they now had a poetic form to fit the modern world-view of unrelatedness. 

· The breakthrough in painting came in Picasso’s Demoiselles d’Avignon (1907), a painting which takes its name from a house of prostitution in Barcelona. Picasso began this work in the vein of other paintings of the period; but as one critic describes it, Picasso ended it as “a semi-abstract composition in which the forms of the nudes and their accessories are broken up into planes compressed into a shallow space.” More specifically, Picasso began on the left by painting the forms rather naturally, toward the middle he painted more like Spanish primitives, and finally on the right, as he finished his work, he painted the women as only abstract forms and symbols or masks, and thus succeeded in making monsters of his human subjects. Picasso knew what he was doing, and for a moment the world stood still. It was in fact so strong an expression that for a long time even his friends would not accept it. They didn’t even want to look at it. Thus, in his painting of the women Picasso pictured the fractured nature of modern man. What T. S. Eliot did in his poetry, Picasso had already done in painting. Both men deserve high scores for suiting the vehicle to the message. 

· No art should be judged on the basis of this criterion alone, however. We should ultimately see all art works in the light of their technique, validity, world-view, and suiting of form to content.

· Principle 6: Art can be used for any type of message

·   

· Art forms can be used for any type of message, from pure fantasy to detailed history. That a work of art is in the form of fantasy or epic or painting does not mean that there is no propositional content. just as one can have propositional statements in prose, there can be propositional statements in poetry, in painting, in virtually any art form.  

· Some years ago a theologian at Princeton commented that he did not mind saying the Creeds, providing that he could sing them. What he meant was that so long as he could make them a work of art, he didn’t feel that he had to worry about the content. But this is both poor theology and poor aesthetics. A lyric can contain considerable iderable theological content. An epic can be as emphatically (and accurately) historic as a straight piece of prose. Paradise Lost, for example, contains many statements which while artistically expressed are almost straight theology. just because something takes the form of a work of art does not mean that it cannot be factual.

· Principle 7: Changing styles

·   

· Many Christians, especially those unused to viewing the arts and thinking about them, reject contemporary painting and contemporary poetry not because of their world-view, but simply because they feel threatened by a new art form. It is perfectly legitimate for a Christian to reject a particular work of art intellectually — that is, because he knows what is being said by it. But it is another thing to reject the work of art simply because the style is different from that which we are used to. In short: Styles of art form change, and there is nothing wrong with this. This sort of change is not only true of art forms; it is true of whole word systems. Chaucer wrote English, and I write English. But surely there is quite a difference between them. Is it wrong for me to speak my kind of English rather than Chaucer’s? Would you read what I wrote if I were writing in Chaucerian English?  

· As a matter of fact, change is one difference between life and death. There is no living language which does not undergo constant change. The languages which do not change — Latin, for example — are dead. As long as one has a living art, its forms will change. The past art forms, therefore, are not necessarily the right ones for today or tomorrow. To demand the art forms of yesterday in either word systems or art is a bourgeois failure. It cannot be assumed that if a Christian painter becomes “more Christian,” he will necessarily paint more and more like Rembrandt. This would be like saying that if the preacher really makes it next Sunday morning, he will preach to us in Chaucerian English. Then we’ll really listen! 

· Now, some may say, “Well, I don’t want Chaucerian English, but I would certainly like King James English.” I personally love King James English. It is still my language because I was educated in a day when it was one of the marks of the educated man to read it and the language of Shakespeare with facility. Reading it endlessly, I made it my own. But must I preach in King James English or be considered a failure? Must I always pray using King James English, the thee’s and thou’s, for example? To think so is a mark of a bourgeois mind. Christians must absolutely and consciously separate themselves from such thinking. 

· Not only will there be a change in art forms and language as time progresses, but there will be a difference in art forms coming from various geographical locations and from different cultures. Take, for example, Hebrew poetry. It has alliteration and parallelism and other such rhetorical forms, but it hardly ever rhymes. Does this mean it is not poetry? Or does it mean that most English poetry is wrong because it rhymes? Must all poetry be frozen into the form of Hebrew poetry? Surely not. Rather, each art form in each culture must find its own proper relationship between worldview and style. 

· For example, I may walk into a museum I have never been in before and enter a room without seeing its identifying plaque, and I may immediately say to myself, “Ah, this is Japanese art.” How can I tell? From the style. The crucial question is, of course, should it show its Japaneseness? The answer is obviously yes.  

· Then what about the Christian’s art? Here three things should be stressed. First, Christian art today should be twentieth-century art. Art changes. Language changes. The preacher’s preaching today must be twentieth-century language communication, or there will be an obstacle to being understood. And if a Christian’s art is not twentieth-century art, it is an obstacle to his being heard. It makes him different in a way in which there is no necessity for difference. A Christian should not, therefore, strive to copy Rembrandt or Browning. 

· Second, Christian art should differ from country to country. Why did we ever force the Africans to use Gothic architecture? It’s a meaningless exercise. All we succeeded in doing was making Christianity foreign to the African. If a Christian artist is Japanese, his paintings should be Japanese; if Indian, Indian. 

· Third, the body of a Christian artist’s work should reflect the Christian world-view. In short, if you are a young Christian artist, you should be working in the art forms of the twentieth century, showing the marks of the culture out of which you have come, reflecting your own country and your own contemporariness, and embodying something of the nature of the world as seen from a Christian standpoint.

· Principle 8: Modern art forms and the Christian message

·   

· While a Christian artist should be modern in his art, he does face certain difficulties. First, we must distinguish carefully between style and message. Let me say firmly that there is no such thing as a godly style or an ungodly style. The more one tries to make such a distinction, the more confusing it becomes.  

· I remember being in Cambridge once at a symposium of Christians who were addressing themselves to the nature of Christian art and art forms. One of the Christian artists — a very fine organist — insisted that there was a Christian style in music. We discussed this at some length, forcing him to say just what the criterion for Christian style would be. He finally replied, “Christian music is music that you can tap your foot to.” This is meaningless. 

· Yet, while there is no such thing as a godly or ungodly style, we must not be misled or naive in thinking that various styles have no relation whatsoever to the content of the message of the work of art. Styles themselves are developed as symbol systems or vehicles for certain world-views or messages. In the Renaissance, for example, one finds distinctively different styles from those which characterize art in the Middle Ages. It does not take much education in the history of art to recognize that what Filippo Lippi was saying about the nature of the Virgin Mary is different from what was being said in paintings done before the Renaissance. Art in the Renaissance became more natural and less iconographic. In our own day, men like Picasso and T. S. Eliot developed new styles in order to speak a new message. 

· There is a parallel in language itself. Sanskrit, I am told, developed as a perfect vehicle for Hindu philosophy. And I am told it is a very poor vehicle for the Christian message. As a matter of fact, I have heard some Sanskrit scholars say that they don’t think Christianity could ever be preached in Sanskrit. I am no authority on this, but they may be right. It is interesting, for example, that both English and German were codified in their modern forms around the Christian message. The German language was made up of various dialectical forms when Luther translated the Bible. At that point, the German language was set down in a form which became standard. Luther’s German became the literary German. In England, the early translations of the Bible, summed up supremely in the King James Version, did the same thing for the English language. This meant that Christianity could be easily taught as long as the generally accepted meaning of the words were the Christian meaning of the words. In Japan, on the other hand, it is very difficult to use the word guilt without a long explanation, because in Japan the word guilt grew up as a vehicle for the Japanese concept of ceremonial uncleanliness. Now if we have a word that means ceremonial uncleanliness as a vehicle and we try to explain true moral guilt in the presence of a holy, personal God, we have quite a task. We may have to use the word, but we must then refashion its definition and be certain that the people to whom we are speaking understand just how we are using the word. It must mean something different than it did in the symbol system out of which the word came.  

· There is the same dilemma in art styles and forms. Think, for example, of T. S. Eliot’s form of poetry in The Waste Land. The fragmented form matches the vision of fragmented man. But it is intriguing that after T. S. Eliot became a Christian — for example, in The Journey of the Magi — he did not use quite this same form. Rather, he adapted it for the message he was now giving — a message with a Christian character. But he didn’t entirely give up the form; he didn’t go back to Tennyson. Rather, he adapted the form that he used in The Waste Land, changing it to fit the message that he was now giving. In other words, T. S. Eliot the Christian wrote somewhat differently than T. S. Eliot the “modern man.” Therefore, while we must use twentieth-century styles, we must not use them in such a way as to be dominated by the world-views out of which they have arisen. Christianity is a message with its own distinctive propositional content, not a set of “religious” truths in an upper story. The whole man is to be addressed, and this includes his mind as well as his emotions and his aesthetic sensitivity. Therefore, an art form or style that is no longer able to carry content cannot be used to give the Christian message. I am not saying that the style is in itself wrong, but that it has limitations. Totally fractured prose or poetry cannot be used to give the Christian message for the simple reason that it cannot carry intellectual content, and you can’t preach Christianity without content. The biblical message, the good news, is a good news of content. 

· It is here that feedback is important in regard to the style the artist chooses. Let us say, for example, that you are playing in a Christian rock group, making an art form of rock. Suppose further that at the same time you are going into certain coffeehouses and using rock as a bridge to preach the Christian message. That’s fine. But then you must be careful of the feedback. When you have finished playing, you must ask whether the people who have heard you play have understood what you have been saying. Have they heard your message clearly because you have used their modern idiom, or have they simply heard again what they have always heard when they have listened to rock because you used their form? Sometimes the content will get through, sometimes it will not. Not all situations will be the same; the immediate situation and what you are trying to do must be kept in mind. 

· The problem is just as prevalent in folk music as it is in rock. Joan Baez sang so beautifully, “You may call him Jesus, but I call him Savior.” But as far as Joan Baez and most of her listeners were concerned, when she said, “I call him Savior,” she was not calling him Savior in the way a Christian calls him Savior. She could have been singing southern folk or country and western or a Hindu lyric just as well. So when we come along and say, “My purpose is to sing folk so that I will be understood,” we must find a way to make it clear that we are singing folk to convey a world-view and not just to sing folk. 

· The form in which a world-view is given can either weaken or strengthen the content, even if the viewer or reader does not in every case analyze this completely. In other words, depending upon the vehicle you use, something can come across that an audience does not notice and yet will be moving either in the direction of your world-view or away from your world-view. And as a Christian adopts and adapts various contemporary techniques, he must wrestle with the whole question, looking to the Holy Spirit for help to know when to invent, when to adopt, when to adapt, and when to not use a specific style at all. This is something each artist wrestles with for a lifetime, not something he settles once and for all. In conclusion, therefore, often we will use twentieth-century art forms, but we must be careful to keep them from distorting the world-view which is distinctively ours as Christians. In one way, styles are completely neutral. But in another way, they must not be used in an unthinking, naive way.  

· Principle 9: The Christian world view

·   

· The Christian world-view can be divided into what I call a major and a minor theme. (The terms major and minor, as I am using them, have no relationship to their use in music.)  

· First, the minor theme is the abnormality of the revolting world. This falls into two parts: 

· (1) Men who have revolted from God and not come back to Christ are eternally lost; they see their meaninglessness in the present, and in this they are right from their own standpoint. Nietzsche can say that God is dead and Sartre must follow along, showing that man is dead, and Sartre is right from his own perspective. 

· (2) There is a defeated and sinful side to the Christian’s life. If we are at all honest, we must admit that in this life there is no such thing as totally victorious living. In every one of us there are those things which are sinful and deceiving; and while we may see substantial healing, in this life we do not come to perfection. 

· The major theme is the opposite of the minor; it is the meaningfulness and purposefulness of life. From the Christian viewpoint, this falls into two headings, metaphysics and morals. In the area of metaphysics (of being, of existence, including the existence of every man’, God is there, God exists. Therefore, all is not absurd. Furthermore, man is made in God’s image and so man has significance. With this comes the fact that love, not just sex, exists. True morals, as opposed to only conditioning, exist. And creativity, as opposed to mechanical construction, exists. So therefore the major theme is an optimism in the area of being; everything is not absurd, there is meaning. But most important, this optimism has a sufficient base. It isn’t suspended two feet off the ground, but rests on the existence of the infinite-personal God who exists and who has a character and who has created all things, especially man in His own image. 

· But there is also a major theme in relation to morals. Christianity gives a moral solution on the basis of the fact that God exists and has a character which is the law of the universe. There is therefore an absolute in regard to morals. It is not that there is a moral law back of God that binds both God and man, but that God Himself has a character and this character is reflected in the moral law of the universe. Thus when a person realizes his inadequacy before God and feels guilty, he has a basis not simply for the feeling but for the reality of guilt. Man’s dilemma is not just that he is finite and God is infinite, but that he is a sinner guilty before a holy God. But then he recognizes that God has given him a solution to this in the life, death and resurrection of Christ. Man is fallen and flawed, but he is redeemable on the basis of Christ’s work. This is beautiful. This is optimism. And this optimism has a sufficient base. 

· Notice that the Christian and his art have a place for the minor theme because man is lost and abnormal and the Christian has his own defeatedness. There is not only victory and song in my life. But the Christian and his art don’t end there. He goes on to the major theme because there is an optimistic answer. This is important for the kind of art Christians are to produce. First of all, Christian art needs to recognize the minor theme, the defeated aspect to even the Christian life. If our Christian art only emphasizes the major theme, then it is not fully Christian but simply romantic art. And let us say with sorrow that for years our Sunday school literature has been romantic in its art and has had very little to do with genuine Christian art. Older Christians may wonder what is wrong with this art and wonder why their kids are turned off by it, but the answer is simple. It’s romantic. It’s based on the notion that Christianity has only an optimistic note.  

· On the other hand, it is possible for a Christian to so major on the minor theme, emphasizing the lostness of man and the abnormality of the universe, that he is equally unbiblical. There may be exceptions where a Christian artist feels it his calling only to picture the negative, but in general for the Christian the major theme is to be dominant — though it must exist in relationship to the minor.  

· Modern art that does not depend on the Christian consensus has tended to emphasize only the minor theme. We look at the paintings hanging in the modern art galleries, and we are impressed by the pessimistic analysis of contemporary man. There are, of course, some works of modern art which are optimistic. But the basis for that optimism is insufficient and, like Christian art which does not adequately emphasize the minor theme, it tends to be pure romanticism. The artist’s work appears dishonest in the face of contemporary facts. 

· Finally, the Christian artist should constantly keep in mind the law of love in a world that is bent upon destruction. The Christian poet or painter may write or paint emphasizing the minor theme; at other times, and on other days, he may concentrate on the major theme. But our world at the end of the twentieth century already has so much destruction without Christian artists so emphasizing the minor theme in the total body of their work that they only add to the poorness and destruction of our generation. A Christian businessman who does not operate on the basis of compassion does not live within the biblical norms of economics, and the Christian artist who only concentrates on the abnormality of the world is likewise not living by the law of love.  

· There is a parallel in our conversation with men. We must present both the law and the gospel; we ought not end with only the judgment of the law. Even though we may spend most of our time on the judgment of the law, love dictates that at some point we get to the gospel. And it seems to me that in the total body of his work, the artist somewhere should have a sufficient place for the major theme.

· Principle 10: The subject matter of Christian art

·   

· Christian art is by no means always religious art — that is, art which deals with religious themes. Consider God the Creator. Is God’s creation totally involved with religious subjects? What about the universe? The birds? The trees? The mountains? What about the bird’s song? And the sound of the wind in the trees? When God created out of nothing by His spoken word, he did not just create “religious” objects. And in the Bible, as we have seen, God commanded the artist, working within God’s own creation, to fashion statues of oxen and lions and carvings of almond blossoms for the tabernacle and the temple. 

· We should remember that the Bible contains the Song of Solomon, the love song between a man and a woman, and it contains David’s song to Israel’s national heroes. Neither subject is “religious.” But God’s creation — the mountains, the trees, the birds and the bird’s songs — are also nonreligious art. Think about that. If God made the flowers, they are worth painting and writing about. If God made the birds, they are worth painting. If God made the sky, the sky is worth painting. If God made the ocean, indeed it’s worth writing poetry about. It is worth man’s while to create works upon the basis of the great works God has already created. 

· This whole notion is rooted in the realization that Christianity is not just involved with “salvation,” but with the total man in the total world. The Christian message begins with the existence of God forever and then with creation. It does not begin with salvation. We must be thankful for salvation, but the Christian message is more than that. Man has a value because he is made in the image of God, and thus man as man is an important subject for Christian art. Man as man — with his emotions, his feelings, his body, his life — this is an important subject matter for poetry and novels. I’m not talking here about man’s lostness but about his mannishness. In God’s world the individual counts. Therefore, Christian art should deal with the individual. 

· Modern art often flattens man out and speaks in great abstractions; sometimes we cannot tell whether the subject is a man or a woman. Our generation has left little place for the individual. Only the mass of men remains. But as Christians, we see things otherwise. Because God has created individual man in His own image and because God knows and is interested in the individual, individual man is worthy of our painting and of our writing.  

· Christian art is the expression of the whole life of the whole person who is a Christian. What a Christian portrays in his art is the totality of life. If, therefore, Christianity has so much to say about the arts and to the artist, why is it that recently we have produced so little Christian art? I should think the answer would now be clear. We have not produced Christian art because we have forgotten most of what Christianity says about the arts. Christians, for example, ought not to be threatened by fantasy and imagination. Great painting is not “photographic” in the poor sense of photographic. The Old Testament art commanded by God was not always “photographic.” There were blue pomegranates on the robes of the priests when he went into the Holy of Holies. In nature there are no blue pomegranates. Christian artists do not need to be threatened by fantasy and imagination, for they have a basis for knowing the difference between them and the real world “out there.” Epistemologically, as I have pointed out in He Is There and He Is Not Silent, Christian man has a basis for knowing the difference between subject and object. The Christian is the really free man — he is free to have imagination. This too is our heritage. The Christian is the one whose imagination should fly beyond the stars.  

· Moreover, a Christian artist does not need to concentrate on religious subjects. After all, religious themes may be completely non-Christian. The counterculture art in the underground newspaper in which Christ and Krishna are blended — here is religious art par excellence. But it is completely anti-Christian. Religious subjects are no guarantee that a work of art is Christian. On the other hand, the art of an artist who never paints the head of Christ, never once paints an open tomb, may be magnificent Christian art. For some artists there is a place for religious themes, but an artist does not need to be conscience-stricken if he does not paint in this area. Some Christian artists will never use religious themes. This is a freedom the artist has in Christ under the leadership of the Holy Spirit.

· Principle 11: An individual artwork and the body of an artist’s work

·   

· Every artist has the problem of making an individual work of art and, as well, building up a total body of work. No artist can say everything he might want to say or build everything he might want to build into a single work. It is true that some art forms, such as the epic and the novel, lend themselves to larger conceptions and more complex treatments, but even there not everything that an artist wants to do can be done in one piece. Therefore, we cannot judge an artistÃ¿s work from one piece. No art critic or art historian can do that. We must judge an artist’s performance and an artist’s world-view on the basis of as much of that artist’s work as we can. 

· There is a parallel here with the sermon. No single sermon can say everything that needs to be said. And no one can judge a minister’s total theology or the content of his faith on the basis of a single sermon. The man who tries to put everything into one sermon is a very poor preacher indeed. Even the Bible is an extended body of books, and it cannot be read as if any one book or any one chapter included the whole; it must be read from beginning to end. And if that is true of the Word of God, how much more is it true of an artist’s work! 

· If you are a Christian artist, therefore, you must not freeze up just because you can’t do everything at once. Don’t be afraid to write a love poem simply because you cannot put into it everything of the Christian message. Yet, if a man is to be an artist, his goal should be in a lifetime to produce a wide and deep body of work from which his world-view will show forth.

·  Conclusion & Further Reflection: the Christian life as a work of art

·   

· I would suggest that we take all of these perspectives on art and consider how they apply to our own Christian life. Perhaps it would be a good idea to read this essay again and specifically apply it to your life as a Christian. No work of art is more important than the Christian’s own life, and every Christian is called upon to be an artist in this sense. He may have no gift of writing, no gift of composing or singing, but each man has the gift of creativity in terms of the way he lives his life. In this sense, the Christian’s life is to be an art work.  

· The Christian’s life is to be a thing of truth and also a thing of beauty in the midst of a lost and despairing world. 

· Literature and the Christian Imagination

·  What is literature, and what is its purpose?

·  Lou Whitworth

· 
I.  
 Introduction 

· 
A.  
What is literature, and what is its purpose? 

· 
1.  
 Literature is an artistic presentation in words (spoken or written) of some aspect of human experience (real or imagined).

· 
2.  
 The purpose of literature is to provide enjoyment and vicarious experiences that can deepen and enrich our lives.

· 
2.  
 What is our purpose here today? 

· 
1.  
 We will discuss the four basic types of story (narrative) literature. These four types precede the various genres; i.e., they come before the various forms in which we find literature: short story, sonnet, long poem, drama, novel, etc.

· 
2.  
 We will look at the similarities between the world of the literary imagination and the Christian world view. We will attempt to show that only the Christian world view is consistent with the monomyth (the "one story") of literature.

· 
3.  
 The four basic types of literature 

· 
1.  
 Romance 

· 
2.  
 Tragedy

· 
3.  
 Anti-Romance

· 
4.  
 Comedy

· 
2.  
 The four basic types of literature explain human experience (man's story). 

· 
A.  
 Romance (Idealized Existence){1}

·  The first of these four types is Romance. Romance is the story of idealized existence, the tale of bliss or happiness. Often identified with young adulthood or the summer of life, Romance stresses that which is wholly desirable, that which is longed for, that which we would choose if we could. There are three sub-types of romance: Myth, Epic, and Romance Proper.

· 
1.  
 Characteristics of Myth

· 
a.  
 Extremely remote in time and place.

· 
2.  
 Vast in scope and scale.

· 
3.  
 A story of beginnings.

· 
4.  
 Heroes and characters in myth are far beyond normal humans in kind as well as in degree. They are often gods, godlike, half-gods, demigods, etc. Consequently the laws of nature often seem suspended, so powerful are these beings.

· 
5.  
 Time may stand still or pass very slowly.

· 
6.  
 Themes: the search for perfection (or truth, beauty, wholeness, repose, bliss, order, glory, courage, etc.).

· 
7.  
 Individual myths are like sections of a mosaic. When all the episodes are put together, a complete mythos ­ the "story" of a people or culture ­ is the result.

· 
2.  
 Characteristics of Epic

· 
a.  
 Technically a long, narrative poem in elevated style, but here an epic saga.

· 
2.  
 Style is earnest and dignified.

· 
3.  
 Characters and their actions are heroic and grand; they are quite elevated in  degree but not in kind. Superior to normal men but generally answerable to the laws of nature.

· 
4.  
 Themes: basic eternal human concerns.

· 
5.  
 Epic often represents a whole tribe, culture, or epoch. Individual episodes make up a whole story.

· 
6.  
 Begins in the middle of the action. A modern example is the Star Wars trilogy: Star Wars, The Empire Strikes Back, and The Return of the Jedi are really just the middle of this epic saga. The writers know how epics work.

· 
3.  
 Characteristics of Romance or Romance Proper

· 
a.  
 Romance is difficult to define exactly; it originated in France.{2}

· 
2.  
 The term does not refer to the literature of the Romantic Movement; it does  refer to any literature of whatever period or movement if the work meets the formula given below.

· 
3.  
 Romances incline to the wonderful, the marvelous, the exaggerated, the wholly ideal.

· 
4.  
 Varieties of Romance

· 
1.  
 Romanticized "epics"--highly didactic

· 
2.  
 Romanticized religious stories--highly didactic

· 
3.  
 Romances--fictional stories enjoyed for their own sake, for delight and wonder alone

· 
5.  
 Characterized by the idea of courtly love.

· 
6.  
 Hero is somewhat above normal humans in degree, but basically he is like us.

· 
7.  
 Setting: remote times and places, often with exotic-sounding names.

· 
8.  
 Concerns: wars, famous battles, knights, kings, King Arthur, Holy Grail, exploits of brave warriors, affairs of the heart, love stories, enchantments, magic powers, extraordinary adventurers, etc.

· 
9.  
 Prominent themes

· 
1.  
 Separation and reunion themes (various)

· 
2.  
 Separation and reunion of young lovers

· 
3.  
 The persecuted child who runs away or the child who is kidnapped. After many adventures, the child returns and regains his inheritance.

· 
4.  
 Rescue of the distressed damsel or pure virgin

· 
5.  
 Knight who undertakes various tasks to prove that he is worthy of his lady's love

· 
6.  
 Expectation of the predestined hero (redeemer)

· 
7.  
 Hero who has miraculous powers (healing, etc.) Example: Sir Lancelot in Camelot

· 
8.  
 Reenactment of the Fall and Redemption (6 and 7 above are especially noticeable in Arthurian romances)

· 
2.  
 Tragedy (Loss of Bliss or Happiness){3}

·  The second major type of literature is Tragedy. If Romance is the story of happiness, bliss, or idealized existence, then Tragedy is the story of the loss of happiness, bliss, or idealized existence. It is sometimes called the story of autumn or old age.

· 
1.  
 Characteristics of Tragedy

· 
a.  
 Hero is an exalted person.

· 
1.  
 He is always noble in his person and spirit.

· 
2.  
 He is generally noble in his social station; otherwise his downfall would not be so "tragic." In modern tragedy, hero is not always noble in social station.

· 
2.  
 Hero faces a dilemma, ordeal, or (moral) choice.

· 
3.  
 Hero, though exalted, is not perfect.

· 
1.  
 He usually has a flaw

· 
2.  
 This flaw leads to his downfall; hence the term tragic flaw

· 
4.  
 The hero is increasingly isolated.

· 
5.  
 There is normally great suffering and catastrophe.

· 
6.  
 This suffering brings moral growth, intellectual insight, perception to those involved.

· 
2.  
 Significance of Tragedy as a type of literature

· 
a.  
 Tragedy is a moving presentation of human suffering caused by the hero's moral flaw or wrong choice.

· 
2.  
 Tragedy paints human nature on a broad canvas. It vividly portrays both poles of human behavior and experience.

· 
1.  
 Human greatness

· 
2.  
 Human fallenness (depravity)

·  This is a biblical idea; human beings are great but deeply fallen.

· 
3.  
 Tragedy affirms that humans can make important choices, that choices matter, that consequences follow moral choice. This idea opposes the secularistic/naturalistic view that we are in a closed system of cause and effect; that whatever is, is right.

· 
4.  
 Tragedy implies cosmic justice; i.e., you reap what you sow, and pride goes before a fall. Sometimes the punishment that would normally come in the next life is evident in the tragedy. It is a type of compression of both the seen and the unseen realms into one for the audience's edification.

· 
3.  
 The value of Tragedy

· 
a.  
 Tragedy is generally "regarded as the most profound of all literary forms, and it has proved particularly effective in moral and intellectual stimulation."{4}

· 
2.  
 The Greeks believed that Tragedy led to a purgation of unhealthy emotions.

· 
3.  
 The debate about "Christian Tragedy"

· 
1.  
 Some have said that Christianity and Tragedy are mutually exclusive because of the possibility of redemption, forgiveness, eternal life, etc.

· 
2.  
 Definition of "Tragedy" is the key

· 
a.  
 Tragedy does not simply mean "calamity," "misfortune," or "disaster."

· 
2.  
 Tragedy is a narrative form of literature in which a tragic protagonist who possesses greatness of spirit commits himself to an understanding of great magnitude within a given situation and as a result comes to spiritual suffering usually followed by perception and death, and possibly redemption.{5}

· 
4.  
 The first great tragedy in the Bible is the Fall. This tragedy is the source of all the other tragedies in the Bible. (Yet even the Fall of man was turned into a comedy [see Characteristics of Comedy below]. This is especially true of Christ's death since it turned into a comedy [the Resurrection], making it possible to turn all tragedies into comedies.)

· 
5.  
 Other biblical tragedies are the stories of Samson, King Saul, Absalom, etc.

· 
3.  
 Anti-Romance (Unideal Existence)  Anti-Romance is the third basic type of literature and is the opposite of Romance. It represents an unideal existence; a flawed, broken world of all that we hate, fear, and dread; a nightmare world. This is the literature of winter and death.{6}

· 
1.  
 Characteristics of Anti-Romance

· 
a.  
 Any literature that is the reverse of romance

· 
2.  
 Un-ideal human experience, misery

· 
3.  
 Alienation, despair, rebellion

· 
4.  
 Frustration, bondage, slavery

· 
5.  
 That which is feared or dreaded

· 
2.  
 Types of Anti-Romance

· 
a.  
 Any reversal of themes of romance

· 
2.  
 Cynical, sarcastic--destroys hope and faith

· 
3.  
 Literature of despair and absurdity

· 
4.  
 Triumph of evil

· 
5.  
 Anti-utopian literature--picture of terribly regimented human existence (or Hell)

· 
6.  
 Extremely "realistic" or "naturalistic" stories

· 
7.  
 Ironical or mocking literature

· 
8.  
 Satirical literature

· 
1.  
 Satire is "an attempt at reproof or correction through humor or ridicule."{7}

· 
2.  
 The focus of satire is pointing out or ridiculing evil (or good).

· 
3.  
 Examples of Anti-Romance

· 
a.  
 Kafka: The Castle, The Trial, "Metamorphosis"

· 
2.  
 Huxley: Brave New World 

· 
3.  
Orwell: Animal Farm, 1984

· 
4.  
 Comedy (Ascent or Restoration to Bliss {8}

·  Comedy is the fourth basic type of literature and is the opposite of Tragedy. It represents the restoration to bliss and is the literature of youth and the season of spring.

· 
1.  
 Characteristics of Comedy

· 
a.  
 The story is not necessarily humorous or funny.

· 
2.  
 The hero of Comedy

· 
1.  
 Very human with faults and foibles

· 
2.  
 Hero may be (or become) isolated, but as the story progresses he is increasingly welcomed into community with others.

· 
3.  
 He ends up happily assimilated into society.

· 
2.  
 Action and plot in Comedy

· 
a.  
 Action involves a series of obstacles to overcome.

· 
2.  
 Plot is U-shaped (or V-shaped).

· 
1.  
 Begins in prosperity or tranquility

· 
2.  
 Descends into calamity

· 
3.  
 Rises again to end happily

· 
3.  
 Examples of Comedies

· 
a.  
 The sublime: Dante's The Divine Comedy

· 
2.  
 The ridiculous: situation comedies (I Love Lucy, etc.)

· 
4.  
 The happy ending ­ Comedies are normally characterized by a happy ending.

· 
a.  
 A marriage

· 
2.  
 A feast

· 
3.  
 A reconciliation

· 
4.  
 Some combination of these

· 
III.  
The Biblical World View; The Bible's Unifying Vision of Man's Story 

· 
A.  
 Paradise ­ The Bible begins in Paradise (Eden)

· 
1.  
 The beginning (Genesis 1--2)

· 
a.  
 Eternity ends; time begins

· 
2.  
 Ideal people (beautiful/young/perfect/healthy)

· 
3.  
 Ideal environment (Garden of Eden)

· 
4.  
 Marriage of ideal couple (Adam and Eve)

· 
5.  
 Complete human harmony--no loneliness, no estrangement or alienation

· 
6.  
 Access to the Tree of Life

· 
7.  
 A river flowed out of Eden (Gen. 2:10).

· 
8.  
 No curse on mankind, animals, or earth

· 
9.  
 No sin, war, or death

· 
2.  
 Note similarity to Romance in section II.A.

· 
1.  
 The Fall--Paradise Lost (Gen. 3) 

· 
1.  
 The effects of the Fall

· 
a.  
 Sin is loosed upon earth (Gen. 3:6--24).

· 
2.  
 Curse falls upon mankind and earth (3:14--19).

· 
3.  
 Alienation begins between human beings (3:12--17).

· 
4.  
 Spiritual death (separation and alienation from God) occurs (Gen. 3: 6--24)

· 
5.  
 Physical death comes to mankind--delayed but certain (Gen. 3:19; see also Gen. 2:17; 4:8).

· 
6.  
 Loss of access to the Tree of Life (Gen. 3:22--24)

· 
7.  
 Loss of ideal environment--forced out of Garden (Gen. 3:22--24)

· 
8.  
 Serpent (Satan) temporarily triumphs.

· 
9.  
 God promises the fallen couple that a redeemer will come (Gen. 3:15). Without the Fall there is no need of a Savior/Redeemer.

· 
2.  
 The meaning of the Fall

· 
a.  
 The natural, close spiritual relationship the first couple had with God was shattered by willful disobedience.

· 
2.  
 Man is spiritually dead (separated from God) and can only be restored to spiritual life through faith (trust in or reliance upon) the God of the Bible. For people in the Christian era, that faith must be in Jesus Christ, God in the flesh, the Savior.

· 
3.  
 Note similarity to Tragedy in Section II.B.

· 
1.  
 The History of Sin--Earthly Life (Gen. 3--Rev. 18) 

· 
1.  
 From Genesis 3 to Revelation 18 the overall theme is one of God's reaching out to mankind. It is a time of missionary harvest--first, through the nation of Israel, and, later, through the Christian Church.

· 
2.  
 The goal of this period is to persuade as many people as possible to accept God's forgiveness through believing on His Son, Jesus Christ.

· 
3.  
 God has revealed Himself through Nature, through conscience, through the Bible (the written Word), and through Jesus Christ (the Living Word from God).

· 
4.  
 Nevertheless, many choose to ignore God though He has provided His Son, Jesus Christ, for our redemption.

· 
5.  
 Human life without God is futile--life "under the sun" is hopeless (Ecclesiastes).

· 
6.  
 Those who reject God's offer of redemption, which provides access to Paradise (all that mankind has longed for), must accept their place in Hell (all that mankind has dreaded). The earthly realm is a picture of Hell--just as Paradise pictures Eden or Heaven.

· 
7.  
 Note similarity to Anti-Romance in section II.C.

· 
1.  
 Restoration/Redemption--Paradise Regained 

· 
1.  
 The basis for restoration/redemption

· 
a.  
 The death of Christ was for the sins of the world.

· 
2.  
 Christ's resurrection from the dead revealed that He was God in the flesh.

· 
3.  
 Christ's payment for man's sin has provided access to God to all who believe on Him.

· 
2.  
 The means of redemption

· 
a.  
 Individually --A personal decision is required; i.e., personal faith in Jesus Christ.

· 
2.  
 Corporately--Nothing can stop God's plan from being carried out no matter what men do; no individual action is required.

· 
3.  
 The effects of restoration

· 
a.  
 God will judge unbelievers, all the wicked, etc.

· 
2.  
 Sin and evil will be defeated.

· 
3.  
 The curse will be lifted from mankind and the earth (Rev. 22:3).

· 
4.  
 Death will be defeated (Rev. 20:14).

· 
5.  
 Access to Paradise for all whose names are written in the Lamb's book of life (Rev. 21:27)

· 
6.  
 The Serpent (Satan) will be defeated (Rev. 20:1--3, 10).

· 
7.  
 Human isolation, alienation, and suffering will be things of the past (Rev. 21:4).

· 
8.  
 Note similarity to Comedy in section II.D.

· 
1.  
 Paradise--Part Two (Rev. 19--22) 

· 
1.  
 Time ends; "eternity" returns (Rev. 21:1--22:5).

· 
2.  
 Ideal people are the redeemed in glorified bodies (Rev. 21--22).

· 
3.  
 Ideal environment--the New Jerusalem and a new (purified) heaven and earth; re-creation of the earth (Rev. 21:1--11)

· 
4.  
 Ideal couple--the Bride (the Church) and the Bridegroom (Jesus Christ); Christ is the Second Adam ("new Adam and Eve"). Brought together in marriage.

· 
5.  
 Marriage feast in heaven (Rev. 19:7--9)

· 
6.  
 Access to the Tree of Life (Rev. 22:2)

· 
7.  
 River reappears--from beneath the throne (Rev. 22:1).

· 
8.  
 Curse is lifted (Rev. 22:3).

· 
9.  
 No sin, war, or death (Rev. 20:14; 21:4)

· 
10.  
 All tears will be wiped away--all suffering will be over and will have been worthwhile (Rev. 21:4).

· 
11.  
 At this point in God's plan there will be no more Fall (or the literary idea of Tragedy) and no longer any need for Redemption/Restoration (or the literary idea of Comedy), for all these issues will have been settled.

· 
12.  
 There will, however, be Paradise (literary idea of Romance) and Hell/History of Sin (the literary idea of Anti-Romance).
· 
IV.  
Other world views fail to account for mankind's story as seen in literature and the Bible. 

· This analysis revealed that there are four basic types of literature, and the Bible reveals amazing parallels with the shape of the literary imagination. Non-Christian philosophies and religions cannot account for the persistence of these literary patterns.

· 
A.  
 Eastern thought 

· In general, Eastern thought and Eastern religions fail to get past a shallow Romance. Because all is supposedly illusion, there can be no evil, thus no Fall, no pain, no punishment, no forgiveness. It is very unrealistic. New Age thought is very similar in most respects.

· 
1.  
 Naturalism/Secular Humanism

·  Naturalism/Secular Humanism rejects everything but the lower realm of man (Anti-Romance), as in Bertrand Russell's comment that life must be based on unyielding despair. The only hope is in science in order to change society and the environment. Genetic engineering is especially important in order that man himself can be changed.

· 
1.  
 Existentialism 

·  Existentialism offers no hope for future restoration or reconciliation. In a sense, existentialism acknowledges Tragedy because it reinforces its "reality." But it is stuck in  Anti-Romance with no hope for resolution of the human dilemma (as in Sartre's play  No Exit ).

· 
1.  
 Only biblical Christianity can account for the shape of literature and the human story behind it. 

· 
A.  
 Similar patterns 

·  Enormous similarities exist between the shape of the literary imagination and the shape of the Bible, between the world of the literary imagination and the Bible's story of man. These four basic types of literature are entirely consistent with biblical Christianity, but not with other belief systems.

· 
1.  
 Similar stories 

·  Biblical Christianity can account for the similarities between common stories, legends, and myths found all over the world. This is true because the Bible teaches that human beings all originated from one set of parents, Adam and Eve. Even stories, legend, and myths prior to the Flood could have been preserved through Noah and his family and then dispersed all over the world following the Tower of Babel.

· 
1.  
 Created for Paradise 

·  Human beings were created for Paradise (not for Hell or for the sinful world). We sense the loss of Paradise; we feel that something is amiss. C. S. Lewis speaks of an "inconsolable longing" in the hearts of men. We long for something better, and this longing, Lewis claims, can lead the nonbeliever to Christ and pull the prodigal Christian back to Christ. This longing is a divine discontent that points back beyond the earthly to the heavenly and serves to remind us that nothing earthly is ultimately satisfying.

· 
1.  
 Created in God's image 

·  We were created in God's image, and, since He is the Creator-Artist without equal, we are co- or sub-creators with Him (Gen. 1--2). We create, therefore, whether consciously or subconsciously, in imitation of Him. He is also the author of the Scriptures containing marvelous stores. Since only humans tell or write stories, literature reflects God's image in man even though this image is often greatly distorted.

· 
1.  
 Innate ideas

·  Romans 1:16--32 indicates that humans are born with some idea about God in our hearts and minds. Human beings know something of God but usually try to suppress that knowledge, replace it, or pervert it. Ecclesiastes 3:11 proclaims that God has set eternity in the heart of man: the avoidance of death, the yearning for "Heaven" and eternal life, etc.

· 
1.  
 Use of symbols 

·  Even many secularists admit that man is uniquely the symbol-making animal, especially in language. "Humans are set off from other creatures by their unique ability to symbolize thorough language."{10} Linguists tell us that there are "deep structures" in the human mind that predispose humans to language acquisition and use. Only a religion or philosophy that makes a clear distinction between men and animals can accommodate man's use of symbols, figurative language, archetypes, etc. The Christian faith recognizes these distinctions.

· 
1.  
 Redemptive analogies 

· Related both to the idea of inherent ideas and the use of symbols is the idea of redemptive analogies as revealed in The Peace Child and Eternity in Their Hearts by Don Richardson. He believes that God placed these analogies in the hearts of men to enable them to respond to the gospel. They are often stories that mirror parts of the stories or message of the Scriptures.

·  Conclusion 

·  Christianity offers true hope and can account for the variety of man's experiences as presented in literature. Other religions cannot. The Scriptures give us guidelines, great freedom, and wonderful patterns for life and for enjoying and creating literature. Christians are, after all, people of the Book. Wherever the Book is honored, literature flourishes.

·  Notes 

· 
1.  
 The idea for this talk and the bulk of the material for this outline in sections I and II are taken or adapted from two books by Leland Ryken. They are The Christian Imagination: Essays on Literature and the Arts (Grand Rapids, Mich.: Baker, 1981), esp. 199--253, and Triumphs of the Imagination: Literature in Christian Perspective (Downers Grove, Ill.: InterVarsity, 1979), esp. 75--98.

· 
2.  
 Information on the subject of romance literature is adapted from Encyclopaedia Britannica (1970), s.v. "Romance."

· 
3.  
 This section is adapted from E. Beatrice Batson, "A Christian View of Tragedy," in Christian Imagination, 211--26.

· 
4.  
 Ryken, Christian Imagination, 211.

· 
5.  
 Batson, 211.

· 
6.  
 This section is adapted from Harry Boonstra, "Can Satire Be Religious?", in Christian Imagination, 241--53.

· 
7.  
 Ibid., 232.

· 
8.  
 This section is adapted from Nelvin Nos, "The Religious Meaning of Comedy," in Christian Imagination, 241--53.

· 
9.  
 The remainder of this outline is my attempt to draw out the parallels between the biblical picture of the human story and the shape of the literary imagination as presented in Ryken's books.

· 
10.  
 A quote from Marvin K. Mayers in Clifford Wilson and Donald McKeon, The Language Gap (Grand Rapids, Mich.: Zondervan/Probe: 1984), 178. (For copies contact Probe Ministries, 1900 Firman Drive, Suite 100, Richardson, TX 75081, 214-480-0240.)

·  For Further Reading 

·  Carnell, Corbin Scott. Bright Shadow of Reality: C. S. Lewis and the Feeling Intellect. Grand Rapids, Mich.: Eerdmans, 1974.

·  A fascinating look at Lewis's contributions to Christian apologetics and literary theory with special emphasis on his views concerning the significance of human longing.

·  Frye, Northrop. Anatomy of Criticism: Four Essays. Princeton, N.J.: Princeton University Press, 1957.

·  A foundational book on archetypal criticism by its leading proponent. A must for serious students of literature.

·  Gallagher, Susan V., and Roger Lundin. Literature Through the Eyes of Faith. San Francisco: Harper & Row, 1989.

·  A good introduction to literature and to the issues Christians involved in studying literature should think through.

·  Gardner, John. On Moral Fiction. New York: Harper Colophon, 1978.

·  An attempt by a respected author and literature professor to establish the idea that literature, very broadly considered, has an ethical core and a life-affirming purpose. Unfortunately the late author was so vilified by his peers and the critics that he later took back or qualified much that he said.

·  Griffin, Bryan F. Panic Among the Philistines. Chicago: Regnery Gateway, 1983.

·  A scathing expose and rebuke to the self-appointed and self-important literary establishment and all its pretentiousness and sordid little compromises. Stirred up a hornet's nest.

·  Hunt, Gladys. Honey for a Child's Heart. Grand Rapids, Mich.: Zondervan, 1969.

·  A wonderful book on the value of reading, especially for children. It has very helpful reading lists arranged by age.

·  Kirk, Russell. Enemies of the Permanent Things: Observations of Abnormity in Literature and Politics. New Rochelle, N.Y.: Arlington House, 1969.

·  The dean of the American political conservative movement writes of his first love, literature, and of the deplorable state into which it has fallen. Quite an antidote to politically correct thinking and reading.

·  Podhoretz, Norman. The Bloody Crossroads: Where Literature and Politics Meet. New York: Simon and Schuster, 1986.

·  Podhoretz, editor-in-chief of Commentary and a leading neoconservative thinker, "explores," as the book jacket says, "the literary and cultural dimensions of the struggle between totalitarianism and the democratic West." It is a crossroads "where writers have often bled for expressing their opinions, and where their opinions have influenced political leaders to shed the blood of others."

·  Ryken, Leland. Literature of the Bible. Grand Rapids, Mich.: Zondervan, 1974.

·  Ryken opens up the stories of the Bible as the great literature they truly are. He also categorizes the stories as to literary types and forms used by the authors.

·  ________. Triumphs of the Imagination: Literature in Christian Perspective. Downers Grove, Ill.: InterVarsity, 1979.

·  This is a fantastic book and one of the three first books I recommend that interested students purchase if they want to develop a Christian world view of literature. It is a rich, rich resource, and if you want to dig deeper, start collecting the books mentioned in the endnotes.

·  ________. Windows to the World: Literature in Christian Perspective. 2d ed. Richardson, Texas: Probe Books, 1990.

·  This work contains some of the same material as the previous book although the discussions are briefer here. What is noteworthy in this book is the amount of discussion about reader response criticism and the rights and responsibilities of the Christian reader.

·  ________, ed. The Christian Imagination: Essays on Literature and the Arts. Grand Rapids, Mich.: Baker, 1981.

·  This is the fourth book I would recommend for those seeking to develop a Christian world view of literature. It is chock full of great discussions by a wide variety of Christian thinkers, writers, and professors.

·  Sire, James W. How to Read Slowly: A Christian Guide To Reading with the Mind. Downers Grove, Ill.: InterVarsity, 1978.

·  This is a helpful book for developing a Christian world view, but I recommend that students read it after they have read the book below.

·  ________. The Universe Next Door: A Basic World View Catalog. 3d ed. Downers Grove, Ill.: InterVarsity, 1997.

·  This is one of the big three I urge interested students to read (or buy and read) right away. It is hard to oversell this book. It is a mini-course in "practical" philosophy and reveals clearly how literature reflects a person's world view. Read it.

·  Veith, Gene Edward, Jr. Reading Between the Lines: A Christian Guide to Literature. Wheaton, Ill.: Crossway Books, 1990.

·  A helpful book with an overview approach to the Christian and literature. First read Ryken's Triumphs if you can find it; then read this one and Gallagher and Lundin's Literature.

·  Whitworth, Louis D. Literature Under the Microscope: A Christian Case for Reading. Dallas: Probe Ministries, 1984.

·  One of the first three books a student needs to read. Packed in its fifty-eight pages is more helpful information on a Christian approach to reading literature than you'll find anywhere else. It may seem deceptively simple and straightforward, but there is a lot here. Some have gotten more out of it by reading it twice. Buy it and read it.

·  Williams, Duncan. Trousered Apes: Sick Literature in a Sick Society. New Rochelle, N.Y.: Arlington House, 1971.

 Williams is superb at pointing out the abysmal state of modern literature. He dissects and displays with utmost care the literary frivolities of our age. In spite of his mastery at calling attention to these problems, he is woefully short on solutions or corrections.

· Music and the Christian

·  How shall we listen?

·  Jerry Solomon

·  Introduction 

·  Music is a pervasive part of contemporary culture. We hear it on elevators, in restaurants, on telephones while we wait for our party to answer, in offices, in hotel lobbies, and in virtually every corner of contemporary life. In fact, it permeates the airwaves so thoroughly we often do not realize it is there.

·  Television uses music not only in musical programs but also in commercials and program soundtracks. Movies also utilize music to enhance the events shown on the screen. Radio offers a wide variety of music around the clock. The availability of recordings allows us to program music to suit our own listening tastes, and we can hear them in virtually any location. Concerts, especially in large cities, offer a potpourri of music to choose from.

·  There is also great variation in musical genres. Rock, with its assortment of styles and labels, rap, country and western, jazz, Broadway, folk, classical, new age, and gospel provide us with a dizzying assortment of listening and performing options.

·  Such permeation and variety provide us with a unique opportunity to practice discernment. Some may think this is unnecessary because they claim to listen only to "Christian" music. Nevertheless, the broader population of the evangelical community spends innumerable hours  absorbing music, whether "Christian" or "secular."

· 
I.  
 Christians and the Arts 

·  Why should a Christian be interested and involved in the arts, music in particular? In his excellent work, Theology and Contemporary Art Forms, John Newport lists several points that are especially helpful. (Also see The Christian and the Arts outline in this notebook.)

·  The first reason Christians should be interested in the arts is related to the biblical teaching that God reveals and carries on his redemptive purpose in time and history. The Christian community . . . cannot cut itself off from the characteristic artistic vitalities of -- and present. Second . . . the arts give a peculiarly direct access to the distinctive tone, concerns, and feelings of a culture. . . . The artists not only mirror their age in its subtlest nuances, but they generally do it a generation ahead of more abstract and theoretical thinkers. Third . . . the arts focus (in a remarkably vivid and startling way) on the vital issues and themes which are the central concern of theology. Fourth . . . the arts spell out dramatically the implications of various world views.{1}

· The second, third, and fourth points are especially applicable to music. If music mirrors culture, if it tells us of important issues and themes; and if it shows the implications of various world views, it can tell us a great deal about our culture. Lyrically, music can be used as a medium for criticism, commendation, reflection, questioning, rebellion, and any number of other thoughts or emotions. When the musical language is employed to relay these thoughts or emotions the result can be significant. History is replete with examples of the ways music has been vitally employed within various cultures. One of the more prominent examples of this can be found in the Psalms, where lyrics were merged with music to form a strategic voice for Israel's life. The same is true in contemporary life. The themes of rock, rap, and country music demonstrate how music can be a notable voice for the spirit of a culture, whether for good or evil.

·  In order to affect our culture we must listen to that voice. We must hear its questions and be  sensitive to the needs that cry out for the answers God provides.

· 
2.  
 Judging Music

·  One of the continuing debates among evangelicals centers on how music is to be judged. Some hold that there is a particular musical style that is distinctly Christian. Others reject such a proposition. Some believe that some musical styles are intrinsically evil. Others reject this. The examples of such conflict are numerous. It is important that we join the dialogue. In the process we will observe several ways we should respond to the music of our culture.

· 
A.  
 The term "Christian music" is a misnomer. 

· 
1.  
 The ingredients of music. Music cannot be declared Christian because of particular ingredients. There is no special Christian musical vocabulary. There is no distinctive sound that makes a piece of music Christian. The only part of a composition that can make it Christian is the lyrics. In view of the fact that such phrases as "contemporary Christian music" are in vogue, this is a meaningful observation. Perhaps the phrase "contemporary Christian lyrics" would be more appropriate. Of course, the lyrics may be suspect doctrinally and ethically, and they may be of poor quality, but the point we are making is concentrated on the musical content.

·  It is possible that misunderstandings regarding the idea of a Christian music are the product of cultural bias. Our "Western ears" are accustomed to certain sounds. Particular modes, scales, and rhythms are part of a rich musical heritage. When we hear music that is not part of that heritage we are tempted to label it inaccurately as unfit for a Christian's musical life.

· 
2.  
 Music of different cultures. We should realize that music is best understood within its culture. For example, the classical music of India includes quarter tones, which are foreign to our ears. They generally sound very strange to us, and they are often played on instruments that have a strange sound, such as the sitar. But we would be guilty of flagrant prejudice if we were to maintain that such music is un- Christian because it does not contain the tones that we are used to hearing.

· 
3.  
 Music in the Bible. Another example of the way evangelicals tend to misapply the term "Christian" to music can be understood by reflecting on how music may have sounded during biblical and church history. Significant scholarship has begun to demonstrate that the music of both Old and New Testament history may have been comprised of tonal and rhythmic qualities that were very different from what we are accustomed to in Western culture.

· 
4.  
 Luther and Calvin on music. The attitudes of Luther and Calvin toward the use of music show a disagreement concerning the truth of a particular Christian style. Charles Garside provides intriguing insights: "Luther had openly proclaimed his desire to use all available music, including the most obviously secular, for the worship of the church. Calvin, to the contrary, now absolutely rejects such a deployment of existing musical resources."{2} It is obvious that these great men did not agree on the nature of music.

·  Our musical preconceptions do not die easily, and they seem to recur periodically in church history. Once a style becomes familiar enough, it is accepted. Until then, it is suspect. More recent examples can be found in the controversies surrounding the use of certain instruments, such as percussion and guitars, during worship services, as well as the use of rock music. Evangelicals need to be alert to their biases and understand that "Christian music" is a misnomer.

· 
1.  
 No Music Is Intrinsically Evil 

· 
1.  
 The power of music. The second proposition is that no musical style is intrinsically evil, a premise that should be supported by evangelicals.

·  It is often claimed that music has "power" to manipulate and control us. If this were true, Skinnerian determinism would be correct in asserting that there is no such thing as personal choice or responsibility. (See the Human Nature outline in this notebook.) Music, along with other "powers" found in our cultural settings, would be given credit that is not legitimate. Best and Huttar address this by saying: "The fact that music, among other created and cultural things, is purported by primitives and sophisticates alike to have power is more a matter of the dislocation of priorities than anything else."{3} Such beliefs not only stimulate a "dislocation of priorities," they also stimulate poor theology.

·  The Bible tells us that early in their relationship David played music for king Saul. On one occasion what Saul heard soothed him, and on another occasion the same sounds infuriated him. In reality, though, the reactions were Saul's decisions. He was not passive; he was not being manipulated on either occasion by the "power" of the music (1 Sam. 16:14-23; 18:10-16).

·  Much contemporary thinking tends to place the blame for aberrant behavior (sexual misconduct, rebellion, violence, etc.) on the supposed intrinsic potency of music to orchestrate our actions. Some extend this to the point of believing that music is the special tool of Satan, so when such behavior is exhibited he is the culprit. Again, Best and Huttar offer pertinent thoughts. They write: "Ultimately the Judeo-Christian perspective maintains that man is interiorly wrong and that until he is right he will place the blame for his condition outside himself."{4} Admittedly, my point is a subtle one. We must be cautious that we do not imply music cannot be used for evil purposes. But we must realize that the devil goads people who use music; the devil does not empower the music itself.

· 
2.  
 The example of rock music. Current controversy among Christians concerning the rhythmic content of "rock" music is an example of the tendency to believe that some musical styles are intrinsically evil. For example, Steve Lawhead has demonstrated that the music of the early slaves probably did not include much rhythmic substance at all. The plantation owners would not have allowed drums because they could have been used to relay messages of revolt between the groups of slaves. This observation is central to the issue of rock music, because some assert that the syncopated rhythm of rock is the product of the pagan African backgrounds of the slaves. In reality, the music of early American slaves centered around the playing of a "banya," an instrument akin to the banjo, and not drums or other rhythmic instruments.{5}

·  Rock music is not intrinsically evil. It did not originate in a pagan past, and even if it did that would not mean that it is intrinsically evil. Nevertheless, since it has been a prominent and influential part of American culture for several decades, it demands the attention of evangelicals. The attention it is given should begin with the understanding that the problems that are a part of rock do not reside in the music itself; they reside in sinful people who can and frequently do abuse it. The same can be said about any musical style, or any other art form.

· 
1.  
 Quality in Music 

· Music should be evaluated based on quality. It is true there is no such thing as "Christian music," and it is true that no musical style is intrinsically evil, but these statements say nothing about the quality of music we choose to make a part of our lives. A proposal that includes judgments of quality is a challenging one. Evangelicals will find this especially difficult, because the subject of aesthetics is not a prevalent part of our heritage. (See The Christian and the Arts in this section of the notebook.)

·  Evangelicals tend toward lazy thinking when it comes to analyzing the music of their culture. As Frank Gaebelein has said, "It is more difficult to be thought-fully discriminating than to fall back upon sweeping generalization."{6} There are several factors to be weighed if discriminating thought is to take place.

·  We should focus attention on the music that is offered within Christian life. This applies not only to music that is heard during times of worship with a gathered church, but during those times when music is heard via radio, compact discs, concerts, and other sources.

·  Lack of quality is one of the major themes of those who have written about contemporary church music. Harold Best writes: "Contentment with mediocrity as a would-be carrier of truth looms as a major hindrance to true creative vision among evangelicals."{7} Robert Elmore continues in a similar vein: "There are even ministers who feed their congregations with the strong meat of the Word and at the same time surround their preaching with only the skimmed milk of music."{8} If negative declarations such as these are the consensus of those who have devoted ardent attention to the subject, what are the contents of a positive model? The answers to this are numerous. We will only relate some of the insights of one thinker, Calvin Johansson.

· 
1.  
 Movement. The first insight refers to movement. Music must move. "The principle here is that music needs to exhibit a flow, an overall feel for continuity, that moves progressively and irresistibly from beginning to end. It is not intended to hammer and drive a musical pulse into the mind." This principle can be particularly applied to the incessant nature of the rock rhythm we have previously discussed.

· 
2.  
 Cohesion. The second insight has to do with cohesion. "Unity is an organic pull, a felt quality that permeates a composition so thoroughly that every part, no matter how small, is related."

· 
3.  
 Diversity. The third insight relates to "diversions at various levels. . . . Without diversity there would only be sameness, a quality that would be not only boring but also devastatingly static."

· 
4.  
 Dominance. The fourth insight concentrates on "the principle of dominance. . . . A certain hierarchy of values is adopted by the composer in which more important features are set against the less important."

· 
5.  
 Intrinsic worth of each component. The fifth insight shows that "every component part of a composition needs to have intrinsic worth in and of itself. . . . The music demonstrates truth as each part of the composition has self-worth."{9}

·  These principles do not contain ideas the non-musician will necessarily understand. Indeed, most of us are not accustomed to using language to discuss the quality of the music we hear other than to say we do or do not "like" it. But if we are going to assess the music of the broader culture accurately, we must be able to use such language to assess music within our own subculture. We must seek quality there.

· 
III.  
Music in the Culture 

·  Another factor in musical discrimination applies to the way we approach music outside the Christian subculture. The Christian is free to enter culture equipped with discernment, and this certainly applies to music. (See the Christianity and Culture outline in this notebook.) We need not fear the music of our culture, but we must exercise certain cautions.

·  Assessments of quality also apply here. The Christian should use the principles we have discussed when approaching music of the broader culture. We should also be aware of the blending of music and message, or lack of it. The ideal situation is when both the medium and the message agree.

·  Too often the music we hear conveys a message at the expense of musical quality. Best explains:

·  The kind of mass communication on which the media subsist depends on two things: a minimal creative element and a perspective that sees music only as conveying a message rather than being a message. Viewed as a carrier, music tends to be reduced to a format equated with entertainment. The greater the exposure desired, the lower the common denominator.{10}

·  The messages of our culture are perhaps voiced most strongly and clearly through music which is subordinated to those messages. The music is "canned." It is the product of cliches and "hooks" that are designed to bring instant response from the listener. As Erik Routley has stated, "All music which self-consciously adopts a style is like a person who puts on airs. It is affected and overbearing."{11} This condition is so prevalent in contemporary music it cannot be overemphasized.

·  Another concern is found in certain features of what is usually called "popular culture." Music is a major part of pop culture. Kenneth Myers, among others, has asserted certain culture types beginning with "high," diminishing to "folk," and plummeting to "popular." Popular culture "has some serious liabilities that it has inherited from its origins in distinctively modern, secularized movements." Generally, these liabilities include "the quest for novelty, and the desire for instant gratification."{12} In turn, these are found in "pop" music.

·  The quest for novelty is apparent when we understand, as Steve Lawhead states, that "the whole system feeds on the 'new'—new faces, new gimmicks, new sounds. Yesterday in pop music is not only dead; it is ancient history."{13} The desire for instant gratification is the result of the fact that this type of music is normally produced for commercial reasons. Continuing, Lawhead writes that:

·  Commercialism, the effective selling of products, governs every aspect of the popular music industry. From a purely business point of view, it makes perfect sense to shift the focus from artistic integrity to some other less rigorous and more easily managed, nonartistic component, such as newness or novelty. Talent and technical virtuosity take time to develop, and any industry dependent upon a never-ending stream of fresh faces cannot wait for talent to emerge.{14}

·  We do not consistently offer God our best when we employ this approach. Additionally,  we do not honor God when we make the products of such thinking a consistent part of our lives.
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· Perspectives on Film

·  What's in a movie?

·  Todd Kappelman

·  Introduction

· 
• 
 Film can be properly understood as a narrative medium, a " visual book."

· 
• 
 Christians and non-Christians have a wide variety of responses and reactions to film.

· 
• 
 Properly understood, film can be of great value in discerning the philosophical positions  and shifts in society and can enable the Christian to better respond to his or her culture.

· 
I.  
The history of suspicion: Fictional and imaginative literature as a clue to present concerns

·  The church as a body has a tradition of suspicion concerning film which can be traced to early reservations concerning literature and many other forms of art and entertainment.

· 
1.  
 Alcuin(797 AD), an influential Christian leader, was concerned about the worldliness in the church. One of the things that troubled him most was the monk's fondness for fictional literature and stories about heroes such as Beowulf and Ingeld. Writing to Higbald, Alcuin said: "Let the words of God be read aloud at the table in your refectory. The reader should be heard there, not the flute-player; the Fathers of the Church, not the songs of the heathen. . . . What has Ingeld to do with Christ?"

· 
2.  
 Tertullian (160 AD approx.), the father of Latin theology, had raised a similar issue by asking: "What has Athens to do with Jerusalem?" Tertullian was concerned that the study of pagan philosophers would be detrimental to the Christian faith and should be avoided.

· 
3.  
 Paul (10 AD?) the apostle asks rhetorically, "What partnership does righteousness have with iniquity? Or what fellowship has light with darkness? What accord has Christ with Belial?" (II Corinthians 6:14-15) It is easy to see why many Christians are suspicious and extremely cautious when it comes to mixing elements of the world with their faith.

· 
4.  
 Plato (BC 4th cent.) writing in The Republic cautions against the poets because they are "imitators" of the sensory world and the things they speak of are removed from reality. Plato believed that young children could be led astray and deceived by the fictional accounts of the poets. Fiction, he reasoned, would have a bad moral effect on the city

·  Conclusion: The objections raised against the arts (past and present) do have merit and should not be dismissed too quickly. Christians have a right and a responsibility to make sure  that the entertainment and the arts are not used in a manner that is damaging to their spiritual welfare.

· 
2.  
 The nature and purpose of film

· 
A.  
 Cultural Relevance

· 
1.  
 As Christians who are concerned with the integration of faith and art (film in this instance), our relevance to the culture we live in, and the right we have to criticize that culture, we should have an interest in the various ways in which culture is expressed through the arts.

· 
2.  
 "Art [is] the embodiment of man's response to reality and his attempt to order his experience of that reality." (John W. Dixon II. Nature and Grace in Art. )

· 
3.  
 Man has always and will continue to express his hope and excitement, as well as his fears and reservations, about life and what it means to be human through the arts. He will seek to express his world through any and all available mediums, and presently that includes film.

· 
2.  
 A Picture of Reality

· 
1.  
 A film is able to convey an enormous range of human experience and emotions. A good film maker, script writer, director, producer, or actor can take us to places that we might never be able to see through our everyday experiences. They may also show us things about our world that would otherwise remain hidden to the untrained eye.

· 
2.  
 A film can also be a picture of an unreality. Through film, perhaps even more than in literature, we see things that could never conceivably occur. We visit worlds and are introduced to people who do not and could not exist.

· 
3.  
 As one of the dominant modes of expression in our culture, film has earned a voice and deserves to be addressed as a meaningful part of Christian and non-Christian experience. This leads to the need for interpretation of film.

·  Conclusion: Film has cultural relevance because of its ability to convey both the  positive and negative aspects of the human condition as well its overwhelming presence in modern society.

· 
3.  
 Whose philosophy is in a film?

· 
A.  
 Film is often more concerned with the meaning and interpretation of life and reality than with the cold hard facts. 

·  Film, as art, is concerned with things as they matter to men, not necessarily as they are! The English poet Shelley called this concern for meaning in fiction "the spirit of events."

· 
1.  
 Film creates an imaginary world into which we enter.

·  It needs to be interpreted by skillful as well as sensitive hearts and minds! Failure to do meaningful interpretation leads to a blur in the distinction between fiction and reality and a loss of the meaning which those involved in making the film are seeking to convey.

· 
1.  
 All film has a perspective from which it was made. 

·  There are directors, writers, screen writers, producers, cameramen, editors, makeup artists, lighting technicians, field consultants, prop designers, costume makers, actors and supporting cast as well as many other people involved. It is, more than most arts, a collaboration of talent and efforts. The question may be asked: if so many people are involved, whose philosophical perspective is present? In short, everyone has some influence, but some more so than others.

· 
1.  
 The Director. The director should be considered the primary philosophical driver in modern cinema. He is the one who decides how a movie will look and what kind of message it will deliver, the tone, mood and conclusion of the final work. In short, it is the director who should be considered to be the primary influence in the film, just as the writer is the author of the book.

· 
2.  
 The Writer. The writer is the person who originally authors the work (a book, short story, history etc.) upon which the film will be made. He forms the basic story, but often forfeits his ability to influence a work once it is purchased and put into production.

· 
3.  
 The Screen Writer. The screen writer takes the book or other work and transforms the written medium into one that is "camera ready." His job is to decide what lines to use or omit and also to write the instructions for the scenes.

· 
4.  
 Actors. The job of the actor is to portray a character(s) in such a way that the desires of the writer and director are conveyed. While actors and actresses are important, their influence is usually overemphasized (especially in American cinema).

·  Conclusion: A film is the combined effort of many individuals and no one person's "philosophical views" are present in any one film. However, the director and writers are the primary motivators and influence of a particular work and it is their views, beliefs and opinions which are most often portrayed in a given film.

· 
IV.  
The need for interpretation (general) 

· 
A.  
 C.S. Lewis said: "Good philosophy must exist, if for no other reason, because bad  philosophy needs to be answered." (The Weight of Glory, "Learning in War Time.")

·  Because film does contain the philosophical positions of the men and women who make them, it is necessary that the Christian interpret films with accuracy and integrity. This means that one needs to "train" the eye and the mind to read and understand each piece and not merely react.

· 
2.  
 Matthew Arnold clearly expresses what art is and how it functions:

·  The grand power of poetry [and by extension the other arts] is its power of so dealing with things as to awaken in us a wonderfully full, new, and intimate sense of them, and of our relations with them. When this sense is awakened in us, . . . we feel ourselves to be in contact with the essential nature of those objects, to be no longer bewildered and oppressed by them, but to have their secret, and to be in harmony with them; and this feeling calms and satisfies us (Matthew Arnold, Essays in Criticism).

·  Film is thus able to convey the realities of life, often with all of the faults and ugliness, as well as that which is beautiful and true to the viewer who is attentive to the message.

· 
3.  
 When interpreting a film, one should ask the following questions:

· 
1.  
 How important is life to the director/writers etc.? Are the tough issues dealt with or avoided?

· 
2.  
 Is there a discernible philosophical position in the film? If so, what is it, and can a case be made for your interpretation?

· 
3.  
 Is the subject matter of the film portrayed truthfully? Here the goal is to determine if the subject matter is being dealt with in a way that is in agreement with or contrary to the experiences of daily reality.

· 
4.  
 Is there a discernible hostility toward particular values and beliefs? Does the film seek to be offensive for the sake of sensationalism alone?

· 
5.  
 Is the film technically well made, written, produced and acted?

·  Conclusion: Any meaningful interpretation of film [or any art] should be more than an initial reaction or unreflective opinion. If criticism is to be valid and respected it should bear the marks of thoughtful consideration and fairness while demonstrating the ability to make a case for one's assessment(s).

· 
V.  
The Need For Christian Interpretation 

· 
A.  
 Literary [and, by extension, film] criticism should be completed by criticism from a definite ethical and theological standpoint.

·  . . . What I believe to be incumbent upon all Christians is the duty of maintaining consciously certain standards and criteria of criticism over and above those applied by the rest of the world; and that by these criteria and standards everything . . . must be tested. It is necessary for the Christian readers [again, by extension, the Christian movie-goer] to scrutinize their reading [film], especially of works of imagination, with explicit ethical and theological standards (T.S. Eliot, Religion and Literature).

· 
2.  
 Leland Ryken proposes that the Christian ask three questions when interpreting a work of art (Ryken has in mind literature and the classical visual arts, but film may again be included in this list. See The Liberated Imagination)

· 
1.  
 Does the interpretation of reality in this work conform or fail to conform to Christian doctrine or ethics? (The answer may be mixed for a given work.)

· 
2.  
 If some of the ideas and values are Christian, are they inclusively or exclusively Christian? That is, do these ideas encompass Christianity and other religions or philosophic viewpoints, or do they exclude Christianity from other viewpoints?

· 
3.  
 If some of the ideas and values in a work are Christian, are they a relatively complete version of the Christian view, or are they a relatively rudimentary version of Christian belief on a given topic?

· 
3.  
 Some cautionary measures should also apply to doing any kind of critical work. 

· 
1.  
 Do not make evaluations that label a work "Christian" or "non-Christian" for purposes of approval or disapproval. This is at best shallow, and at worst trite and ridiculous. It reinforces many of the stereotypes people have about Christians and perpetuates the idea that Christians are unable to offer deep and thoughtful insights about art and culture.

· 
2.  
 Know the audience to whom your critical remarks will be addressed. A Christian speaking to other believers may be able to offer different insights based upon a shared knowledge. Likewise, the aspect of the film which is most important to a non-believer may differ from that which the believer regards as most important.

· 
3.  
 Be careful not to allow your personal perspective to dominate the description of a particular work. Try to understand how the work is applicable to the widest possible audience.

· 
4.  
 Do not expect a non-Christian to agree with you, arrive at the same conclusions, or completely understand your perspective. At best one can hope to offer a clear and coherent insight into a work and thereby gain an opportunity for a Christian voice to be heard. In a market place of ideas Christians should expect, at best, to be allowed to voice their opinions.

·  Conclusion: Film is a shared medium of artistic exchange involving the film's creators, the audience, and the reality portrayed. The subject matter, and the manner of presentation an artist chooses, shows a great deal about what he or she believes to be important and significant as well as their interpretation of reality (i.e. their  philosophical persuasion.)

· 
6.  
 "Weaker Brother" Considerations 

· 
A.  
 I Corinthians chapter 8 contains Paul's great teaching concerning meat sacrificed to idols and the relationship of stronger and weaker Christians to one another.

· 
1.  
 The emphasis of responsibility is clearly on the stronger brother. It is this person who should be more mature spiritually and he/she who should have the interest of the weaker brother in mind.

· 
2.  
 Exercising rampant Christian freedom does not necessarily mean one is a strong Christian. It could indicate that one is too weak to control one's passions and is hiding behind the argument that they are a stronger brother. Examine and reexamine your motives continually!

· 
3.  
 Do not urge others to participate in something that you, as a Christian, feel comfortable doing if they have reservations. You may inadvertently cause the other person to sin. Remember the rule of Augustine: "Love God with all of your heart, and do as you please!" This great advice will help keep the Christian's behavior from being excessive and causing others to stumble.

· 
2.  
 There are basically three positions related to Christians viewing film. 

· 
1.  
 Prohibition. This is the belief that films, and often television and other forms of entertainment, are inherently evil and detrimental to the Christian's spiritual well being. Persons who maintain this position avoid all film, regardless of the rating or reputed benefits, and urge others to do the same.

· 
2.  
 Abstinence. This is the belief that it is permissible for Christians to view films, but for personal reasons this person does not choose to do so. This may be for reasons ranging from a concern for the use of time or no real desire to watch film to avoidance because it may cause them or someone they are concerned about to stumble. Willingly abstaining from some or all films does not automatically make one a weaker brother and this charge should be avoided!

· 
3.  
 Moderation. This is the belief that it is permissible to watch films and that one may do so within a certain framework of moderation. This person willingly views some films but considers others to be inappropriate for Christians. There is a great deal of disagreement here about what a Christian can or cannot, and should or should  not watch. (Again, see Augustine's rule from A.3. above.)

·  Summary 

 There is a valid history of concern about Christian involvement in the arts and fictional and imaginative literature which presently manifests itself in the form of concerns about Christians who view film. However, because film is one of the dominant mediums of cultural expression, film criticism is necessary and if Christians do not make their voices heard then others, often non- Christians, will dominate the discussion. All films contain the philosophical persuasions of the persons who contribute to their development, and it is the job of the critic to make insightful, fair, and well-informed evaluations of the work. Not everyone feels comfortable in viewing some (or any) films and the Christian should be especially mindful of the beliefs of others and always have the interest of fellow believers as well as nonbelievers in mind.

· Art of the Reformation and Counter-Reformation

·  by Rit Nosotro
·    Comparative Essay

·  Last updated:Mon Oct 11 2004 09:05:37  . from <http://www.hyperhistory.net/apwh/essays/comp/cw20reformationart.htm> (  Visitor retrieved Friday, Nov. 5, 2004  ) 

· Describe the differences between the art spawned by the Protestant Reformation verses the Catholic Counter-Reformation. What caused these differences? 

·  Between 1450 and 1550, a potent force emerged in Europe which would rapidly divide the entire continent, causing a rift between its northern and southern countries. This force was the Reformation. After Martin Luther posted his Ninety-five Theses, it took relatively little time for northern Europe’s nations to become primarily Protestant, while the southern countries retained and strengthened their Catholic identities during the Counter-Reformation. Art became a great source of disagreement between the Protestants and Catholics, and a great disparity emerged between the art produced in the North and South. This disparity sprang from two divergent world views which were revealed in the art each produced.

·  Discerning the contrasting world views behind Reformation and Counter-Reformation art requires knowledge of the events that led to the distinction between the two. During the Middle Ages art had focused almost exclusively on religious content, and it often employed symbolism instead of depicting realistic scenes. (For example, the use of the halo over a saint was extremely common during the Middle Ages.) With the coming of the Renaissance much of this changed as humanists—including Michelangelo and da Vinci—began painting realistic scenes which focused on “ideal man” rather than on religious content. Once the Reformation began, Protestant leaders such as John Calvin and Huldreich Zwingli encouraged iconoclastic1 movements, which denounced Catholic imagery as idolatrous and called for its destruction. However, the Protestants did not condemn all art—they chiefly opposed the Catholic religious art, to which Catholics of the time gave reverence.

·  In response to the threat of Protestantism and its iconoclasm, Pope Paul III summoned church leaders to the Council of Trent, which convened periodically between 1545 and 1563. This council succeeded in instituting some reforms in the Catholic Church, including the prohibition of the sale of indulgences.2 but it also firmly reasserted many Catholic doctrines and took a more aggressive stance toward “heresy.”3 This led to the Counter-Reformation, during which the Catholic Church cracked down on any hint of “heresy” and created institutions such as the Universal Inquisition to strictly enforce adherence to the Catholic faith.4 This severity regulated the arts, forcing the Catholic painters of the South to return to the medieval tradition of producing strictly religious art, which greatly distinguished them from the Protestant painters of the North.

·  In fact, content was the main contrast between the art of the Reformation and the Counter-Reformation. While Protestant artists occasionally painted scenes from the Bible, they often painted ordinary people performing every-day activities.5 Sometimes they even portrayed simple scenes from nature.6 It was in northern Europe during the Reformation that portrait-painting became popular. These Protestant types of painting, however, stood in stark contrast to the type of painting common among artists in the Catholic South during the Counter-Reformation. Although their works were now more realistic than medieval art and the use of symbolism had decreased, the Catholic artists did not paint common scenes. Instead they graphically portrayed the martyrdom of ideal-looking saints and painted the Virgin Mary and Jesus Christ as ideal humans.7 Their paintings glorified Catholic traditions, the sacraments, and the saints.8 Clearly, the content of their work contrasted strongly with that of the northern Protestants’ work.

·  What world views and ideas lay behind each type of art? Why did the Reformers seem to prefer secular art to religious art? Why did the Catholics see things differently? The main issue that the two groups disagreed on was the nature of the human relationship with God. While the Reformers believed that man could come directly to God through the finished work of Christ (because, as the great Reformer Martin Luther pointed out, all Christians are priests9), the Catholic Church saw a need for intermediaries, such as the saints and the Virgin Mary. As a result, Catholics of the time made images of the saints, of Mary, and of Jesus to which they gave reverence (although they insisted their reverence was not worship) because they believed these images would bring them closer to God. This veneration of images was similar to the Catholic practice of venerating relics, which they practiced because they believed God’s power resided with the relics in a special way. The Catholic veneration of images sparked the iconoclastic movements of the Protestants. But at the heart of the issue were the different views about the human relationship with God.

·  Another issue also held significance in the shaping of the different types of art. This issue was the division of the “sacred” and the “secular.” Apparently the Protestants realized that this division was artificial.10 God created people in His image, and all of our activities should be done to His glory.11 The Reformers recognized that God’s calling to a “secular” vocation was no less legitimate or important than a call to be a missionary, and that an ordinary life could glorify God just as much as a life “in the ministry.”12 By creating art with secular subjects, therefore, the Reformation artists could glorify God by portraying the natural beauty of His creation and by depicting people, who were created in His image. Many Protestants viewed this as the “pure and acceptable use” of art, which John Calvin sought.13 Catholics of the Counter-Reformation, however, did not share the Protestant view of art, as their paintings clearly revealed. For them art had to have religious or “sacred” content. It seems that this view may have sprung from the continuation of the monastic ideal (which was prevalent in the Middle Ages) of a life set apart and devoted to the “sacred,” rather than from the Biblical view that all aspects of a Christian’s life can glorify God. As a result, the Catholic artists produced radically different art than the Protestants.

·  In conclusion, the art of the Reformation and Counter-Reformation reflected two contrasting world views. The Protestant world view recognized that people could now “approach the Throne of Grace with confidence” 14 because of Christ’s blood, and they attempted to “worship in spirit and in truth.”15 The Catholics saw a need for intermediaries—as though Christ’s work was not sufficient—and they fell into the trap of reverencing images rather than God alone. In addition, Protestants seemed to recognize that the division between “sacred” and “secular” was artificial, whereas the Catholics maintained the tradition of separation between the two. These two world views clashed during the Reformation and the Counter-Reformation, creating art that focused on different themes and that demonstrated that ideas have consequences in the lives and actions of people.

· The Council of Trent and Religious Art

· TWENTY-FIFTH SESSION, DECEMBER 3 and 4, 1563.

· The excerpt is from Canons and Decrees of the Council of Trent, translated by H. J. Schroeder, St. Louis and London, 1941. Charles P. Parkhurst, Jr., wrote the introductory note and selected the material.  See also: Blunt, Theory, chap. viii; Schlosser, Lett. art., pp. 369 if., and Kunstlit., pp. 378 if. On Sacred Images. 

· The holy council commands all bishops and others who hold the office of teaching and have charge of the cura animarum, that in accordance with the usage of the Catholic and Apostolic Church, received from the primitive times of the Christian religion, and with the unanimous teaching of the holy Fathers and the decrees of sacred councils, they above all instruct the faithful diligently in matters relating to intercession and invocation of the saints, the veneration of relics, and the legitimate use of images. . . .   Moreover, that the images of Christ, of the Virgin Mother of God, and of the other saints are to be placed and retained especially in the churches, and that due honor and veneration is to be given them; not, however, that any divinity or virtue is believed to be in them by reason of which they are to be venerated, or that something is to be asked of them, or that trust is to be placed in images, as was done of old by the Gentiles who placed their hope in idols; but because the honor which is shown them is referred to the prototypes which they represent, so that by means of the images which we kiss and before which we uncover the head and prostrate ourselves, we adore Christ and venerate the saints whose likeness they bear. That is what was defined by the decrees of the councils, especially of the Second Council of Nicaea, against the opponents of images. 

· Moreover, let the bishops diligently teach that by means of the stories of the mysteries of our redemption portrayed in paintings and other representations the people are instructed and confirmed in the articles of faith, which ought to be borne in mind and constantly reflected upon; also that great profit is derived from all holy images, not only because the people are thereby reminded of the benefits and gifts bestowed on them by Christ, but also because through the saints the miracles of God and salutary examples are set before the eyes of the faithful, so that they may give God thanks for those things, may fashion their own life and conduct in imitation of the saints and be moved to adore and love God and cultivate piety. But if anyone should teach or maintain anything contrary to these decrees, let him be anathema. If any abuses shall have found their way into these holy and salutary observances, the holy council desires earnestly that they be completely removed, so that no representation of false doctrines and such as might be the occasion of grave error to the uneducated be exhibited And if at times it happens, when this is beneficial to the illiterate, that the stories and narratives of the Holy Scriptures are portrayed and exhibited, the people should be instructed that not for that reason is the divinity represented in picture as if it can be seen with bodily eyes or expressed in colors or figures. Furthermore, in the invocation of the saints, the veneration of relics, and the sacred use of images, all superstition shall be removed, all filthy quest for gain eliminated, and all lasciviousness avoided, so that images shall not be painted and adorned with a seductive charm, or the celebration of saints and the visitation of relics be perverted by the people into boisterous festivities and drunkenness, as if the festivals in honor of the saints are to be celebrated with revelry and with no sense of decency. Finally, such zeal and care should be exhibited by the bishops with regard to these things that nothing may appear that is disorderly or unbecoming and confusedly arranged, nothing that is profane, nothing disrespectful, since holiness becometh the house of God. That these things may be the more faithfully observed, the holy council decrees that no one is permitted to erect or cause to be erected in any place or church, howsoever exempt, any unusual image unless it has been approved by the bishop: also that no new miracles be accepted and no relics recognized unless they have been investigated an approved by the same bishop, who, as soon as he has obtained any knowledge of such matters, shall, after consulting theologians and other pious men, act thereon as he shall judge consonant with truth and piety. But if any doubtful or grave abuse is to be eradicated, or if indeed any graver question concerning these matters should arise, the bishop, before he settles the controversy, shall await the decision of the metropolitan and of the bishops of the province in a provincial synod; so, however, that nothing new or anything that has not hitherto been in use in the Church, shall be decided upon without having first consulted the most holy Roman pontiff.
