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ART AMD TiLTOATE REALITY by Dr. Paul A l l i e n , Tuesday, Feb 17, 1\ 

I t i s a great and unexspected honor t h a t I have bee n asked to give an 

address in a place which for years has been for me a favored oas is within 

th is beloved c i t y of New York. I t i s an unexspected honor| for I am far 

away from what should be considered an expert in t he visual a r t s or in any 

other a r t . I could accept the inv i ta t ion to speak tonight here only because the 

Museum planned a ser ies of a r t - and - l e c t u r e s , the f i r s t of which was to be 

"Art and Religion." I t i s the re l ig ion angle from which I am supposed to look 

at the visual a r t s , and t h i s means that I must do i t as a theologian and 

philosopher. 

A disadvantage of such an approach i s obviousi One must conceptualise 

and generalize where i n tu i t i ve penetrat ion in to the pa r t i cu l a r sons c*4*^™rr\ 

is the f i r s t and .determining t a s k . And i t i s a well known fact t ha t many a r t i s t s 

feel (A*V£IX Ĵ i s - t h e i r works are submitted to fceneral ca tagor ies . Nevert e less 

ar t c r i t i c i sm i s an necessary as l i t e r a r y c r i t i c i s m . I t serves to guide one to 

the point where the immediately i n t u i t i v e approach to t he pa r t i cu la r work can occur. 

In the l i g h t of att.wKptsytByinaxny i tKHif the de; and to make i t s e l f superfluous 

attempts of conceptualization l i ke the following should be judged. 

The se r ies of the a r t - and - l ec tu res was supposed to begin with a lec ture 

on a r t and r e l i g ion . I intend to speak about a r t and "ultimate rea l ty" a subject 

w; ich , though including r e l i g i o n , transcends by fa r what i s usual ly cal led r e l i g ious . 

Ultimate r e a l t y l i e s on t he ground of every r e a l i t y , and i t character izes the 

whole appearing world as non-ultimate as preliminary, t r ans i t o ry and f i n i t 4 . These are 

philosophical terms. But the a t t i t u d e in which they o r ig ina l ly have been conceived 
lb*. 

i s universally known. I t is.awareness of the deceptive character of the surface of 

everthing we wncounter, which dr ives us to ask for t h a t which I s below ~the surface, 
r m 

3ut soon we discover that even id* we break through the surface of a thing or a parson 

or an event new deceptions *V|sA^V US. SO we t ry to dig fur t i o r through what l i e s 

deepest below the surface , the t rue ly rea l which can not deceive u s . We search for 

an ultimate r e a l i t y , for something remaining in the j^^i of t r ans i to r ines s and 

f in i tude. Al l philosophers searched for i t even i f they cal led change i t s e l f the 

unchanging in a l l be ing . They gave di f ferent names to ultimate reality expressing 

in such names t h e i r own **wVi*Vtt1 , t h e i r longing, t h e i r courage, but a lso t h e i r 

cognitive problems and t h e i r discoveries about the outcome of r e a l i t y . The con-
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ception in which ultimate real i ty i s expressed, the way jbdtle»Bph±BJciix philosophy 

reached them and applied to.the whole of rea l i ty f i l l s the pages of the history of 

philosophy. I t i s a fascinating story just as the history of the arts in which 

ultimate realty i s expressed in a r t i s t i c terms. And actual ly , they are not two 

histories. Philosophical and a r t i t i c expressions of the experience of ultimate real i ty 

correspond with each other. But destiny with sech paral le ls would trespass the l imits 

of my subject. 

The term "ultimate r*>nlityw i s not another name for God in the rel igious sense 

of ths word. But the God of religion would not be God i f he were not f i r s t of a l l 

ultimate r e a l i t y . On the one hand the God of rel igion i s more than ultimate real i t y . 

On the other hand rel igion can speak of the divinity of the divine only i f God i s 

ultimate real i t y . If lis were anything l e s s , namely a being, even the highest, He 

would be on the leve l of a l l other beings. He would be conditioned by the structure 

of being l ike everything that i s . He would cease to be God — from this follows a 

decisive consequence - If the idea of God included ultimate rea l i ty , everthing that 

expresses ultimate rea l i ty , expresses God, whether i t intends to do so or not. And 

there i s nothing that could be excluded from t h i s poss ib i l i ty because everything 

that has being i s an expression of being i t s e l f , of ultimate rea l i ty , however pre

liminary and transitory i t may be. 

The word expression requests some consideration. F irs t , i t i s obvious that i f 

something expresses something e l se as e . g . language expresses thoughts, they are 

not the same. There i s a gap between that which expresses and that which i s expressed. 

But there i s a l so a point of idenity between them. I t i s the riddle and the depth 

of a l l expression that i t reveals and hides at the same time. And i f we rax say that 

the universe i s an expression of ultimate reality we say that the universe and every-

bhtsf in i t , both reveals and hides ultimate rea l i ty . This shouldxnnaeji prevent us 

from a religious glorif ication of the world, as well as from snant i -re l i^ous 

profanisation o r the world. There i s ultimate real i ty in this stone and this tree 

and t h i s man. Theyare translucent towards ultimate rea l i ty . But they are a lso 

opaque towards i t . They prevent i t from shining through them. They try to exclude i t . 
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Expression i s always expression for someone wh can receive i t as expression, 

for whom i t i s a manifestion of something hidden and who i s able to distinguish 

expression and that which i s expressed. Only man within the world we know can 

distinguish between ultimate real i ty and that in which i t appears. Only man i s 

conscious of the difference of surface and depth* There are three ways in which man i s 

able to experience and expre? s ultimate real i ty i n , through and above the real i ty 

he encounters. Two of these ways are indirect, one of them i s direct . The two 

indirect ways of expressing ultimate real i ty are philosophy, more speci f ical ly 

metaphysics, and ar t , Theyare indirect , because i t i s t h e i r immediate intention to 

express the encountered real i ty in cognitive concepts or in aesthetic images. 

Philosophy in the c la s s i ca l sense of the word, seeks for truth about the universe as 

such. But in doing so philosophy i s driven towards expl ic i t or imp_Jlicit 

assertions about ultimate rea l i ty . W© have already pointed to the manyfoldedness 

of such concepts, and "ultimate reality" i s i t s e l f one of them. In the same way 

art while trying to express real i ty in aesthetic images, makes ultimate real i ty 

-manifest through these images. (The word image, taken in the largest sense, which 

includes lingual and musical f igures.) To show this concretely i s the main purpose 

of my lecture, and I f e e l here supported by the se l f interpertation of may ar t i s t s 

who t e l l one that their aim i s the expression of rea l i ty . But there i s a third, 

namely the direct way in which man discerns and receives ultimate rea l i ty . We 

call i t rel igion in the traditional sense of the word. In i t ultimate realty 

becomes manifest through estat ic expression of a concrete revelatory character and 

i s expressed in symbols and myths. Myths are se ts of symbols, Theyare the oldest and 

most fundamental expression of the experience of ultimate rea l i ty . Philosophy and 

art take from their depth and abundance. Their val idi ty i s the power with which they 

express the relation of man and his world to the ultimately real . Out of a 

particular relation of th i s kind they are born. With the end of th i s relation they d ie . 

A myth i s neither primative primative nor primative poetry, although both 

are present in them as in a mothers womb up to the moment in which they become 

independent and start their autonomous road. 
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On t h i s road both undergo an inner conf l i c t , similiar to that in a l l of us , 

between the bondage to the creative ground from which we come and our sallafagULgm 

free se l f actualization in our mature l i f e . It i s the conflict between the secular 

and the sacred* Secular philosophy i s usually called philosophy simply and secular a^vr 

art simply, which in connection with the sacred namely, the direct symbols of ul 

timate rea l i ty , philosophy i s called theology, and art i s called religious art* The 

creative as well as destructive consequences of th i s confluct dominate many periods 

of man's history* A reduction of t ese tensions and a removal of some of their 

distinctive consequences would certainly happen, i f the decisive point in the 

following considerations were established. I t i s the assertion that the problem 

of religion and philosophy as well as that of rel igion and art i s by no means 

confined to theology and rel igious a r t . but that i t appears whereever ultima re 

reality i s eypressed through philosophical concepts and art is^t ic images and the 

-radium through which this happens i s the s t y l i s t i c form of a thought or an image* 

Styles must be decipered* And for th is one needs keys wit whic'i the de

ciphering can be done, keys which are taken from the very nature of the a r t i s i t i c 

encounter * i th reality* I t i s not my task to point to such keys for the deciphering 

of s tyles in ueneral or of the inumerable col lect ive and personal s ty les which have 

appeared in history. I only intend to point to those s t y l i s t i c elements which 

are expressive for ultimate rea l i ty . The best way to do th i s seems to me to look 

at the main ypes in which ultimate real i ty becomes maifest in the great manifestations 

of man*8 religious experience* They express in a direct way the fundamental relation 

of man to ultimate real i t y , and these espressions shine through the a r t i s t i c Images 

and can be seen in them. 

On th is basis I suggest to distinguish five s t y l i s t i c elements which appear?in 

inumerable t w < U ^ ^ ? i n the great historical s ty les in East ana West, and through which 

ultimate real i ty becomes manifest in works of ar t . (After each of them I want to 

show pictures as examples without discussing ttsriot them concretely and with the 

awareness of the contingent character of the choice) 

I* The f i r s t most universal and most fundamental type of rel igious exprrience 

is the sacramental one. In i t ultimate rea l i ty appears as the holy which i s present 

in a l l kinds of objects , in things, persons, events. In the history of religion 
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almost everything in the encountered world has become a bearer of the holyf a sa

cramental rea l i ty . Nothing, ey»n the lowest and ugl iest i s excluded from the quality 

of holiness from the power of expressing ultimate real i ty in the form of here and 

now* For this i s what holiness means and not moral goodness, as a moralistically 

distorted religions assume. This i s actually no genuine religion in which the sacramental 

experience of the divine being present does not underlie every rel igious utterance. 

This enables us to discover the f i r s t s t y l i s t i c element which i s effect ive in the 

experience of ultimate r e a l i t y . I t appears predominately in what aften has been 

called magic realism. But because of the non-religious meaning of magic I prefer to 

cal l i t numinous realism, derived from numen ajEseartsx divinity with 

a divine- dl^v^r^ L C qual i ty . I t i s realism , i t depicts ordinary things, 

ordinary persons, orflinary events, but i t i s numinous realism, i t depicts them in 

a way which makes them strange, mysterious, laden with an ambiguous power. I t uses 

space-relations, body s ty l i sa t ion , uncanny expressions for th is purpose. We are 
i t 

fascinated and repelled by i t . we are grasped by/xdbkimatsnxxBSkttx as by something 
ultimate real i ty 

through which/mysteriously shines. Much primative art has this character, i t 

does not exclude other elements • But th i s i s most conspicuous and th i s i s i t s 

greatness which has been rediscovered when our contemporary a r t i s t s were driven to 

similiar forms by the inner development of their a r t i s t i c v i s ions . These vis ions 

have received different names. On the development of cubism from Cezanne to Braque 

at l eas t one element of numinous realism i s present. I t i s present in the s t i l o 

metaphysics of Chirico and in the surrealism of Chagall. I t appears in those 

contemporary painters and sculptors who unite the appreciation of the particular thing 
to 

with cosmic significance they gave/ i t . A l l th is i s the correlate to religious 

sacramentalism. I t shows ultimate real i ty as present here and now in particular objects. 

Certainly i t i s created by a r t i s t i c s demands, but i t does more than fu l f i l l ing these 

demands, intended or not intended. It expresses ultimate real i ty in ths particular 

thing. But i t i s not without dangers rel igiously and axxxsxk a r t i s t i c a l l y . The 

religious danger of a l l sacramental relgion i s idolatry, ths attempt to make a 

sacramentally concecrated rea l i ty into the divine i t s e l f . This i s the demonic 
danger 

possibi l i ty which i s connected with every sacramental re l ig ion . The a r t i s t i c / t a t ^ 
losing 

is that things are used as mere symbols/their independent power of expression, '̂ he 



THE MUSEUM OF MODERN ART 
t1 WEST 53 STREET, NEW YORK 19. N. Y. 
TELEPHONE: CIRCLE 5-8900 

6. 

line between an ar t i f i ca l symbolism and the symbolic power of things ae bearers of 

ultimate rea l i ty i s d i f f i cu l t to draw. Perhaps one can say that wrong symbolism 

makes us look away from a thing at an other one for which i t i s a symbol, while 

genuine symbolic power in a work of art opens up i t s own depth and the depth of 

reality a* such. 

( fi/tLu^^^O I , 1 "" 11/ 

II . Related to the sacramental type of religion and at the same time going beyond 

i t radically i s the mystical type. Religions experience t r i e s to reach ultimate real i ty 

without the mediation of particular things . We find this type actualized in 

Hinduism and Buddhism, in Taoism and Neoplatonism, and, with stong qualifications on 

some places in later Indoiint, Islam and Christianity. I t can undergo a transform

ation into a monistic mysticism of nature under the famous formula Nature, 

In i t God i s equated with nature namely with the creative ground of nature, which 

transcends every particular object. We find this in ancient t&ass as well as in 

mod rn Europe and America. Correlate^ to t h i s religious type i s that s t y l i s t i c 

element in which the particularity of things i s dissolved into a visual continuum. 

This continuum i s not a grey in greyj i t has a l l the potent ia l i t ies of particular 

beings within i t s e l f , l ike the Brahman^ in rIinduism and the One in Neoplatonism, within 

themselves include the poss ib i l i ty of the whole world. wiUtln LIHBMBSIHISS. The con

tinuum contains tensions, conf l i c t s , irovements. But i t has not yet come to particular 

things. They are hidden in a mere potential s ta te . They are not yetxsjEJtwcrxax 
so 

actual as distinguishable objects or i f A hey mx shine through from far as before 

creation, We find this in Chinese landscapes in which air and water symbolize the 

cosmic unity and individual rocks or branches hardly dare to emerge to an 

independent existence. We find i t in the background of Asiatic and Western 

paintings, even i f the foreground i s f i l l e d with figures, I t i s a decisive element 

in the impressionist dissolution of particulars into a continuum of l ight and columns* 

ost radically i t has been carried through in what i s called today non-objective 

painting. The las te s t decade e .g . of American painting i s dominated by i t . f course, 

one cannot show ultimate rea l i ty d irect ly , but one can use basic structural elements 

ofrreality l ike colwaiis, l i n e s , planes, cubes as symbols for that which transcends a l l 
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real i ty . And that i s what the non-objective art i s te have done. In the same period in 

which Eastern mysticism enters powerfully the American scene, American a r t i s t s have 

deprived real i ty of i t manifoldness, of the concreteness of things and persons and 

have expressed ultimate real i ty through the medium of elements which ordinarily appear 

only in unity with concrete objects on the surface of rea l i ty . 

Here also the dangers must be seen. The sacred emptiness can become mere 

emptiness, and the spatial emptiness of some pictures indicates merely ar t i s t i c 

emptiness. The attempt to express ultimate real i ty by annihilating real i ty can lead 

to works in which nothing i s expressed, at a l l . I t i s understandable that as such 

a state in religion has led to strong reactions against the mystical in art to 

strong reactions against the *cS©"-objective s t y l i s t i c element. 

(pictures I I f 1 - 6) 

I I I . Like mysticism the prophetic - protesting type of rel igion goes beyond the 

sacramental basis of a l l religions l i f e . I ts pattern i s the critieism of a 

demonically distorted sacramental system in the name of personal righteousness and 

social j u s t i c e . . Holiness without just ice i s rejected. Not nature but history i s 

the place of the manifestation of ultimate rea l i ty . I t i s manifest as personal w i l l , 

demanding, judging, punishing, promising. Nature loses i t s demonic as well as i t s 

divine power i t becomes subject to man's purposes as thing and too l . Only on th i s 

religious basis an industrial society l ike that in which we are l iv ing could ar i se . 

If we now as< which s t y l i s t i c element in the visual arts does correspond to such 

an BxpumsBiBx experience of ultimate real i ty we must answer i t i s "realism" both in 

i t s sc ient i f ic - descrii&ve and in i t e th ica l -cr i t i ca l form. After nature has been 

deprived of i t numinous oower i t could become a matter of sc ient i f ic analysis and 

technical management. The a r t i s t i c approach to this nature i s not i t s e l f scienti^fd; 

but i t deals with objects, prepared as mere things by science. i-K ^ J A . OBbAis 

art i s t ic creation i t i s certainly not imitation of nature, but i t brings out 

poss ib i l i t i es of seeing real i ty which enlarge our da i ly - l i fo encounter with i t and 

sometimes antecedo sc ient i f ic discoveries. The rea l i s t i c element in the ar t i s t i c 

styles seems far removed from expressing ultimate r e a l i t y . I t seems to hide i t more 
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than mot»s tVmw meve them to express i t . But there i s a way in which descriptive 

realism can mediate the experience of ultimate reality. It opens the eyes for a truth 

in the encountered world which i s lost in the daily l i f e encounter with i t . We 

see as something unknown what we believed to know by meeting i t day by day. The un-

exhaustable richness in the soberly, objectively, quasi-scientifically observed 
directly 

reality is a manifestation of ultimate reality, Although i t i s lacking in &xvarrsxxx 

numinous character. It i s the humility of accepting the given which gives i t . 

rxxflx±gxiJBuifcuttXt±i±^ — t t W 

Critical realism is predominately directed to man, personally, socially and 

historically. Altkough the suffering in nature i s often taken into the artistic 

expression of the ugliness of encountered reality. Critical realism as e .g . given 

by Bosh and Bre^chel, by Callon and Goya, by Dawmier and Ensor, by Grosa and 

Beckmann, shows ultimate reality by judging existing reality. In a l l those ennumerated 

It i s the injustice of the world which i s subject to criticism. But i t i s done in the 

works of art and this very fact wlevates critical realism above mere negativity. The 

artisit ic form separates critical realism from simple fascination with the ugly. But 

of course, i f the artistic form is lacking, not ultimate reality but nothing than 

distorted re l i t y appears, and this i s the danger of this s tyl is t ic element, as i t 

is the danger of some kinds of merely intellectual pseudo - criticism, a nngK,fct¥wty 

negativity without hope. 

( I II , 1-9) 

IV. The prophetic critical type of religion has hope. This i s the basis of i t s 

power. If the element of hope i s separated from the realistic view of real ity a reli^io<is 
i 

type appears which sees in the presence the anticipation of future perfectionvxhat 

which prophetic hope ex^pects i s affirmed as given in forw>of perfection which 1m the 

artist* can produce in the worldftimages. The self-interpertation of the Renaissance 

as "sactity* reborn" was particularly conductive for this attitude. But i t had 
l/K 

predecessors e.g. the classical period of Greece^and successor^ e.g. in modern attempts 

to renew thejfcr styl ist ic element, i t ^ n a religious attitude i t can be called religous 
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humanism which sees God in man and man in God here and now, in spite of a l l human 

weakness. I t ex^pects the f u l l re i i ia t ion of thAs unity in history and anticipates i t 

in a r t i s t i c crat ively , c^e^J^x^Au-

The a r t i s t i c style expressing i t i s usually called idealism, a word which i s today 

in such a state od dispute that i t i s almost impossible to use i t for an thing valuable. 

But not only the word the matter i t s e l f was under harsh cri t ie ism. In the period in 

which the numinous - the descriptive and the c r i t i c a l - r e a l i s t i c element cane into the 

foreground and in which the expressionAstic element dominated the whole development , 

the idea l i s t i c tradition was despised and rejected, i t was seen as unable to mediate 

ultimate real i ty inspite of the innumerable religions pictures i t has produced. I 

mmsharad in t f i & »ood. Th. chang. occurred whan I reaiisad U r t idealism M M 

anticipation of the highest poss ib i l i t i e s of a being, that i t means remembrance of the 

lost and anticipation of the regained paradise. Seen in I his l ight i t certainly i s a 

medium for the esperience of ultimate r e a l i t y . I t expresses the divine character of 

man and his wor^d in their essent ia l , Vtndistorted, created perfection. 

But more than in the A s t y l i s t i c elements the dangers must be emphasised, #hich 

threaten ar t i s t i c idealism. I t i s the danger of confusing idealism with a super-

f i c ia l ly and sentimentally beatifying realism. Tni bas happened trcdfc on a large 

scale, especially in the realm of religious art , and i s the reason for the disrepute 

into whic idealism, both, woed and matter have fa l l en . Genuine idealism shows the 

potential i t ies in the depth of a being or an event and bri& s them into the existence os 

art is t ic images. Beautifying XJonccbix* realism shows the actual existence of i t s 

object but with idealizing dishonest additions. This danger must be avoided i f we 

now come to attempt to create a new classicism. I am afraid that this warning i s 

now vtsry much on time. 

(IV, 1-6) 

V, £ The great reaction against both, realism (except luminous realism) and 

idealism was the expressionistic movement. To which religious type i s i t correlated? 

Let me c a l l i t the estatic-spiritua(j type. I t i s anticipated in the Old Testament, 

i t i s the rel igion of the New Testament and of many movements in later Church history 
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i t appeared in sectarian groups algain and again, in early Protestanism, i a R manticism 

It appears in unity and conflict with a l l other religious types. I t i s marked by i t s 

dynamic character, in disruption and creation. I t accepts the individual thing and 

person* i t i s rea l i s t ic and mystical, i t c r i t i c i ze s and antic ipates , i t i s restless, 

and £rarrt±nt, to eternal re s t , Jt i s my conviction as a Protestant theologian, that th i s 

religious element although i t appears everywhere as a ferment and cm wmy places flwaiigr 

highly developed comes into i t s own within Cnristianity, 

But our problem i s , how does this type express i t s e l f in the visual arts? Which 

s ty l i s t i c element corresponds to i t ? I believe that the expressionistic element i s the 

art ist ic correlate to the esctat ic-spir i tual type of religious experience. Ultimate 
as 

reality appears "breaking the prison of our formn/wi the hymn about the Divine Spirit 

says. I t breaks to pieces the surface of our own being and that of our world. This i s 

the Spiritual character of expressionism (taken in a much longer sense than the 

Crerman school of t h i s name). The Church was never happy with estat ic-Spir i tual 

movements, they seemed to destroy i t s sacramental foundation. Society today was not 

happy with the great expressionist s tyles in past and present, because they have broken 

and are s t i l l breaking through the rea l i s t i c and idea l i s t i c foundations of modern 

industrial society . But just this belongs to the manifestation of ultimate rea l i ty , 

Expressionistic elements are effective and even daodboddbsg dominate in many s ty les of 

past and present. In our Western history they determine the art of the catacombs, 

the Dysantine, the Romanesque, most of the Gothic and the Baroque s t y l e , and the 

recent development since Cezanne, There are always other elements cooperating but the 

expressionistic element i s decisive in them. Ultimate reality i s powerfully manifest 

in these s t y l e s , even i f they disregard symbols of the religious tradit ion. 3ut tt 

history shows that styles tfiich are determined by the expressionistic element are e*peci 

ally adequate for works of art which deal with the traditional symbols. 

But we must also mention the dangers of the expressionistic element in a r t i s t i c 

styles. Expression can be understood as the expression of the subjectivity of the 
as 

artist as in the rel igious sphere the Spirit can be understood am/an e s t a t i c - chaotic 

expression of religious subjectivity. If th is happens in re l ig ion, estasy i s confused 

with and does not break through any form and 

does not create anything new. If a work of art expresses only the subjectivity of 

the ar t i s t , i t remains arbitrary and does not penetrate into real i ty i t s e l f , 

( V, 1.8) 
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The main point in the discussion of the five s t y l i s t i c elements which can become 

BBBUKXIHH indications of xfrar ultimate real i ty was to shov that the manifestation of the 

ultimate in the visual arts i s not dependent on use of works which traditionally are 

called religious ar t . I want to conclude with a few remarks about the nature of such 

matters and the ir relation to the five s t y l i s t i c elements, discussed. If art expresses 

reality in images and rel igion ultimate real i ty in symbols, tnen religions art expresses 

religious symbols in a r t i s i t i c images (as theology expresses rel igious symbols in 

philosophic concepts). The religious content, namely a particular and direct relation 

of man to ultimate rea l i ty , i s f i r s t expressed in a religious symbol, and secondly in 

the expression of th is symbol in art i s i tc images. In t h i s relation i t can happen, that 

in the work of art as we l l l as in the encounter with i t the one of fe^> expressions 

may prevail over the other one: The a r t i s t i c form may swallow tin? religious substance, 

objectively or in personal encounter. This possibl i ty i s one of the reasons for the 

resistance of many religious groups against religions a r t , especial ly in a devotional 

context. Or the religious substance may evoke pictorial products which hardly can be 

ixfe c- l led works of a r t , but which exercise a tremendous religious influence. This 

possibi l i ty i s one of the reasons for the easy de erioration of religious art in the 

use of the Churches. 

The avoidance of both shortcomings i s a most demanding task for the rel igious a r t i s t . 

Our analysis of the five s t y l i s t i c elements may be useful in this respect. 

Obviously the s t y l i s t i c element which we have called numinous realism i s an adequate 

basis for rel igious a r t . Wherever i t i s predominant in the primative world, the dif

ference between the religious and the secular i s often unrecognizable. In the recent 

form of numinous realism the cosmic significance of such works under the conjrol of th i s 

element i s obvious, but i t i s hard to use them for the highly personalistic 

stories and myths of the relgions of the prophetic type. 

The mystical-pantheistic element of ar t i s t i c s ty les res i s t s radically the a t t mpt 

to use i t for the representation of concrete relicious symbols. The non-objective art 

like i t s mystical background i s the elevation above the wortd o " concrete symbols, and 

only symbols of this elevation above symbols can be expressed in a r t i s t i c images. 

Descri t i e and c r i t i c a l realism i f predominate in a s t y l e , have opposite d i f f icu l ty . 

They can show everything concretely religious in i t s concreteness. But only i f united 

with other elements they can show i t as re l ig ious . Otherwise they secularise i t and 
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and make out of Jesus a village teacher or a revolutionary fanatic or a political 

gx V\<A/KV\ aften borrowing sentimental traits and beatifying dishonesty from the 

distortions of the idealistic style. This is the seat of most religious ̂  " X / Hsc U " 

A further problem <jf rel igious art under the predominance of the fourth s t y l i s t i c 

element, the anticipating one. Anticiapntion of fulfillment can of course, most 

easi ly be expressed through figures of the religious legend and myth. But one thing i s 

lacking s The estrangement of the actual human situation from the essential unity of the 

human ^wththe divine, the real i ty of the cross which c r i t i c a l realism shows in i t s 

whole empiricalTbrutality and which expressionism shows in i t paradoxical significance. 

Because t h i s i s lacking even in the greatest works under the predominance of the 

ideal is t ic s ty l e , i t can berwe the other source of •iM'fcK in religious ar t . 

The Fxpressionistic element has already indicated the strong est a f f in i ty to 

religious a r t . I t breaks both through both the resiistic acceptance of the ^iven and 

the idea l i s t i c anticipation of the f u n f i l l e d . And beyond both of them i t reaches into 

the depth of ultimate rea l i ty . In t h i s sense i t i s an es tat ic s ty le - element, 

expressing the extatic character of encountered rea l i ty . Nobody can overlook this 

eostastic element in the great religious a r t , however different the combination of th is 

element with the other s t y l i s t i c elements am may be. To show these ec s ta t i c -

Spiritual character in the expression of ultimate real i ty in the many great periods of 

religious art in Ffest and West i s a task to which the ideas of this lecture could only 

lay the foundation. I t i s enough i f they have done this and made somehow vis ible the 

manifestation of ultimate real i ty through the different s t y l i s t i c elements which appear 

in different relation to each other in a l l works of the visual a r t s . 
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pictures 

I 1 . Lipshfctat Figure 

2. Cezanne S t i l l Life 

3 . Chagall I and the Village 

U. KLee Masque of Fear 

5 . KLee Child Concecrated to Suffering 

6 . Braque Man with Guitar 

7. De Chirico Melancholy and ? of a Street 

8 . Miro Composition 

9 . Tanguey Mama, Papa i s wounded 

lO.Gabo Theme 

1111 • hI • • pflhqpfrali • ! — p i Lippold Ful l Moon (Variation k) 

1 1 1 1 . Anhicaga (Jap^ Landscape 

2. Tai Chin (Chin) « 

3 . Serat Fishing Flee t 

U. KLee Equals in f in i ty 

5>. KLandinsky Impro vision 

6 . Pollack No, I 

I I I . 1 . Corbet Wave 

2. Corinth 

3 . Hopper Early Sunday Morning 

U. Scheeler Classic Landscape 

5 . Goya What Courage 

6. • T i l l Death 

7. Daumier Butcher 

8. Dise War 

9. Grosz Metropolis 
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IV. 1 .Delia Franceses Queen of Sheba and Soloman 

2. Perugina Courage and Temperance 

3« Poussin Landscape 

U« Ingres Study for the Golden Tiger 

$* Pisarro Life 

6. fc—• Rousseau Dream 

V. 1. Van Gogh Hills at St Riems 

2. Munch The Scream 

3« Derain London Bridge 

U. Mark Yellow Horses 

5 . Schmidt-Rotluff Peter Fishrnj 

6. Heckel Prayer 

7o Nolde Pentacost 

8« w Prophet 
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Telephone! Templeton 8-3730 
Cable Addreaai Artenewa, New York 

April 9, 1959 

Miss Nancy Reed 
Publicity Department 
The Museum of Modern Art 
11 West 53 Street 
New York 19t *•» York 

Dear Miss Reed: 

Thank you for letting us read the lectures given 
at the Museum "by Theodore P.eik, Paul Tillich, and 
Harlow Shapley. We were very much interested in 
then, hut cannot fit then in to our editorial sched
ule for the coming months. 

We appreciate your cooperation in sending them to 
us. 

Sincerely, 

Cathy $A Silver 
Editorial 

Enc. 


