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We know that the Whole creation has 
been groaning in traTai1 together 
until now; and not on1y the creation, 
but we ourselvest who have the first 
fruits of the Spirit? groan inwardly 
as we wait fer adoption as sons, the 
redemp~ion of our bodies. 

Roa. 8:22-23 
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PROLOGUE 

The wor1d of the twentieth century is changing so rapid1y 

that people are bewildered at the chaos they can no longer 

contro1. There are many indicators of this change, fran the 

revolution in morality to the emergent nationalism in world 

po1itics. Man initiated the scientific, technological and 

social revolutions; but now he is fast becoming the pawn of 

his own creation. Man is banbarded by the mass media, Madison 

Avenue, and everyone who would call for his attention. Because 

of this mass prol.if er at ion of words, people are turning to 

visual images for communication. Art tooay, while it may be 

unintelligib1e to many, is reaching an expanding audience, 

providing a canmon ground for human existence and giving the 

public an identity. If sensitivity and concern are expressed 

today, art leads the way in this expression. 

Aesthetic Theory ~ ~ Message 2f ~ 

While the art audience is expanding, the content of art 

is reaching a crisis. Reflecting the shape of human existence, 

art is revealing "the crisis of the person in contemporary 

society. 111 'lbe artist has ■any ways of telling as about aaa: 

(1) through his aesthetic point of view, (2) through the use 

of non-human forms llbich portray life in the world, and (3) 

through the use of the human figure itself. BYery sty1e of 

1 Nathan A:.~ Scott, Art and the Renewal. of llaan §euibil.­
!:tt !!! Mass Society, in diirslI"i1iTa1tli !!14 the Cont•ppr,u 
Arts, p. 21. 
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painting, fram the Baroque to Surrea1i•, says soaething abo•t 

the period in which it flourished~ .Bach style indicates a 

self-interpretation of man. Broken down to the iowest camaon 

denominator, there are four styiistic keys Which can be appiied 

to the visua1 arts: idea1istic, real.istic, subjectiTe, and 

objective. Bvery work of art contains elements of all four, 

but is dominated by one of thea. 'lbe idea1istic we find in 

ancient Greek scul.pture and even in the current "Pop Art"; 

the realistic we find in °Social ReaJ.i•"; the subjective we 

find in .Bxpressionism; the objective we find in paintings that 

reproduce forms directly from life. Style is what linka paint­

ings from various artists into a group. Often a style is ca11ed 

a nschoor. 11 

Form, as distinct from style, belongs to the structural 

element of being itself, and can be understood only as "that 

which makes a thing what it is."2 Fora will set aside a par­

ticu1ar image as being wtlqoe in its surroundings. Because of 

this, "form is the ontologically decisive element in enry 

artistic creation.n3 These t,,o elements, style and fODI, wil.1 

provide the bulk of canment in this investigation. 

What is art really saying about h1DDani ty? How does it 

reflect the •crisis of the person• in our age? Since the indus­

trial. revo1ution we have been witnessing the gradual despirit­

ua1ization of man, cu1minating in the dehmaanization of our day. 

We should not be surprised, therefore, that ar't has 1ost the 

2 

3 

Pau1 Til.lich, Theo1ogy RI. Cal.tare, p.._, 69. 

Ibid., p_- 7Q. 
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human image to a great degree, to say nothing about the loss of 

God. In contemporary art we see reflected what is happening to 

man, to society, and to man's faith in God. 

The artist's 'sense of hi.sage' gives his art reve1-
atory power • . In other words, art mekes visib1e those 
images of society and se1f which we prefer to keep 
hidden. Contemporary art gives us the image of a 
lone1y, anxious, and smetimes diabolical. humanity. 
This image, howevert is not of the artist's cnm 
making. It is the lll~e which society itse1f offers 
to the discerning eye".~ Perhaps this is why we find 
it so di.fficu1t to look at today's art •••• One 
val.ue of con temporary art, then, is its power to 
revea1 us to ourselves.4 

Contemporary art, then, seeks to lead the viewer into an 

existentia1 awareness. .Bven the nshock" va1ue of modern art 

is part of the aesthetic experience and shoul.d be remembered, 

for it carries the protest of the iaage and the ethical. pres­

sure behind it. 

The Pauline Outline -
In order to organize this presentation, we have adopted as 

a structura1 outline, the Pau1ine view of man. 'l'his procedure 

makes us aw.re fran the outset of the great danger involved in 

attempting to relate Paul and modern artists. "'To begin with 

man is to begin at the wrong end, for Pau1's ideas did not 

arise from a study of man for his own sake. Paul is conceraed 

to look at man only in relation to God."S Por the artist, aan 

becomes the sole criterion. Art, by definition, is an anthro­

pocentric endeavor. Bat this doesn•t ■ean that there is an 

4 Pinley .Bverso1e, Christian· Paith.!!!!! !k!, Contemporarx 
Arts, p. :12. 

s w. David Stacey, ~ Pau1iae View !,{.Man, p. 128. 
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. , i impasse between theology and art. Bven w th Paul, there is a 

two-way relationship. 

But since God's relation to the world and man is 
not regarded by Pau1 as a cosmic process osci11at­
ing in eterna11y even rhithmt but is regarded aa 
constituted by God's act nf 1n history and by 
man's reaction to God's do~ng, therefore every 
assertion about God speaks of what He does with 
man and what He demands of him. And the other way 
around, every assertion about man speaks of God's 
deed and demand.--or about man as he is qualified 
by the divine deed and demand and by his attitude 
toward them. 6 

We should not assume that the artist neTer has anything to 

say about man's relation to God. There is a fine line distinct­

ion between the artist as analyzing human existence as it 

appears to him, and the artist as proclaiming human existence 

as he conceives it should be. Bven the image of >~an in the 

void" speaks of human need. 

In the first two chapters we will deal with man prior to 

the commitment of faith, and in the third chapter man under 

faith. Perhaps this distinction is too neat. Paul's tenas for 

describing the human being are not always precise. and there 

will be some overlapping of terminology into the different areas 

of the outline. 

~ Period of Artistic Bndeavor 

The artists and their work that we have selected for this 

study may basically be limited to post-World War I ill Barope 

and post~World War II in the United States. 1.'he 'tin> World Vara 

are the watershed for the artistic revolution. In llurope the 

change fraa idealisa to existentia1isa .ts prcapted by the 

6 Rudolf Bu1 tmann, 1'heolop !/_ !!!!. ~ Tes-'t•eat 
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First World war, while in .America ideali• still reigned. Only 

during the great depression did the .American mood begin to 

change, during which time New York was first initiated to ill­

ported art from Paris. 

The First World War shattered the high hopes and 
the spirit of intellectua1 adventure that PauTi• 
and Cubism both reflected, and Dada and Surrealist 
art ushered in a new age of disenchantment and 
anxiety. Man's confidence in his powers to master 
the world were badly shaken, and the artist was 
distracted by external events from pursuing those 
purely hedonist aims which had ruled Prench paint­
ing fran the time of Manet and the Impressionists. 
In the postwar period the sovereignty of innocent 
esthetic pleasure in centemporary painting was 
disputed by e~ements of the grotesque and the 
macabre. Miro's pictorial puns and humor were 
one way of alleviating and releasing the artist's 
fears. Yet there remained an unexercised gro­
tesque content in his art that pays a hostile and 
menacing werld its due.7 

Within this time span, there are many important ar"tists 

that one should consider. But the selection will have to be 

made on the author's own preference which is admittedly sub­

jective. 

~ lheme !?!_Discovery!!!,!. Changing World 

Modern art is to a great degree 0 the logic of illlagiaa-
-

tion~" In earlier decades the artist had a basic ca.anal 

mystery on which to base his communication, a widely under­

stood symbol through which the public could celebrate the 

mysteries of life~ The modern artist approaches this world 

of the numinous as an isolated individual witb a11 his 1imita­

tions, and his attempts are umnfonaed by any Tal.id tradition. ,11 

7 S• Hunter, Modern French Painting, p. 211. 
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He has to discover, in himself and by himself, 
everything that has been lost to our world, and 
often enough he must pay with his life and health 
for the risks he takes in not being initiated by 
a 'knower', in ha-Ying to grope his way a1one into 
the dark womb of the unconcious.8 

Rejecting the type of art that merely mirrors objective 

reality, contemporary art allows more room for chance than the 

art of any preceding period. Materials are permitted an ~ 

istence of their own and are used as a point of reference for 

the inner images and feelings of the artist himse1f. Because 

the points of reference are changing so rapid1y and because art 

stresses the freedom of inner expression, much of centeaporary 

art can rea1ly be called an 11art of discovery~n9 'the voyage 
-

of discovery leads the artist into strange worlds. A wo1e 

new world of decay and a new microcosm of mutilated surfaces 

has sprung up. Whether it is the corroded. surface of ■eta1 

sculpture or the gouged, thick layers of paint on ca~, the 

reality of decaaposition, death in the midst of life, is 

portrayed. 0 Decomposition is the aesthetic equivaient for the 

experience of isolation, the threat of matter, and the destJ:Uc­

tion of causal r ·elations. ulO 'lhe need for this ixmer dishar­

mony stems frca the iaolation of the artist in society, the 

loneliness of the individua1 facing an infinite uni.Terse, and 

from a religious vacuum. Inner disharmony is rea11y a cry for 

action, and from the artist's point of view, is tbe birth pangs 

of creativity. 'l'he encounter of se1f with the •rld, idea with 

8 

9 

p~ 55 Io 

.Brich Nemiann, !I!!_ Archetypal. Wer1d jlj_ Hell£I Moore, p. 5S. 

A1fred Neumeyer, ~ Search f2£ Meaning ~ Modern Ar't. 

Ibid., p. 60-61. 
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material, and theory with chance wil1 produce somethinc that 

is unpredictable until the encounter has taken place. 

Canp14ments ~ Contrast 

One of the prob1ems that we must face in the context of 

this paper is that we are living in the upost-Christian era." 

Mlatever this label might mean, in the field of art it denotes 

the fact that Christianity no longer informs the \110rld Yiewr 

of the majority of artists. Our age has lost the consciousness 

of standing in God's presence. It well mows the 4n,st of 

threatening infinity, but the "'lbou" of God is lost to the "it" 

of the void. Contemporary artists, as the ~thical mirrors of 

their culture, are emotiona11y and sensitively aware of an 

objective judgment. But the results of this judgment (war, etc.) 

are denounced purely by the standard of a humanistic ethic. 

The Christian is aware of temporal judgment, but for him it is 

only a manifestation of God's eternal. judgment that has been 

telescoped into time. To put it another way, the artistic 

world invites religion to acknowledge that art is religion. 

But the religious world views art as expressing reality, no 

matter how abstract, whi1e religion transfoms reality. The 

dogmas of art demand freedom, while religion seeks order. 

Even within the art community, there is a battle raging between 

non-representational painting and realism. lldward Hepper has 

said: "Art for art's•~ followed to its ul.tiaate conc1uaica 

ends i~ a feeb1e, emascu1ated art. 1111 And Andrew lfyeth adds: 

11 Seldon Rodman, Conversations with Artists, p. 200. 
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•tPainters today seem to have lost bumili ty. Such miracles aa 

an old man's face, a child's hands, or some grains of corn,nno 

longer interest them."12 

We will let the artists resolve their own battles, but 

here we are concerned with forming a basic meeting ground on 

Which to base the succeeding discussion. Because art no longer 

''meetsn religion, maybe it's time for religion to seek to ■eet 

art. As Tillich has pointed out, religion is "ultiaate concern. 11 

'.Ibis ultimate concern in life here and now manifests itself bJ 

an interest in all creative functions of the huaan spirit. 

Both art and religion seek to bring meaning and order out of 

chaos, and art has the property of illuminating imagination to 

the point where renewal of faith and life can take place. We 

must permit the nonrational to find an order properly its own, 

so that the material world will become a place in which event 

and meaning may find expression. As Francis Bacon, a contea­

porary English artist, has said: visua.1 art "should be a re­

creation of an event rather than an illustration of an object.1113 

lhe artist cannot escape religion, the state of being ultimately 

concerned. It is up to religicm to infom the object of this 

concern, and seek to build a culture in which freedma and order 

can be unite~ This study of the relation between Pau1 1 s view 

of man and the image of man in medern art is significant because 

it seeks to find a cultural bridge to span the gap that de9e1-

oped historically between the sacred and ~he seeu1ar. 

12 

13 

Ibid., p. 217 

Bversole, p. 13. 



CHAPT.Bil I 

MAN IN TBNSIOlf 

~ Conscious ~ Do not be confonaed to this 
world but be transformed by the 
renewal of your mind, that you 
may prove what is good and 
acceptable and perfect. 

aa.. 12:2 

Conscious of the imnediate present, modern man seems to 

stand at the very edge of the l«>rld with the abyss of the 

future before him. The conscious man is by no means the aver­

age man. He is rather the man who stands a1one, conscious of 

his solitary position. "Bvery step fozward means an act of 

tearing himself loose from that all-embracing, pristine ua­

consciousness which claims the bulk of mankind almost eatireiy."l 

In the deepest sense, the conscious man has estranged himself 

from the mass of men who liTe entirely within thel::boudds-:-;-ef 

tradition. He sees that the past, as the deposit of the out­

grown, can never be creative; but he therefore must stand be• 
fore a void out of mich all things may grow. Whil.e this is a 

liberating stance, it is al.so the 11,roaethean sin" in the 

sense of being a ''higher leTe1 of consciousness" aich is "J.ilte 

a burden of guilt."2 

11Do not be conformed to this worldlu If there r,er was a 

battle cry for the world of Abstract .Bxpressioai-, thia ia it. 

1 

2 

C&rl Jung, Modern !!!!! !!! Seardl ~ ~ S•J,~ P• 197 • 

Ibid., p. 198. 
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The style which is called Abstract Bxpressioni• waa probably 

the first to put on display the nihi1ism, despair, *he deadly 

mechanization and depersonalization of man in the modern age •. 

In this expression can be found a11 the explosion, dismeaber­

ment and distortion which plagues our troubled world. Granted 

that this is the state of things today, this art has led us to 

the edge of the void--to the specter of medern man's mind and 

soul torn apart in violence. 

Probably one of the best examples of this tension can be 

seen in a painting by Ja.ckson Po11ock {fig. 1). Titled ••search," 

the painting is more an expression of Pollock himself thaa any­

thing in the objective world. Paradoxically, this was the last 

major work he completed before his tragic death in 19S6. Using 

joyous Christmas colors, Polloek gives an agonizing picture of 

his own search for meaning in the world. Pollock is his paint­

ing. He emphasizes the action of painting rather than the out­

cone of the painting. He ca11ed his canvases "the arena" 'Where 

he encountered himself in a battle between mind and hand. 

Pollock died before his search was fulfilled. He paid a 

high price for standing where he did.. It is the height of 

illusion that man thinks he can separate himself from the 

uworld0 and bring himse1f to a state beyond it. By the word 

0 cosmos" {world) Paul means the totality of what is created by 
-

God. It is what surrounds man and concenis him, but it refe~s 

especia11y to the world of man himse1f. Aa a COllllllun:l ty of 

creatures who are responsible to God, men deny their creature­

liness wen they make themselves independent of God. In 'thia 
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sense they are called "this world... u1bis world ••• is at 

enmi~ with God and seeks its own glory; therefore, it stands 

under God• s wrath and will be judged by hill. ,,3 'lbe artist is 

conscious of the flux of time. •tComposi tion" by Willem de 
- -

Kooning (fig. 2) suggests a fluidity of forms, constaat1y 

changing and merging with one another. 'lbere is constant motion 

without permanence in the world. But such an awareness is not 

enough. The "world passes away (I Cor. 7:31); it I.as no 

solidity; it plays a part and it holds the stage but it is with­

out ontological reality. once a man realizes that, what madness 

it is to join in this puppet show which is displayed on a tot-

tering stage • • While the abstract expressionist has 

this vision, he doesn't see the reversal of values brought by 

Christ. 

'lb.ere is value in the break with ••this wor14.u 'lhe artist 

takes the diso,rder of the world and attempts to give it fom, 

highlighting the possibility of a new way of ordering. 'Ibis 

calls for honesty about oneself and the 1110rld. In a world 

suspicious of "answers,"· abstract art can be its own destruc-
-

tion. With its lost center and unl.imi ted freedoa, this art is 

"further characterized by a terrible sensitiYity to that dizzi­

ness of soul which comes when every horizon has Yanished."5 

1'The mere horrifying this world becanes (as it. is these days) 

the more art becmses abstrac;t; while a world at 

3. 1?ucJ.oJf ~IA. 1+~~"--, Fx,·s k11,c.e, ~ £-.jfly 1 'i' · 1 a.f. 

peace preducea 

4 liranz Leenhardt, ~ Bpistle !!?, ~ !gpana, p. 304. 

S Pin1ey · Bversele, 'ihe Bra-.e New World 2! ,ll! Nodera 
Artist in Christian Paith ,!!!!1· !!!!, Conteaperarx·Arts, P• 48. 
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rea1istic art. u 6 Scme might call abstzac't ut eacapl~~ 

it is honesty without answers. 

lbe reply might be that tbe answer lies :l.n ■an himself. 

But this is foreign to Paul'·• definition of ■an. "Alrtmopea• 
. . 

means aan in his creaturely hm1anity, and thu ■a.a ill re1atlea 

to God. Human greatness and human efforts are ail 'llefore a.cl 

(Rem. 3:28). 'l'he artist, in order to create, i• thr- upoa 

himself~ As Pablo Picasso has said: uWbea you ccae right dolla 
' 

to it, a.11 you have is your se1f. Your se1f is a 8UJl with a 

thousand rays in your belly. 'l'he rest is nothing •• ,7 1'lle fatal 
. . 

flaw of Abstract Bxpressionisa might be iD its dicta. that fom 

leads to sentimental.ity, as Pollock insisted: 

Gruenewald transcends the personal. 1eTe1, throup· 
the mythos of Christianity, w.i. th i ta doctrines of 
sacrifice and regeneration, ,nd therefore trans­
cends suffering itself. We h&Te no ■ytbs that lie 
accept today, so suffering can't be .eZl>ressed iD 
our painting without· sentimenta1ity.~ -

Picasso's "rays in his bellyn lead to abstract.iea_ fer ~ 

means that the artist can "present the 11.ua- psycbolegicd 

content ••• wi'th the · gre~test directness mid. illteuit,.n9 

By abstracting' emotion, the abstract expressionists ·• • • ~ 

sure that the riewer will identify the ■easage of - •• 

with himself, rather than feel •patlay t8lfllrd .• if: 

painting•. A Tiewer· migh't fee1 pity for • f 

istically., but he does not haTe tile eao'tioa la 

6 
p • . 180. 

7 Ibicl., P• ~4'1. 
8 Seldoa._....._ 
9 ae.ber't ae.s .. 
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By the word nous (mind) Paul suggests 

much more than the intellectual. £acuity of appre­
hension; nous includes the personality Yiewed in 
its deepest aspects and suggests •• • man's 
awareness of his tota1 situation in the mu.Terse. 
Metaphysica1 and meral. self-&onsciousness wi11 be 

1 renewed because a new rea1ity will now confront it. O 

For Paul, that reality is Jesus Christ. Nous imp.lies the 

knowing, understanding and judging activity of •an that deter­

mines What attitude he adopts. 

In Pau1 the implication is always that decision 
and action will result frcm the process of thought. 
Just as there is no willing and planning without 
knowing and understanding, so for Paul, knowing­
and-understanding is everywhere of the sort that 
plans something, that contains an aim towards an 
action.11 

Nous, being morally neutral, can be swayed by influences. 

Basica11y, the !!2!!!. 

is man's real self in distinction frca his scaa, 
the self which has beccae objectivized in rela­
tion to himself. And this self (the nous) is an 
understanding self that hears God's ·will speak­
ing through the Law, agrees with it, and adopts 
it as its own. The nous is that self which is 
the subject of the willi;I. •. its aim is . the 
&22!!.or what is rifht!.bu its doing~$ frustrated 
by sin, whichciiei s 1n the members•·.12 

► 

For the abstract expressionists, mind, as the cogniti-Ye 

element in the creative process, is integra1 to the act of 

painting. Mind apprehends the artist's state of being and 
-

dispatches impu1ses to the hand which directs the brush. But 

10 

11 

12 
p. 212. 

Leenhardt, p. 305. 
- . 
•• David Stacey, ,11!!. Pauline View .2f. Man, p. 199. 

Rudolf Bultmann, 'l'heo10C7 .of !1!!, ~ Tes~•ent I, 
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the mind doesn't apprehend anything outside itself in the fom 

of objective rea1ity~ It might recall past dreams and feelings 

which control the mind's sense of color--sort of instinctiTe 

striving--but nothing more. The Pauline view opposes this. He 

sees nous as an "understanding will with the alternative of 

being for God or against Him. Man's TOlition is. • • an under-

standing act of will which is always an eTa1uating act and 

therefore necessarily moves in the sphere of decisions between 

good and evi1. 1113 Fer the artists, there is no external nom, 

and they take pains to declare this. Paul would counter: 

''Knowledge of God is a lie if it is not acknowledgement of Bia .. 14 

&nd he might extend this to the world of reality itself. 

There are exceptions to extreme abstraction. One of these 

exceptions can be seen in "Resurrectionu (fig. 3) by Al.fred 

Manessier. Here there is the element of an idea., and the mind 

has made a conscious choice in color and eTen in form. His 

nsearch for harmonies of color and form is intimate1y connected, 

in his mind, with the search for Christianity alive in the 

world.rrlS In French &bstractLpainting, reason is stil.1 a deter­

mining factor (Manessier is Prench), while in America, reason 

and a sense of composition are considered taboo. Nark Tobey 

is an American abstract painter who seems to be above the fight 

against formal elements. His painting, "lUndran (fig. 4), 

displays the influence of Oriental. cal.ligraphy which imparts 

13 Ibid., p. 213. 

14 Ibid., };J . 

15 Frank and Dorothy Getlein, CuuSilDi:lix a.lad..._ ~. p. 194. 
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a sense of the mystery of mankind. Tobey's inspiration ccmes 

from Zen Buddhism, na cu1t of utter silllpl.icity uact a11sterity 

in which nothing is left to chance. • •• It [Zen] takes 

moral.ity to be on1y regulative, but art to be creative. 111 6 

lfherin, then, does the value of Abstract Bxpressionisa 

lie for tae Christian? The answer is in the fact that the 

viewer is made conscious of a creative reality that is above 

the deterministic level of a mechanistic world~ Art brings 

us into our own presence. An angry statement, such as Pranz 

IC.line's 0 Probst l" (§°ig. S), is meant to convey rebellion 

against conformity. Reaction against the conforaity of the 

world is the Christian's new level of consciousness in Christ. 

"Art is the community's medicine for the worst disease of mind, 

the corruption of con~ciousness.u17 Abstract Bxpressionia 

takes the distorted impressions of contemporary life and tries 

to find a new order. "To create forms means to live.,.18 

Picasso has said that be begins a painting by throwing him­

self into a void, but then discovers a· teeming world of fona 

thr0ugh 6ich a picture becomes a "sua of destructions.•19 

Christ has already made order out of the world of chaos, and 

the continuing possibilities for order out of chaos shou1d 

16 

17 

18 

19 

Rodman, p. 6. 

Read, Concise History, p. 287. 

Ibid., P• 228. 

Sa Bunter, Modern Prench Painting, P• 201 
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interest the Christian. But the Christian does bave the 

responsibility to react against, not the lack of the bu.an 

image, but the spiritual poverty behind it. By the verb 

"to live" C ~n.v ) , Paul understands living w.i th an intention. 

Man always lives "for'~ or "to" sanething (Raa. 14:7; II Cor. 5: 

1s; ·Ga1. 2:19), and life is not possible for the one who 

"lives for h.imself, r•· no matter how aesthetically informed 

he is. 

~Physical~ For the mind that is set on the 
flesh is hostile to God; it does 
n~t sulmit to God's law, indeed 
it cannot; and those who are in 
the flesh cumet please God. 

Rom. 8:7-8 

For man in his physical existence, reality has lost its 

inner transcendence. He is of flesh, and that means he is 

bound to the earthly with all its terross and tensioas. Life 

does not provide him with a transparency for the eternal--man 

is limited by time and space. He has ''becGDe a part of the 

reality he has created, ari object among objects, a thing aaong 

things, a cog within a universal machine to which he ■ust adapt 

himself in order not to be smashed by it. t,20 IOdle this is not 

the end for Vhich the Creator intended him,•~ haTing been 

subjected to the tecbnica1 world, has judged God superfluous 

20 Paul Tillich, lbeolegy of Cp1ture, p. 46. 
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and taken it upon himself to master the world. His failure is 

aptly depicted by the artists of the human shape to which we 

now turn. They find man, not through ide-1 shapes and Classical 

images, but in "the eternal wounds of existence.1121 lhis new 

image of man, which is by and large a post-World War II illlage, 

revea1s sometimes a new dignity, sametimes despair, but always 

the "authentic man" as he honestly confrents his fate. Man 
-

is vulnerable--he ~is aware of dying as well as liTing ... 22 

While having the courage of existence, what Tillich calls the 

"courage to be, .. man is always exiled in the imperfect. 

The modern artist believes that the conviction of 
damnation is all that is left of faith in a world 
forever damned. The contemporary artist then is 
one who begins with the presupposition of damna­
tion, with the encounter with nothingness, and seeks 
to wrest from the abyss some order of meaning and 
being;23 

Given the fact that man has lost his identity• ■an as & 

physica1 being must remake himself in his own absence. Nature 

is indifferent. Birth is by chance and who would miss a man 

not born? "An existing individual. has no substitutes--he is 

irreplaceable, unheard of, an intruder into being. He stands 

alone, in an aloneness which i.s irreaediable."24 In the recess 

of man's memory lies the vision of Buchemr&l.d and Hi.roshiaa; in 
-

the future lies the possibility of a world holocaust. •l()nly the 

cry of anguish can bring us to life."25 

21 

22 

23 

Peter Selz. ~ IJDages ~ Jlan, p. 11. 

Ibid. 

Bverso1e, p. 46. 

24 Arturo Pal.l.ico. !!!_ ~ .Bd.stentia1ism, p. S9 
25 A1bert camus as quoted by Sela, p. 12. 
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The artists of the human figure find their rationale ia 

existentia1ism, as the foregoing conaents should plainly show. 

One of the tene•ts of existtatialialll that correapoads with 

Paul •s view of man is the fact that ■an mast be regarded as a 

''Whole being." When Pau1 uses indi.Tidual anthrepological 

concepts (body, souJ, flesh), they "do not refer to parts of 

man, individua1 members of organs, but rather always ■ean eg 

~~Whole with respect to s<me specific pessibility of his 

being.u26 "Body" thus designates man insofar as sometligg can 

happen to him, especially something he can't prevent. "Soul" 

is not something in man but rather the whole ■an insofar as he -
is alive. r'Mi_ndn refers to man insofar as he knows hiaself 

and knows what his own possibilities are. 

How do the artists of the human figure look at aan as a 

live being? In the inter-testamental period, one of the 

concepts of psyche (soul) was "the seat of feeling." It is in 

this sense that Francis Bacon exp1ores human existence. Bacon•• 

figures, howling with torture and guilt, suggest the physica1 

and spiri tuaJ. pa.in of the daaned. Professing no belief in 

life after death, Bacon is a fatalist taldqaanas against 

despair. Proa birth to death, life is without reasolf; Nllaa 

Dressed in Red on a Dais" (fig. 6) pidks up two of his recur­

ring themes: man in a box (human isolation) and the acre•ing 

popes (ironical injustice). 'lbe picture is reminiscent of 

26 Rudolf Bultmann, Bxistence !,!!1 Paith. p. 130. 
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Velasquez' portrait of Pope Innocent x. 7he figure su1gests a 

weird, 'ecclesiastical judge pronouncing punishment on himself, 

the punishment of imprisonment ha-Ying already taken place. 

'Ibis cruel vision of life is heightened by physica1 features 

which seem to be unhinged. His style finds a different subject 

in "Reclining Woman" (fig. 7). Here the body seems out of 

focus--the image is blurred, as man's reason is always blurred. 

The pink flesh with the hideous blue veins suggests death in 

the midst of life. Ba.con is "concerned with the vision of 

death and man's consciousness of dying.11 2"1 

"The unspiritual man does not receive the gifts of the 

Spirit of God, for they are folly to him, and he is not able 

to understand them because they are spiritually discerned" 

(I Cor. 2:14). By using the term psychilcos ( 11unspiritual ■an,.) 

Paul indicates the man whose life is directed toward, and 

limited to, the earthl>y. As the artists see it, ■an begins 

with indifference, but soon finds himself trapped. 'l'he basic 

presupposition is that man is absurd, but the very faet that 

he has undergone an experience makes him worth describing. 

Leon Golub finds man worth painting because he "retains the 

significance of indi, dual destiny: a pathetic persistence 

in continuing to exist, in spite of mutilation, syabolizes 

his enduranc-e and strength.1128 These artists, intent oa 

picturing a mutilated humanity, give pnche a negative wist. 

27 

28 

Selz, p. 31. 

Ibid., P• 76. 
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1be Pau1ine cOl'lcept of sarx (flesh) poses a unique 

point of canparison w.i th contemporary art, because the 

artists of the human figure are interested in surface qaaJ.i­

ties. "F1eshn for Paul. is not inherently evi1, but is tbe 

weakest element in man through which sin filMla ready entrance. 

Sin may then grow strong in the flesh, causing ha•c in 

every area of 1ife. In Romans 7, Paul describes sin aa the 

active power, the flesh being passive. "Sin aims at sub­

duing the entire aan and the flesh is theellaaent most easily 

corrupted~ Sin and the flesh are thus differentiated, the 

former being dynamic and corrupting, and the latter being 

passive and corrupted."29 When sin finds entrance, mania 

no longer morally neutral. ID fact, sin so envelops hill 

in a spiritua1 death, that it becomes impossible for man to 

please God (Ran. 8:6). Man as sarx has no fellowship with 

God, but rather stands in contrast to God. 

Probably the most disturbing artist eftr to paint human 

flesh, Ivan Albright works in a world of shdows i.Ja which 

everything is marked by age. 61lf a roc:a were l.ighted with 

a light as bright as the sun, you wou1d see no more than if 

it_ were in total. darkness.·· We are workers, see-ers in a 

twilight -,rld of shadow ••• • we exist in a clouded 

sphere of doubt, of uncertainty; through this base no clear 

thoughts, no clear perceptions can penetrate far.u30 In 

29 

30 

Stacey, p. 162. 

Ivan A1bript C•talogue, p. 16-17. 
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11'11lree Love Birds" (fig. 8) the figure•• flesh takea on 

repugnant proportions. Marked by time, inf1ated through 

indulgence, the flesh restricts the body'a actiTity. It 

is no wonder that Albright adopts a P1atonic view: "id:thout 

flesh the pain would not hurt, without legs our motion •ight 

accelerate, without end1ess restrictions our freedca greater, 

our slavery less, without examples all around us our original­

ity might be different. Without a body we might be men."31 

But whereas the separation of psyche from sarx means libera­

tion for Plato, it means extinction for Paul. 

Willem de Kooning has ■ore in COD1111on with the Abstract 

.Bxpressionists than with the artist of the huaan figure, but 

at times the figure creaps back into his pictorial world. 

when it does, it appears amidst fluid and changing shapes. 

In order to bring out the insulting aspect of huaan flesh, 

de Kooning reverted to the use of a pink flesh tone, a pig­

ment long out of use. lhis color has completely daainated 

his most recent paintings, as in ''Naaan" (fig. 9). lbe 

surface of "llfoaan 11n (fig. 10) reflects an •biguity in 

crisis. ''Life as -we live it, obviously, is a matter of end­

less ambiguities and proliferating meanings; transparencies 

upon transparencies make an iaage that, while it blurs in 

superiapositions, takes on the actuality or rocu."32 

31 

32 

lbid., 

Thomas Hess, Willem~ ~eoning. p. 14. 
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Through the use of a ■u1titude of shapes, the figure haa no 

setting or background which contrasts the shape of the figure. 

While there is no rea1 setting (de Koo11ing called it "no­

environment,.), there is also no rea1 anateay in tenas of style 

or proportion. De Kooning has remarked that 

his Women are sisters to the giant 1adies (girls?) 
that are pasted on aai1trueks and billboards-­
enormous public goddesses of droll sex and earnest 
sa1es-pitches. He al.so has pointed out that the 
Women are masked by the ,.American smi1e'2--that 
ubiquit<?us, va~_an!, frit;ndly, distant, polite 
expression ••• :mere 1s grandeur in this high­
comedy quality, in the off-beat Dionysiac grin. 
De Kooning' s 1'Wcmaen" a.re queens; tipsy, trulliah, 
hiccuping with Byzantine dignity, ru1ers of a 
country that names its hurricanes 11Hattie" of 
"-C0nnie. n33 

The fleshly aspect of man has thrown everything out of 

joint, indeed, once invaded, the flesh seems to disintegrate 

into the surrounding area. 

Te walk kata sarka (according to the flesh) is to liYe 

in a natural, uninspired way, oblivious te higher possibil­

ities. "The most important limitation that sarx implies is 

the limitation of spiritual discernment."34 

The word !.9!.! (body) is often interchangeable and 

identical with sa.rx. It has a wider range of connotation, -
though, and Pa.u1 uses the term when speaking ab<Jut the 

universality of sin, the resurrection of the dead, and the 

Church. 

33 

34 

Like sa.rx, it ean designate a proneness to sin, and 

Ibid., P• 21. 

Stacey, p~ 1S8. 
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is used for man suffering the liaitations of the physica1 

in contrast to the freedc:a of the spirit. Just as ~ is 

used to represent the impotence of this life ccapared with 

the life of God (Gal. 2:20), so !Ji!!!! is used to designate 

humiliation in relation to glory (Phil. 3:21). But there is 

a difference: ".Bach stands for the whole ■an differen'tl.y re­

garded, man as wholly perishable (sarx), man as Who11y des­

tined for God (saaa).u35 'l'he idea of!!!!!. is larger than 

the concepts we have met thus far. It does not represent 

man in limited spheres of existence, but cons~itutes ■an in 

every sphere, and as such is the center of personal. life, 

the "nearest to our conception of persobali ty ... 36 "The 

soma is man himself, while sarx is a power that lays c1ai■ 

to him and determines him.rr37 

lb.e artists that we will relate to Paul's concept of 

sOllla treat the htaan body as a distinct (distinguishable) 

entity, and by its Tery shape, make a specific camaent about 

its reality. The first artist in t~is ca.tegory, Alberto 

Giacometti, is probably better known for his •GUJ.pture than 

his painting-.· As a acu1ptor, he can deal with the h1111an 

body in its concreteness. In his "Man WaJ.lcing" (fig. 11), · 

bodily existence is reduced to a minima in a needle-thin 

shape-~ It looks like a naked, tin soldier, deYOid of any 

expression or feeling. Giacaaetti haa raaarked that these 

35 

36 
".j7 

Stacey, p. 183. 

Ibid., P• 190. 
Bu1tmann, 'l'beology I, p. 201. 
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figures reflect the image of a ■an wal.kJ.118 ~ JO"' , _ _ 

distance. The yery nature of ttaa dist .... ..... 'te 

the surrouru:Hng space to narrew the f ipre, fo•!lls • 

optica1 ill-usioa. A.a bolleless be.lngs, •'tile ■etapJa,-dC&l 

situation they express is quite specifically that of a c-18 

anxiety, the experience of being lest in infinite mthlngneu. 

Pasca1'a diary entry also applies to thea: 1 lhe ailence of 

the infinite spaces fi11a ■e with terror.•rr38 Ia tile paint­

ing, uLarge Nude" (fig. 12), the elongated shape ef tile_., 

appears to be emerging out of the TOi4. Iaflaence4 by the 

philesophy of Martin Heidegger, Giacc,aetti aema to have 'Ilia 

figures say, nJ ••" which is the first step toward se1f­

recognition. l'his, too, is true of Paul.•s ue of .. ., for 

by this term Paul indicates that ■an ia 

able to make hiaaelf the object of bis - acrtiGII 
or to e:xperieac·e hhlself as the subject to 1fllaa 
scaething happeu. He can be called e!L., tbat !a• 
as haring a relationship to himself'-aa &eiaa able 
iD a cutain aenae to distinguish lwlself f•• 
hiaself.39 

Scma can- receive adjecttivea and ether aed!fiera ldllcla 

express its captivation by aa ea'taide pewer, 't 

pewer is destructiTe or beneficial. • . All aubj 

ness and deatll, the scaa is ca11" ----!!-
or merta1 (~. 6112; 8111). Ia bia 

Grah• Sutherland pictures a 11&1181•4 1»0II 

38 A1fred Newyer9 
Art, p. 54. r.·~-kiltJ 

39 Bul:•enp, 



17 

the drag of gravity, as if this force were pulling it down 

into the grave. the pathetic figure seems te cry with Pau1: 

"Who will rescue me frcm this soma of death?., 

lbe idea of emerging personality that we met in Giacoaetti 

is a1so present in the painting of John Paul Jones. His 

uNoblemanrr (fig. 14) appears to be emerging (or is he vanish­

ing7) fran a rust-disguised past. Jones' patterns of 

becomings and perishings portray man's fragi1e hold on life. 

Pablo Picasso, the genius of modern art, has gone through 

more styles and periods than any artist living or dead. It 

is difficult to classify Picasso for he is an experiment 

personified. That he is the baroaeter of his age is beyond 

dispute. In his Cubist period (which flourished primarily 

during the 1910's) he was interested in reducing the human 

figure to basic geometric shapes. Cubi• is really interested 

in so1Ying formal problems, in putting construction first and 

keeping the emotions in check. The Cubists wanted to exalt 

the commonplace, and did so through a symphony of shapes. 

Picasso's "Three Musieiansn (fig. 15) shows the calculated 

rearrangement of fragmented and geometricized :illlages. The 

musicians' faces are frontal, and despite the fact that they 

are woven together by the Mfferent gecaetric planes, they 

are still alienated from each other. The "'11lree Musicians" 

are important in that they form a point of coaparison with 

the "'l'hree Dancers" (fig. 16). Here the cabistic illages are 

going through a metamorphosis. and we have the first e"ri.dence 

of dislocation of the naturalistic elements (eyes, breasts, 
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and 1imbs). The rational order is lost and for the first 

time the composite image (of side and frontal Yiewa of the 

face) appears. 'lb.is is a Tirid illustration of wbat happena 

to sma When destructive forces attack the rational and 

morally neutral human state. Som& in the corporate sense 

means humanity in the sense of human solidarity. Man, as 

a representative of humanity, stands alone as do other men. 

"vi'e see a1ienation in Picasso's group in the way indiTiduaJ.s 

do not look at each other.u40 

Picasso continues the metamorphosis of cubistic shapes 

in his "Night Fishing at Antibes0 (fig. 17). Here the plastic 

discipline of Cubism has been used to create a confusion and 

loss of identity. 'The figures andtlke world are turned in­

side out and upside down. 

The labyrinthine confusion of the locale and the 
facility with which human figures a.ssU11e the· shape 
of monstrous grotesques also suggests the more 
modern religious fables of Pranz Xafka. Picasso's 
extreme macabre humor has definite JCafkan over­
tones of desperate gaiety; it makes a mockery of 
normal vision, and fumbles man's identity. 'l'here 
is no overt. •religious" content in this h,mor or 
in the ata.vistic and grotesque deformations of 
the human form. 'lbe violence of our era has., 
metaphorically, split the human image asunder; 
Picasso faithfully registers this fail• shows DO 
signs of patching up the damage • •• 

In the "Seated Wollan" (fig. 18) the theme of dislocation 

is carried further. Using again the neutral 'tones (grey, l>J:own, 

black and white) of •bi•, Picasso seems to reconstruct the 

human figure. At first the different shapes and p1anes of the 

canposition appear in disarray, but out of the tm:aoi1 ccaea 

40 

41 

Eversole, P• 49. 

Hunter, P• 1.52 
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a new order. SG1Da, too, has a bright future. The Christian 

riew of the body is not fata1iatic. Christ has redeemed the 

body and wi11 transform it. Nhi•• s011a stands for ■an in a11 

his conditions between sin and final resurrection, there is 

a soma of the resurrection. "While~ stands for ■an, in 

the solidarity of creation, in his distanc~ frca God, scaa 

stands for man, in the solidarity of creation, as made for 

God.n42 

What, then, is the significance for the Christian in 

the way these artists of the human figure portray man? If 

preaching today bas failed to make man cognizant of his 

sinf u.1 condition, maybe the visual image is more auccessf aJ.. 

Judging from the negative reaction most people ha-.e t ... rd 

this art, such is the case. Man doesn't want to be reminded 

of the negative aspects of life. He wouJ.d rather go undis­

turbed from ''WOmb to to■b." But the distortion of the 

huaan shape which is ably depicted CQDfronts man with the 

fact that sin• as a foreign power, has invaded his own self. 

'l'his distortnn, therefore, is cosmic. Because the Church 

confesses the power and possibility of human renewal through 

Christ, it cannot afford to pro1iferate senti■enta1 art in 

its midst. Life must be ■et i• its existentia1 depth, in &11 

honesty, for if it is any less, then Christ is not our bre'ther 

in the flesh. 

42 Stacey, P• 186. 
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Se I find it to be a l.aw that 
when I want to do right, e-w-il 
1ies close at hand. Por I 
delight in the law of God, in 
my i1111ost self, but I see in 
my members another law at war 
with the law of my mind &lld 
making me captive to the law 
of sin lfb.ich dwells in ~ 
members. 

... 7:21-23 

In the first part of this chapter we dea1t with man in 

revolt against confom.ity and a banal society. The nconacious 

man" felt his estrangement from the world. His higher 

consciousness set him apart f rca the "herdn of average aen. 

In the "split man" we will deal with man's conscieusaess of 

the revolt within himself. 'lhe tallk is ccaplicated by the 

fact that the line of demarcation is not clear. Paul's 

concepts overlap. lbe nous which we took as prilluily a 

consciousness of external reality is similar to the concepts 

we will meet in this section: the inner man, heart, and 

conscience. l'hese concepts deal primarily with the ethical.. 

Man's ethical consciousness leads to his internal. split. 

'lbe distinctien is clearer in the artists we will discuss 

as we now move from abstraction into the reala of social. 

realism and an Bxpressionism that has objectin illages. 

Man cannot hide. If he turns to the world, he faces a 

teasion between building ad destroying. If he turns his 

gaze inward upon the recesses of his awn heart. he wil1 

discoTer darkness and chaos there too. Yet tbroagh the !a-
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fluence of depth psychology, the attention of IIOdena ■aa S. 

drawn inward. 'lhe old drea of the ■iliemd1a, Ja wld.eh 

peace and harmony should ru1e, bu growa pale. Maa, iii teaaim 

with himself, cannot escape. 

BYil, like the good, waa a spiri tua1 ferce for Pm1. 

It attacks man, finding entrance at the weakest point-in tlae 

flesh. Once in ■an, eTil corrupt• enn ■an' s highest nature, 

the pneuaa (spirit). If_sin is victorious, the whole ■an la 

corrupted. 

In Ran. 7:22 the 0 imnost self is the natural. ■an cen­

sidered from the point of view ef his· faculties of aoral 

judgment, t!le •invisible personality'. • • 'the loftiest 

part of the soul' •••• it is not yet the 'new ■an', or the 

'new creature•; the action of the Holy Spirit la absent frm 

the drama of the ■an Who speaks in a... 7 ... 43 1.'he cenfliet 

in human nature is between sensuous .fllpulaes 1'1lich beccae 

43 Leenbardt, p. 193-194. Ia this Jadpent see a1ae the 
agreement by Werner ICflaael, Ma ia the Rew Tes.t•eat·, P• 511 
although Sanday-Bead!• leaTes tlii qiiisfloa (iilaeliier it is .. 
unregenerate man or regenerate ■an doing the ai,eaJd.D«) epea. 
In II Cor. 4:16 and Bph. 3116 the "inner 11&111• ls tlle-n-4 
being of the Christian. 'l'he process in a... 7122 begina aa 
a life of thoughtless ignoraace, but throagll oo111a.lea 1d.tla 
the ethical law, an anxious state arises. lhe predlc-•t 
of ■an is that three 1evela of bis eziateace ~• c1uldngr 
above is reason Which apprehends the 1-, at llet'tml la tlae 
flesh nose desire bloc:ka duty, and i• the ■1dd1e la tile •I• 
Which feels the upward c:laa11enge ad tile ...,_. ~ - •►. 
might ask if Paul could ue this tena. tile 11t.1Mrd •~~ 
fer aecu1ar ■an today. lie indid.daal !a o• --~ th1~~ 
mass ■edia, is m1teuched by -e coafzoatat!oa ft 
Bow Ile aenceptualiaea the coafzoatatioa !a-•• 
Man today does Jmow the 1w fer oar llbele _. 
on the t'middle azlcas11 iaaplred by !ta Jlld~ 
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incentives to wrong choice and action, and the highest moral 

nature which knows and approYes the right. 0 In other wozda, 

his existence is a1ways an intention and a quest, and in it 

he may find hmse1f or 1ose his grip apon himself, gain his 

self or fail to do so."44 But the problem is that ■an ha.a 

already missed the existence that at heart he seeks, which 

of necessity makes his intent basically perverse. Paul uses 

the concept inner !!!.a to show that not merely is mJ.nd split 

from flesh, but that man as a total being in all his consti-

tutive elements, is split. Man himself is the split. -
The wretchedness of man that is presented here 
does not consist in his bet~er self's standing 
over against his worse material. corporeality, 
but rather in his self's being split, in I 
standing over against I. Indeed, the ess~§e 
of the unredeemed man is to be thus split. 

heritage. 'lhe difference between the secular ■an and the 
concerned Christian is that the inner tension of the secular 
man is likely to turn pessimistic and end in despair, for 
moralism is emptied of any idea of transcendence. Por the 
Christian, the inner turmoil has the pramise of deliftrance 
through Christ. In Ran. 7 Paul. is asking: who will deliver 
me from this body to the extent in which it serT.es, through 
sin, as an instrument of my death. What the artis-ia under 
discussion are doing is to point up the diw»rce between the 
person who reflects and the person who acts. 'l'he anxiety ia 
made more terrible by the absurdity of existence-the 
nihilism in every ethical situation in the secu1ar world. 

44 Bu1tmann, Theology I, p. 227. 

45 Bultmann, Bxistence and Paith, p. 132. 



23 

The object of the moral di1e111111a is we11 represented by 

the American socia1 realist, Ben ShabD. Criticized by the 

abstractionists for using a. "aentillental" iaage, Sbalm re­

plied: 11I do asstlllle that ■ost people are interested in the 

hopes, fears, dreams and tra,gclies of other people, for thoae 

are the things that life is made of .,t46 In '-tJlandball" (fig. 19) 

Shahn portrays his favorite theme: the loneliness of ■an in 

the urban world'~: .Bach figure stands a1one, dwarfed by the 

surrounding concrete. Man's back is turned, as if an ex­

pression of emotion might be a sign of weakness. 'lhe emotion 

is internalize~-fenced iD as the fence around the p1ayground 

confines the figures. 

Andrew Wyeth is another realist who portrays the lone­

liness and spiritual malaise in the .American scene. In 11.A 

Day at the Fair" (fig. 20) the figure, set in a corner of 

utter isolation, seems intent on the inner conflict caused 

by non-acceptance. The ironica1 title speaks volumes about 

the injustice of racial prejudice which condemns an optiaistic 

figure to a world nfor Negroes on1y." 1:iiuss Olson" (fig. 21) 

is another painting that speaks of man's cruelty to his fellow 

human beings. The internal scars of the heart find expression 

in the torn wa11paper, the faded dress speaks of faded dre•s, 

and the cat cradled to the breast prorides the last Yestige of 

warmth in a scene from which all human ccapassion has Tanished. 

Man "wants to do right," but his ''members" direct aan to Uve 

for himself. 

46 Rodman, p. 192. 
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Whiie the social realists deal with scenes of ethical. 

relevance and wish to move the •iewer to ccapaasion, righteeua 

indignation, and action, the .Bxpressionists wou1d rather atart 

from _within their own se1f-experience and te11 the viewer ,mat 

they felt. :Candinsky speaks of art as being "the expression 

of an interna1 necessity.n47 He is thinking of tbe spiritua1 

aspects of man and the necessity of giving this inner turlloil. 

anfosctle*; Whi1e retaining his mastery over fora, ~dinaky 

abandons himself to a demon horde of forces which ■ake and 

undo forms. In "Movement in (fig. 22) unreal creatures seea 

to define the inner sensitivity that creates its own-like­

ness. Chaim Soutine, depressive and suicidal by te11peram.ent, 

uses color aa the physical extension of internal. tension. 

His "Seated Choir Boy" (fig. 23) expresses, through the 

nervous hands and pensive eyes, an inner disquiet which is 

externally seen in the cool background (blue-green) and llo"t 

foregroun, (red robe). 

Conscious of the artist's ethical responsibility, Jan 
Mftller portrays the inner life as the life of possibility. 

As a refugee in W'orld war II, Mtfller.•s life bec-e oae long 

search for a haae. Clogged with color, the scene iD 

"Accusationn (fig. 24) becomes an airless prison. 'lhe 

creatures are chalky, eaa.ciated scarecrows that stare out 

from cruel mask-like faces. 'l'hey accuse, torture and aock­

a scene of htmanity devouring itself. 

47 Read, Concise History, p. 226. 
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Karel Appe1 al.so uses tortured face-masks to portray 

the inner trauma in man. His painting, •.ZWei Upfe" (Two 

Heads, fig. 25) screams with distortion, both in color and 

shape, ''l.ike a tiger behind bars. ,.48 ltico Lebrun exp1ains 

the reason behind this tortured vision: .. if we artists are 

to survive this period at a11--we will survive as spo~esmen, 

never again as entertainers.,.49 Quoting the lines of lllli1y 

Dickinson, Lebrun adds, nJ like a look of agony because I 

know it's ~e." Man is at war with hiaself, aad this war­

fare is made more terrible by the very fact that it shouldn't 

be. Human existence is concerned with its authenticity, and 

yet constantly fails to find it • 

.Ethical judgment al.so falls w.i thin the sphere of the 

heart. Often identica1 to nous, kardia (heart) is used by 

Paul when the emphasis is on emotional and volitional actiYL--ty, 

but both terms speak of man in his responsibility before God. 

The artist is intent on setting the inner man free frca this 

tension. In '-The Clown with a Dog" (fig. 26) Oslcar Kokoschka 

chooses a symbol that well expresses the inner tension wbile 

maintaining heart-felt emotiona the tragic clo1111. 'l'he colors 

and background images depict the carniva1 of ilfe vbile the 

eyes of the clown and the pointing finger seek to ll&ke aa 

unexpressed point. 'l'be expression is biDdered by the mask 

48 

49 

se12. p. 16. 

Rodman, p. 35. 
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he wears. Paul Tournier wou1d call this the tenaion between 

the person and the personage. 

The psycho-physical aspects of inner tension can be aeea 

in the work of Bdva.rd Munch, the brooding Norwegian expression­

ist. Al.ways prone to disease of body and mind, Munch was 

concerned with shadows and moYement-the shadows a prisoner 

sees from his ce11. In '"l'he Cry" (fig. 27) Munch gifts ftice 

to inner anxiety that can no longer contain itself. '!he entire 

landscape with its swirlling forms matches the foreboding 

specter of death. The head is more of a skull than a face. 

ilfoman becomes a harlot and man is deceived in "Jealousy" 

(fig. 28). nie black mood surrounding the man contrasts with 

the scarlet of sin in which the tt0man is clothed. Pew artists 

have recorded a.swell the cold terror and unrelenting melancholy 

of a person gripped in the clutches of a paralyzing neurosis. 

Pablo Picasso is also a spokesman for the psychological 

ambivalence of man. In his early us1ue a.nd Pink Period" 

Picasso speaks of the emotional turmoil within man. "'l"he Old 

Guitarrist" (fig. 29) and "Head of the Acrobat's Wife" (fig. 30) 

convey the sorrow of loneliness and the eTer-preaent threat 

of death to the person closest to one's self. A touch of human 

warmth enters Picasso's world in the pink period, but the 

figures are stil1 faded and the b1ue is still present. In 

"Maternity'·' (fig. 31) end "Seated Circus Perfomer and Boy .. 

(fig. 32) there is human contact, but always the sort that 

can and will dissolve. 
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Picasso is at his best as the ethical conscience of our 

age in two well-known works. In the first, aa etching titled 

"Minota.uromaehyn (fig. 33), he uses c1asaica1 ■ythology to 

express his sense of hor~or caused by the violence of war. 

The symbol of the bull is a precise moral symbol of the forces 

of darkness which fasci• kad loosed in Bu.rope. The half­

human minotaur reaches out to extinguish a candle that a little 

girl holds. The candle, for Picasso, is a symbol of the 

conscience. Violence is seen in the mutilated horse and 

female matador. On a ladder at the left is a bearded Christ­

figure sa.dly observing the scene. In the window are two 

gentle girls with pigeons, the symbol of peace. As an 

allegory, the picture is beyond precise meaning. What it 

does show are the forces of good and evil at war in the 

world, and t~e retreat of sa1vation and peace. In the same 

year (1937) Picasso painted his tragic mural, 1-1Guernica" 

(fig. 34). Here again there is no color--only the agony of 

death and senseless destruction. 'lbe s•e symbols appear: 

the bull, the dying horse, and the candle. Picasse explained 

the symbolism, simply declaring that the bull ••is brutality 

and darlmess • • • the horse represents the people."50 'lbe 

enemy is the man who exploits his fellow human beings frca 

motives of self-interest and profit. 

Picasso seems to play a g•e with life, constantly aak­

ing the question ... I this? Am I that?" His ■ultitade of 

Hunter, p. 214. 
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styles ask the question and proTide a partial uaswer. 'l'his 

is what he meant when he said: "Art is a lie that makes us 

realize tnth. 1151 If art poses this question and forces us 

toward a realization of truth about ourselves, then it is an 

aid to conscience as Paul understands it. For the judging 

conscience accuses the doer with an accusation he -,uld 

rather avoid. 

What, then, is the relevance of this art for the 

Christian? Violence and injustice in the external 'IIDrld 

should create a hea1t~ anxiety within the Christian. This 

is not a hopeless anxiety, nor is it a fear for injury to 

the self. Rather, it is a fear that violence will bring 

harm to the innocent, the helpless and the weak. 'lbese are 

the innocent, in the sense that they are not responsible for 

the destruction caused by hateful men. Violence caused by 

hate is the reversal of God's activity in the world, and it 

is the Christian's responsibility to assist God's work to 

keep human life human in the world. We are iD~lnd, whether 

we like it or not, in the li-ves and welfare of others. 'l'he 

knoWl.edge and feeling of the inner turmoil that this art 

brings is the first step toward action in ethics. 

51 Neumeyer, p. 112. 



Man in the Cosmos ------

CHAP'lBR II 

mB G.BIQJS OP NAM 

For what can be l:DaWD about God 
ia p1ain to them, becaaae God has 
shown it to them. Bftr since the 
creation of the 11Dr1d his inrisi­
ble natuee, nuaely,. bis eternal 
power and deity, has been clearly 
perceived in the things *hat haft 
been made. Se they are wi thoat 
excuse; for although tht!7 Jcnew 
God they did not hoDOr hi■ as God 
of give thanks to hilll, but they 
bec-e futile in their thinking 
and their senseless minds were 
darkened. Claiming to be wise, 
they becae f oUs and exchanged 
the glory of the La;ortal God for 
iaages resemb1ing mortal ■an or 
birds or anillla1s or reptiles • 

. Therefore God gai,e them up in the 
lasts of their hearts te impurity, 
to the dishonoring of their mdiea 
among themselves, because they ex­
changed the truth about Ged for a 
lie and W11Drshiped and served the 
creature rather than the Creator, 
Who is blessed forever I Aaen • 

.ac.. 1:19-25 

Up to this point we have been discussing man in his own 

individuality. We now turn to the Yiew of man as he partici­

pates in mankin&--man in the generic sense. Man is always in 

relationship, both to the cosmos and to God. 7bia relation­

ship places man in an ambiguous position: man is free torre­

fuse God, but he is not free to remove the consequences of 

this refusal. on top of this, creation itself has an •big­

uous character: it is placed by God at man's disposal. to use 

for his benefit, bat it also is the field of activity for 
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evil, demonic powers. AS a being endowed i,,, God with special 

faculties, man stands between God and the creation and aust 

decide between the two. 

The existential anguish of man is what incites 
him to seek God; but his anguish 1111st be so 
dee~ and far-reaching that it ceases te be sat­
isf1ed by fallacious responses. Man in search 
o_f God must be elll.ightened with regard to the 
t~e facts of his situation. He ■ust becaae 
convinced that his search will not be success­
ful. Only then will ~e realize that he him­
self is the object of God's search •••• Be­
fore being saTed man is condemnedi but ae is 
condemned in order to be saTed; hi.s condemna­
tion is thefirst phaseof his sa1vation, for 
only he who knows he is lost, has recourse to 
grace and is able to appreciate its utter 
gratuity.1 

'lhe truth of God was p1ain1y accessible to men even be­

fore the revelation of Jesus Christ. God is kDOVD because He 

makes himself known and invites man into dialogue with him­

self. By its very exi.s tence, "creation yields a certain 

degree of know1edge of its Creator to the man who exercises 

upon it his reflective and e<>ntemplative faculties."2 Man 

enters this world without haTing willed his birth-he baa no 

contro1 over either birth or death-and as such he recognizes 

some •9powerrr greater than himself, compared to which he is 

nothing (,.Tanity"--.Bcc. 12:8). lbrough the mystery of beiDS 

and the mystery of creation, God speaks to aan, calling hill 

to consent to the uirtimate aeaning of things. Ma's anguish 

l Pranz J •. Leenhudt, 'Die .Bpif'tle .!!. ,!K_ RGaEf. P• 60. 

2 Ibid.\; p. 62. cf. w. Darid Staeey. lJ!.!. Pmliae Ylew 
,2! Kan, p. 200. 
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springs from his refusal to answer or acknowledge this ca11. 

The natura1 kno111edge of God, given to man through the creation, 

was sufficient to confront men with the basic a1ternatins. 

In a semi-abstract painting, "Dulles with Ray of Lightn 

(fig. 35), Lyonel Peininger initiates us illto a wrld in 

which all the mystery of God's creation breaks forth in raya 

of light. The finitude of aan in ccaparison to the created 

world is seen in the size relation between the men and their 

surroundings. Feininger 118.S also an accanpiished cartoonist, 

Which speaks well of the intimate connection between the cadc 

and the cosmic in life. Laughter, too, is a gift fra. God 

that aids the person in opening up the self to new possibilities. 

But the crucial question that remains to be answered is 

the question of how man has put his knowledge to use. Reginald 

Butler gives a precise answer in his aculpture, •"l'be Manipul.ator" 

(fig. 36). Standing on a grid, \'ebich seems to say that by 

his very action man is al.ien•ted from the created world, au 

tries to manipul.ate the controls of destiny. 'l'he "Pin head" 

(a physical design that we will meet again in Henry Moore) 

implies the ~eduction of rational faculties, while, with gaze 

uplifted, the figure expects God to do hi• bidding. 

Having known God, man should haft recognized Bi■ by 

making this knowledge the rule of life.· But •an was intent 

on reversing the process, and instead of obserring that the 

world and his own ezisten~ were shaped by God, aan b!ase1f 

wished to control the origin and elld of all thine•• Lather's 
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distinction, •-Gott oder Abgott, n is a Yal.id description. of 

man's psycho1ogiea1 processes. Man's "existence demands a 

principl.e around Which he can organize and by which he c&D 

direct his 1ife. He must choose, therefore, not whether be 

will serve God but which God he will serve, the God who aade 

him or the gods he has made."3 Man mows the wrath ef God, 

and by anatura.1 revelation" (or nrevelation through creationn) 

Pa.u1 does not demonstrate man's nearness to God, but the 

great distance frOIII Him in which tbe whole man stands. 

Sanehow man must deal with the consequences of his own 

refusal. to acknowledge God. •'Man is no longer in agreement 

with creation, but that is because man, not creation, has 

sinned. Ideally, man should find his place in creation as 

in a temp1ef; He is the ce1ebrant of the liturgy of creation.•A 

But the eerie fact is that now the cosmos has gained the 

upper hand over the individua1. •---l'he cosmos comes to con­

stitute an independent super-self over all iDdividua1 sel-.es. 115 

The cosmos had been created for man's benefit, but now thia 

benefit is lost. Instead Df man controlling the creation, 

the creation now defines ■an. 'I.bis is the first consequence 

of his refusal. of God. 

Artists, although they do not have the same intellectual 

orientation as Paul., depict this reversal. in a number of 

3 James I McCord, bow Thyselfs 'l'he Biblical Doctrine 
~ Haman Depravity in~ Nature of IIU::-p. 2i. 

4 Pie-Raymond B.q-ey, Religious Mj_ 2 ~ p,entietla 
Century, p. 112. 

5 Rudolf Bul tauum, Deo1ogy af. illA l.uf I11:tPW I, P• 256• 
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instances, even though they might do this quite 1111aonscioaal.y. 

We have already discussed Wil1em de Xoc,nj■g•s teclmique of 

''no-enviroDment"6 which raises the question of •'llhere" or 

man 1 s "p.lace" in the enviroDment. Por de Kooning, "'no­

environment• is a metaphysical concept with physical. ■ater-

iality. • • 
,.7 Man now has no giTen p1ace in the creation 

and must conduct a constant search to find his relationship 

again-. 

Harrison Covington, in his painting "Man against Land­

scapen (fig. 37), shows bow indefinable man has become in 

relation to the 1«>rld oTer which he once had aaatery. Sidney 

Nolan, influenced by the reaote land.scape of Auatral.ia, p1aces 

the figure in an extreme environment. In ••Bxplorer, Rocky 

Landscapere (fig~ 38), Nolan erases the fomal distinction 

between man and the earth. Be>th man and creation present a 

bleak picture, heightened by the nakedness of man. In 

Australia, stripping off clothes is legendarily the last 

crazed, autanatic act of a man dying for lack of water in a 

wasteland. Man is no longer the earth's beneficiary. 

While the creation no longer benefits ■an, it is sti11 

at his disposal. Turning away from his Creator, ■an turns 

to the creation. But to seek life in the coaos is a 

delusion, because tbis world is passing away. n, seek life 

in it means to have the presaaption to seek life in the dis-

6 

7 

Supra, p. 14~ 

'lbaaas B. Hess, Will-~ EOO~Df• p. 18. 
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posable. •-ue who derives life out of the trusitory 11W1t, 

himself, perish with the perishing of the transitory • ..S 'lhe 

transitory 1'Drld will take man with it. Balc:cab Greene's 

"Composition 1958° (fig. 39) hints at a rec1imng figure, 

yet the whole composition is in transition which suggests 

waves of motion. Humanity (pasa ~-&11 flesh) is transient. 

The second consequence of man's refusal to acknow1edge 

God is the perversion of the relationship between man and God. 

Man became '"'futile in his thinking," and exchanged the glory 

of God for images of his own making. 'l"he consequence is 

idolatry. In conflict with nature, man must have a means 

through Which to appease the hostile forces ranged against 

him. Much of modern sculpture resembles priaitift acu1pture 

Whose purpose it was to propitiate hostile spirits or cc:mjure 

up supernatural aid. Some of these modern plastic iaages 

partake somewhat of the character of a fetish or sh•aa: a 

magical image to control the irrational .orld. Jacques 

Lipchitz• totem, ••song of the Vowe1s" (fig. 40), represents 

the primitive spirit of modern sculpture. Its title canes 

from prayers the priests of ancient Bgyp~ sang to samaon up 

the forces of nature. Its shape resembles the fom of a 

harp, a symbol of prayer. African Negroes regarded the harp 

as related to the loan. 1"l'hey called on its 11eaT.1.ng of 

sounds for aid against the chaotic terrors of the III01'1d•"9 

8 

9 

Ibid., P• 232. cf. I Cor. 15:50. 

~ Bumacher, L!J>!?hiim, p. 49• 
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lb.e whole scu1pture suggests an a11eluia without 110rda, a 

plea for aid in the face of the terrors of life. ''Pigure" 

(fig. 41) is another scu1pture of primitiYe influence, but 

in 'this instance it resembles a primiti-ve ■an whose body is 

linked to the earth. of ten Lipchi tz' work will c:cabine human 

and animal forms. Resembling the gargoyles of Gothic art, 

they express the primitive need to worship animals rather 

than human shapes, the embodiment of a prllli tive fear for 

what was greater or stronger than the self. 

We should not assume that these sculptures express the 

perverted faith of the scu1ptor (Lipchitz is of the Jewish 

faith). Rather they are a symbolical expression of the need 

to appease the menacing aspects of our age, an age that has 

seen two World Wars and ,lives under the threat of atomic 

annihilation. one can't help but sense the hope1esaneas 

embodied in these wierd forms--a fearful turning away froa 

an irrational threat to an irrational super-power. 'l'he R.oaan 

gods have lost their efficacy and the Romans themselves are 

left with their own self-destroying power, a power they can 

no longer control. Man in the cosmos turning to the powers 

of the cosmos is trapped in the cycle of his OWD idolatry. 

There is no way out, for nuntil an heir c:caes into his 

inheritance, that heir is no better than a sla-.e. So also 

mankind before the advent of the Christ was enslaved to the 

elements of the world. 1116 

18 Frederick Danke2r, !!!, _!! Conflict, p. 10. 
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Another alternative is to attempt to reshape the IIIDrld. 

In art this attempt was declared by Surrealism: 

The Surreal.ist Manifesto• •• declared waroa 
all those laws and conventions Which stifled the 
human spirit. Liberation could on1y be achieTed 
by rejecting reality, abandoning reason and all 
mora1, religious, or aesthetic consideratiens 
in order to surrender unreservedly to the inflnite 
mystery of dreams and imagination. Iaagination 
itself could build a "real world" controlled by 
Baudelaire 1 s logic of nonsense. Dr·e•s sotwed 
all problems because they clearly re-yealed the 
mind's authentic activity. Disciples of Preud, 
the Surrealists regarded themselves as "record­
ing apparatus" for the voice of the unconscious. 
'Ibey had a limitless belief in all the products 
of automatism.1 

The American artist literally closest to Surrealism is 

Peter Blume. In his painting, ,.The .Rock" (fig. 42), he 

speaks of man's struggle with hostile nature and his effort 

to build a new world out of the rubble· of the old. 'l'he figures, 

drawn in the style of comic book characters, labor in primitive 

fashion without the help of technology. Al.though surrealistic 

sym.bels supposedly never declare their precise meaning, the 

rock appears to be the fettish (a broken world still hostile?) 

that must still be appeased. 

The third consequence of man's refusal to acknowledge 

God is the perversion of the relationshiJn.'llritb his neighbor. 

The effects are seen and felt wherever animosity surfaces in 

personal relationships. We haYe already seen this animosity 

U Emile Langui, aQ_ Years 9.f. Modern Art. P• 42. 
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portrayed by the social realists. In this present context, 

we dea1 with three artists Whose major theme is death. A11 

mankind is implicated by death in the midst of life. Man is 

death to man.. The law of God operates to make audible to ■an 

the fact that he does not belong to himself. Man is constant1y 

being bound together with other men at whose disposal. he 

ought to place himself. 

Influenced by a collection of German '-'death auks" and 

also by the human skeletons unearthed in the excavation of 

Pompeii, Leonard Baskin views the ht.man figure as definig our 

utter solidarity. Man is an image that perishes in his own 

physical defi1ement and spiritua1 corruption. In his 

Crucifixion series, Rico Lebrun symbolized mankinC in the 

figures of the soldiers around the crosa: "cnerburdeaedwith 

armor lilce nocturnal animals, [theyJ are the a)'llbols of most 

of us, armored against true compassion."12 In a series of 

drawings to illustrate an edition of Dante's Jnferno - (fig. 43), 

Lebrun envisioned mankind as decapitated and split frcm neck 

to thigh. Lebrun denies that his art is morbid. By painting 

the iaage of his mind, he is delivered of the inner pain. 

Stephen Greene's vision of death in life takes the shape 

ef amputees lying in coffins and cripples on crutches. As 

in •'The Burial" (fig. 44), the figures are al.ways separated 

frcm one another, condemned to their own world of suffering. 

12 Seldon Rodman, Conversations with .Artists. P• 34. 
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.BYen when he faces a similar fate with other humans, aan 

cannot find a unifying bond for fellowship, not e-.en a fellow­

ship 0f suffering. 'Ibis looks to us as a rather morbid picture. 

But when Paul speaks of the n•eon of death," he doesn't just 

mean the termination of this life. He means to say that 

judgment rests on this life too, on the living. Death in 

the midst of life is the Pauline view of humanity's existence 

apart fr<m acknowledgement of God. "Death rul.es supreme in 

this world--and it is to miss the point to ask whether this 

means physical, spiritual, or eternal death. Death is the 

status of all~• be~eng to this world, the chi1dren of 

Adam·~·:,13 

What, then, is the relevance of this art, which portrays 

man in the cc,SJ11os, fer the Christian? It is certainly not 

painted to enable us to say: ••Lord, I thank lbee that I am rnot 

as other men are ••• u In Rom. l:·18 Paul is speaking of men 

in general (anthropoi) and in consequence even Christians are 

included. Paul's statement about "natural man" is not an 

invitation to pride, for "Christians must recognise th•-

sel ves ever afresh in wh.at is said of 1'1Dan .. 1 ; they too were 

formerly enslaved to shameful sins (6:21; I Cor. 6:lOff.): 

they should remember that if they wish to have a true under­

standing of the grace of Jesus Christ."14 'lbe error of natural 

13 Anders Nygren, &maans, p. 22. 

14 Leenhardt, P• 59. 
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man is not an intellectual one. The fact is that they do 

not treat God as God. Seeing His power, they do not return 

to Ilia the honor that is Bis due, nor do they make Ria 

presence the ru1e for their 1iTing. "'l'heir error is religious, 

it is sin. Salvation w:i.11 consist not in better i.nfonaation, 

but in repentance.ulS This art leads us to see th&t the 

redeemed cosmos is also a fa11en cosmos. Therefore we ■ust 

reject utopian dreams and live creatively (but limited) in 

the always ambiguous present. we li~e, not as those wo 

have no hope, but as those who are conscious of the fact 

that God has appr~ached the wor1d in the cross of Christ, 

laid bare the world's sin, ~d proclaimed liberty to the 

captives. 

Archetypal ~ ,!:!!!! Primal M!!!, He is the image of the in­
visible God, the first-born 
of al.l creation; for in him 
all things were created ••• 

Col. 1:15-16& 

Por as by a man came death, 
by a man has cme also the 
resurrection of the dead. 
Por as in Man a11 die, so 
also in Christ sh&ll all be 
made alive. 

I Cor. 15:21-22 

The problem of man in the co-os is also the prob.1• of 

man. in history, and ■&ll in ldstoay is always dependent on 

what has gone before him. In discussi119 aan•s relation to 

his origin, Pau1 riews man both in relationship to Ad- and 

15 Ibid., p. 65. 



48 

to Christ. While his meaning an4 intent is clear, Paul•a 

terminol.ogy is not a1ways so. lnvo1ved are the definition 

of archetype and prima1 man. In Co1. 1:l.S Paul speaks of 

Christ as the origin and goal of creation. In other p1acea 

(I Cor~ 8:6; Rom~' 11:36), God is the origin and goal .Ue 

Christ is the medium and agent. Paul calls Christ the "first­

born of all creation" not in the sense of time, but in the 

sense of being supreme, prior to the created world. In this 

case, it would be correct to call Christ the 11first ■an," the 

prototype (or archetype) for all creation, man included. But 

in I Cor. 15:45 Paul can use the title nfirst man•• in refer­

ence to Adam, through whom death came upon creation and to all 

men. Paul understands Ad• as a collective and cosmic being, 

and therefore mankind as an organic unity--a single body under 

a single head, Adam. Both Adam and Christ show us •411an in 

humanity and humanity in the man. 1116 

Now the relationship between Adam and Christ is not a 

relationship in time sequence but in eschatologica1 importance. 

Adam is "first" in that he· stands for the universality of sin; 

Christ is 0 first" in that he stands for the universality of 

grace.17 Adam reveals the fallen nature of nan; <21rist re-.eals 

the true nature of man as intended by God in creation. Qirist 

is the ' 'last Adam" because he is the inaugurator of the 11ew 

age. Adam is psychikon (physica11y ali~); Christ is ppeuma­

tikon (spiritua11y alive), and both are men. "'lbe new, last 

16 

· 17 

Karl Barth, Christ .!!!,!! Ad•, p. 44-45. 

Nygren. p. i1s. 
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Adam is a.dam, 'tfv8f"l"DS , MAN, just as his predecessor was; but 

at the same time he is what his predecessor was not--naae1y 
...., 

"ff '1£0 µ#.. • ,,18 

'lbrough the sin of the first man, sin and its consequencei 

death, entered the world (Rom. 5:12). Man today is no dif­

ferent than Adam.--in fact he is adaa, mankind. "Paul does 

net here maintain that each man has by his birth inherited 
j ';, 1. 

Adam's sin, but only that it is since Adam's sin~to be found 

in every man, and that in consequence of the sin of each ■an, 

all men die."19 Bach individual man is responsible for his 

own sin. This is an important fact for Paul, for only thus 

is man gui1 ty for his own death. 

In order that the succeeding discussion will have scme 

base of reference, we will risk a precise definition. Christ 

is both the archetype end.creation and the primal man. He i.s -
the archetype because in him all things are created--he is 

"the heavenly pattern on the basis of which .empirical man is 

made. 1120 He is the primal man because he heads the humanity 

of the new age. Adam, on the other hand, cannot be spoken 

of as archetypal man in the Pauline sense, because he is in 

no way the pattern for the creation. Adam is only pr:ima.1 

man, in the sense that he stands at the head of humanity 

in bondage to sin and death. 

Our discussion becomes increasingly complex 'Nb.en we 

18 

19 

Charles JC. Barrett, Prem Pirst Adam !2, Last, p. 74. 

Werner Georg JCtlnael, !!!!!, i:!!_ !!!,!_ ~ Test•ent. p. 64-6S. 

Barrett. p. 85. 
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attempt to re1ate Paul's views to modern art. Modern art 

takes its definition of archetypal man fran Jungian psycho1ogy. 

According to Jung, individual aen participate in a co11ective 

psyche. All of us "are part of an a11-embracing psychic life, 

of a single 1tgreatest,. aan, to quote Swendenbors."21 As a 
-

11structura1 &Qmponent of the co11ective unconscious,., the 

narchetype- is a universal thought foJ:JD (idea) 'Which contains 

a large element of emotion. Tb.is thought form creates images 

or visions that correspond in normal life to some aspect of 

the conscious situation·. n 22 'lhe archetype is determined both 

by an inner predisposition to perceive the world in a certain 

manner and by the actual nature of that world. What gives 

the archetype stability and a permanent deposit in the mind 

is man's experience of it that has been constantly repeated 

for many generations. 

Modern man has been in search for a new language of fona 

to satisfy new longings and aspirations--longings for mental 

appeasement, aspirations to unity, harmony, serenity--an end 

to man's alienation from nature. Man is searching for a new 

iconography, a new incarnation of form. Henry Moore, an 

English sculptor, has attempted to meet that need by creating 

nan archetypal and essentially sacral art in a secularized 

age whose canon of highest values contains no deity, and the 

21 Carl G. Jung, Modern !!,!!! ~ Search gt_ .! Sou1, p. 210. 

22 Ca1vin s. Hall and Gardner Lindzey, 7heories 2f. 
Personality. p. 82. 
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true purpose of his [Moore•sJ art is the incarnation of this 

(archetypa1] deity in the world today. n 23 Moore has followed 

two main motifs through his artistic c:1evelotment: the rec1ining 

figure and mother and chi1d. In 1•.Reclining Figure" (fig. 45) 

the female shape becomes the archetype of the earth goddess. 

It is the symbol of materna1 Nature, the •-,rimordia1 Feminine," 

the giver and nourisher. Moore sees the earth as being 

feminine, while Paul., by his terminology, views it as ma1e. 

'lb.e reclining female figure takes on the shape of hi11s and 

valleys in a landscape which correlates the figure with the 

earth. The holes through the figure restore a symbol used 

even in prehistoric tiaes: the divine womb. Por Moore, the 

more abstract the form, the more "spiritua1ized" it is. 1.'he 

more a figure departs fraa the realistic, the more perfect 

it becomes as an archetype. 

The Primordial Feminiae is furthe-r symbolized in the 

Mother and Child sculptures • . Bven when the father is added, 

as in "Family Groupu (fig. 46), the emphasis is sti11 on the 

eternal dependence of the child on the mother. As in &11 

Jungian archetypes, the symbol has an ambiTa1ent character. 

"Mother Barth" can also become a death goddess, that is to 

say, she no longer shows only her good and nourishing side 

(fertility), but revea.J.s her negative, devouring, sinister, 

and cruel character. Dlring the blitz of London, Moore 

was among the civilians she1tered in the subway "tubes." 

23 
P• 17. 

Erich Neumann, ~ .Archetypa1 if<>J:1d 2f }!eDrY Moore. 



44 

This experience proved the inspiration for a series of ds'aw­

ings, in Which the feminine archetype became a she1tering 

cave in the earth--the "caTernous wcab of the Great Mother.•• 

'lbe setting ••• forms a direct contrast to the 
"natural" habitat of the large figures, and aay 
therefore be taken as a symbol of our ciTiliz­
tion, of our urban, walled-in existence, and of 
the restrictedness of our consciousness, which 
has lost touch with nature and life. It is a 
prison life that the settings show us, and our 
estrangement fran nature, our imprisonment in 
a world of walls, is revealed in the eerie loneli­
ness that surrounds each of the figures trapped 
in this terrifying mi1ieu.24 

The feminine archetype is al.so to be found in the work 

of Jean Dubuffet. Bored by aesthetics (''beauty is a cruel 

ideau), Dubuffet became the leader of the ~ brut (raw art) 

movement. He has made art pieces out of the debris of 

civi1ization: sponges, slag, lava, charred wood, steel wool, 

and broken glass all enter his created world. lbe major 

motif of Dubuffet's work is a ''mixture of familiarity and 

terrorn25 which well fits the equivocal character of the 

Jungian archetype. 0 B1ue Short Circuit, Woman's Body., (fig. 47) 

is a part of the 11(:orps de Dames" series in which Dabuffet 

set out to destroy the traditional ideas of time aDd space. 

The female body really becoaes a coarsely textured map, a 

part of history, a part of the earth. It has no scale or 

proportion--it is the human boaledy in a11 its tragic aspects. 

24 

25 

Ibid., P• 76. 

Peter Selz, ~ Images .2! ~, p. 65. 
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Dubuffet actually repudiates the Platonic view of man that 

lies in back of the archetypal idea. 'l"here is no "ideal" 

prototype for man, for how can we have a beautiful image if 

al.1 we experience of the world through each generation is the 

debris of civilization? If there is to be all archetype, then 

man must be its guage, even man with a crooked nose, a 

corpu1ent body, an aged frame. Beauty is nowhere. 

What, then, is the relevance of the iaages of "archetypal 

man" for the Christian? Without the knowledge of Christ, 

the archetype of creation, man is condemned to repeat the 

primal sin of Adam which is to affirm one's own deity. 

out of the father of the human race emerges (not 
by physical descent but by mytholegica1 develop.. 
ment) the supreme enemy of those who, physicUly, 
must trace their descent from him. He is the 
enemy of man because he is the enemy of God, I&Dd 
he is the enemy of God because, being God's 
creature, mau, he has claimed to be man's Creator, 
God.26 

Sin is not accidental. · It is present today because of 

the attitude man has toward himself. A perusal. through the 

work of Moore and Dubuffet cannot help but make one aware 

that man today desperately needs a sense of origin• The mean­

ing of history itself is a crucial. question fer conteaporary 

man. But the answer doesn't lie in the "first Adam," it is 

found only in the "second Adam,u Christ. It is a mistake, 

as Dubuffet p1ain1y saw, to seek the ideal. through canons 

26 Barrett, p. 12-13. 
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of tilae and space. But for man to destroy the concepts of 

time and space is sti11 for man to cons'trllct his own idea 

of the absolute in anarchy. OD.l.y in the eschatologica1 p1an 

of God is the reality of this world set in focus. If men 

today are to understand their participation in the primal. 

man, then it is up to Christians to witness to the dam of 

the new aeon, the divine act of deliverance. 



~ Christ-Figure 

CHAP'£.BR III 

1HS NEW HCl,lANITY 

HaTe this mind •ong your­
selves, 'Which you have in Christ 
Jesus, no, though he was in 'the 
form of God, did not count equa1-
ity with God a. thing to be grasp.. 
ed, but emptied hillself, taking 
the form of a servant, t>eing bofn 
in the likeness of men. And be­
ing found in human fora he 
humbled h:iaself and bec•e obed­
ient unto death, eTen death on 
a cross. 

Phi1. 2:5-8 

Christ redeemed us from the 
curse of the lawt. haring become 
a curse for us--~or it is writ­
ten, "Cursed be every one Who 
hangs on a tree" 

Gal. 3:13 

The creation which was subjected to chaos through Ad­

has DOif been reordered by Christ. Old Testament visions of 

the cosmic upheaval in the "Day of the Lordu have not been 

diminished in the person of Christ, who vanquished death and 

brought light to life. All the Jewish concepts of creation 

now find their counterpart in the Resurrection. 'lbe "Bndzeit 

corresponds to the Ur-zeit •• • nl Such is Paul's outlook, 

an outlook which was determined by his encounter with Christ 

on the road to Damascus. This reT01utionary meeting bec•e 

the crux for Paul's theology. All of history and creation 

are relative to the •Qu:istus PE.!. nobis," and are to be seea 

frcm this perspective. lthat we will emphasize in the present 

context are three concepts in Pauline Christology: Christ'• 

1 w.o. DaTies, P.au.l .and Rabbinic .Tuddsa. p. 49. 
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obedience (humi~ity), bis being made a curse, and his exal.ta­

tion. 

Christ came to redress the lordship oTer creation which 

Adam lost. At every point there is a negative correspondence 

between Christ and Adam. Adam was not cc,ntent to be the aon 

of man which he was; Christ accepted that position in all 

humility. 

So it is Christ that reveals the true nature 
of man. Man's nature in Adam is not, as is 
usually assumed, his true and original nature; 
it is on1y truly human at all in so far as it 
reflects and corresponds to essential human 
nature as it is found in Christ.2 

Jesus Christ has beceme the one man for all men; and all 

men in the one man. His "cosmic significance" is displayed 

by the dawn of the new aeon. 3 'lhe new age is no longer scae­

thing men have to look forward to--it has, by virtue of 

Christ's resurrection, already entered into the present. 

Eschatology conditions Paul's theology.4 

Paul believed that the eschatological process 
had already begun. The Christ had already 
appeared, and had 11t0n his cosmic victory in 
precisely those circtDDstances of humiliation 
and obscurity which were necessary if he were 
to give mankind a new start with the GodWard 
orientation in which man's true life exists.5 

Christ is the first of the pacaised crop to rise froa the 

dead, but what is true a6 Christ is not yet true of all men. 

2 Karl Barth, Christ and Adam, P• 43. 

3 

4 

5 

Anders Nygren, Raaans, p. 20ff. 

DaTies, p. 285. 

Charles JC. Barrett, Prem Pirs't Ad•~ Last, B. 93. 
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The fullness of the second aeon haa not yet ccae; it has 

only invaded the power of the first. The Christian ■an thus 

lives between the aeons, constantly caught between the tensioa 

, of light and darkness. But the pranise now belongs to ■an, a 

promise sealed by the victory of Christ. 

If there are not many artists today who deal with the 

specifically Christian theme, it is probably because the 

majority of them have misunderstood the eschatological reality 

of the Christian life. While the Christian does not have the 

short-term perspective of the secular man, he lives in the 

world of the secular, aelebrating all the new possibilities 

that have opened up within his long-term perspective. Dietrich 

Bonhoeffer sums up the Christian's new orientation when he 

writes: 

A Christian must plunge himself into the life 
of a godless world, without attempting to gloss 
over its ungodliness with a weneer of religion 
or trying to transfigure it. He must live a 
''Wordlyn life and so participate in the suffer­
ing of God. He may live a werld1y life as one 
emancillflted frca all religions and obligations. 
To be a Christian does not mean to be religious 
in a particular way, to cultivate saae particular 
form of asceticism--as a sinner, a penitent or 
a saint--but to be a man. It is not some 
religious act which makes a Christian what be 
is, but parti~ipation in the suffering of God 
in the world.6 

Christ's being (existence) "is understood aright only 

when it is understood as significant-for-■an being; hence, 

6 as quoted in Motiflt Magazine 24(Apri11964), P• S8. 



so 
it is not understood aright unless at the same time man's 

being is al.so understood as springing from God.•. and 

thereby oriented toward Him • • • 
,,.7 Such was the Yision of 

Brnst Barlach, the German scu1ptor persecuted by the Nazis. 

The whole panor-a of man's weakness finds expression in his 

work, but when men is suffering, he is participating in the 

suffering of Christ (II Cor. 1:5). In "Das Wiedersehen" 

(The Reunion, fig. 48) Barlach sees the meaning of life in 

the Christ-perspective, from llfhich point every human sit­

uation can then be celebrated: doubts and dre•s, ■ystery and 

humor, hope and sufferjng. "The Believer" (fig. 49) is no 

naive Christian with an out-of-this-world smile; he is one who 

has been transformed by his Lord. Courage to li ~ boldly in 

the world came from Barlach's conviction that God re-veals Bim• 

self to men in htlllan form, and the physical and external 

destruction can be mat'.ks of inner victory. God uses suffering, 

as in "Ft:ierende Al.te" (Freezing Old Woman, fig. 50) and "The 

Beggar" (fig. 51), to reveal man to himself. Bvi1 is not to 

be ignored, but sought out and conquered. 

The space surrounding Barlach's figures has an •bival:ence 

that makes the scul.ptures even more powerful. At one time the 

space seems threatening and plays the role of fate; at other 

times it 1itera11y seems to carry the figures. When mu 

"revolts against it, he is powerless and it destroys hilll; he 

7 
p. 229. 

Rudolf Bultmann, 'lheology R!., !l!!, ~ Testuaent X, 
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entrusts himself to it and it carries hm."8 Through the 

power of space, which is very impoz-tant in sculpture, Barlach 

witnesses to the meaning of suffering. ODly in the Resurrection 

has uspace» been oTerccme, and nspace" (being in the world) 

means suffering. "Through the fellowship of suffering the 

sufferer is released from the loneliness of his suffering.119 

1.'he aeon of death is transitory, and suffering varn.s the 

Christian not to get bound to the world, but to raise bis Tision 

to the new aeon and surrender to grace. 

Quite paradoxically Marc Chagall, a Russian Jew now livin1 

in France, speaks of this same insight. Amidst the terror of 

Nazi persecution, Christ on the ca,c,ss in "White Crucifixion" 

(fig. 52) is the unifying symbol for the suffering going on 

around him. Bven in Buropean Jewry the legend persisted that 

the suffering of the Jews in each •eneration would be cul.Jllina­

ted in one Ticarious figure, representative of his generation. 

Seen in Christ, the suffering is actually transcended, and 

the ray of light that caapassionuely centers on the cross 

relieves the agony of the surrounding darkness. 

Moved by a profound sense of human pathos, Georges 

Rouault was committed to become the paintej of the misery of 

wounded humanity. Rouault was uplifted in his self-set task 

by the conviction that "Art must be one of the forces that will 

8 
p. 4S. 

9 

Alfred Neumeyer, ~ Search !9.E_ Meaning in Modern .art, 

Bultaann, lbeology I, p. 350-351. 
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cure the imagination; it ■ust say that evil is ugly.• .n10 

There is a pji~!wal efficacy in art which provides a purpose 

for the struggle of the spirit. The power of Rouault's syabolic 

color, his tragic images which were inspired by ■edieval stained 

glass work, bring us to a ttmoment when every illlage on earth waa 

a reflected expression of God. 1111 UQ:arist•s Head" (fig. 53) 

resembles the etching, ••veronica• s Veil" in the Miserere 

series, which for Rouault was the syaboJ of Christ•s presence 

and mercy in a world of suffering. The etchings of the Miserere 

are a running commentary on man: "Are we not convicts? We 

believe ourselves kings. Who does not wear a mask? .. But al.l 

the drawings become a part o·f the passion of Christ, as Rouault 

states: "It is in His death that we have been ·baptizec:t. 111 2 

Toward the end of his life there entered a serenity of the 

spirit, and the scene switched fran the back streets of Paris 

to the peaceful landscape of Pal.estine. Finally Rouault waa 

captured by an inner vision of suffering overcome by love. 

"'Beauty is the form that love gives to things,' ~est Hellon13 

had tol.d him. ttLandscape with Figures" (fig. 54) wi messes 'to 

this love in a world transformed by the cross, which is sti11 

central in Rouault's painting. 

10 Sam Hunter, Modern French Painting, p. 149. 

11 Jacques Maritain, Bouauit, p. 9. 

12 Prank and Dorothy Get1ein, Georses Rouau1t•s Miserere, 
p. 87. 

13 Maritain, p. 34. 
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'-cbrist Scourged" (fig. 55) by Robert Hodgel.1 reaiDda 

gs, as it probably did Pau1 (II Cor. 6:4-5; 11:23), that 

humi1ia.tion is evidenced in suffering, and that the children 

of God are aiways thus treated 'tJ,, the world. Hodgell, IN>rk­

ing with linoleum blocks, uses a med.iua th•t of itse1f indi­

cates suffering, for the block must be gouged to produce the 

image. While the obedience of Christ is the ideal. to be 

imitated, we are reminded that the servant is always vul.Der­

able". 

For the Jew, death by crucifixion was the most abhorrent 

of all deaths, not just because of its cruelty and shaae, but 

al.so because it inwlved the curse of the Tor.ah (Deut. 21:23). 

lbe crucified one defiled the land; the victim was considered 

outside the camnunity of Israel. and thus outside the covenant 

and damned. Against this background Pau1 brings out the 

truly shattering aspect of the "Christ for us" when he speaks 

of the "curse for us." '11:le faces of the surrounding figures 

in otis Huband's woodcut, 11Descent from the Crossn (fig. 56), 

are turned upward in disbelief and awe that such a fate could 

befall Christ. lbeir Lord, who was rich--poasessed of dirine 

weal.th and power--became poor in death so they might be rich 

(II Cor. 8:9). But the cross, the symbe1 of the. outcast, is 

a1so the beginniag of the new day. Margaret Rigg weighs 

visua1ly this ear1y dawn in "Dark Crucifixion• (fig. 57). 

lbe abstract figure on the cross a1ready appears exal.ted in 

victory as the first light of the new day jaat begina to cas't 
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away the shadows of the oid. 

what significance, then, does this art h&Ye for the 

Christian? Many Christians might be shocked at first, aa 

were the Qiristians in Rouau:lt's inner circ1e of friend.a, 

at this artistic vision of Christ. nconteaporary maa seas 

to f1ee from the dangers and responsibilities of indiTiduaJ. 

identity.1114 Such identity is a1ways invol.Ted with integrity. 

We wou1d rather idealize and sentimenta1ize Life than face 

it in its suffering aspects. But Christ abandoned the throne 

of power and entered this world of human sin and suffering. 

He stood obedient in si1ence before unjust judgment and cried 

out in despair at the moment of death. If Christian art is 

to portray Christ, then it will haTe to do so in a11 honesty. 

Art is able to do this, for the ncriterion of the modern 

artist is Truth rather than Beauty."15 In this age of nihiJ.i•, 

nothing less than truth is permissible for Christians. Truth 

is as real as night and day, 1ife and death. If the light 

of the nel'l aeon is to transform the darkness of the old, then 

the curse of the old aeon must be faced in honesty, eTeD if 

such honesty takes us down to the pit of Sheol. But e..en 

when this happens, the Christian can say: n1f I a&ke ay bed 

in Sheol, thou art there 111 
( P.s. 139: sy. 

14 Margaret Rigg, irotis Hqlaand, Jr.: Graphics," JlotiTe 
Magazine, DIII (November l.962), 27. 

15 Pinley BYersole, Die Braye Hew World of the Modern 
Artist ia Christian Paith and the &nfenporar;'A°r'ii; p. 53. 



The New Man --- Therefore, if .any one is in Christ, 
he is a new creation; the o1d has 
passed away, beholdi. the new bas 
come. AJ.l this is rrcm God, llho 
through Christ reconci1ed us ~o 
hillself and gaYe us the ■iniauy 
of reconciliation; that is, God 
was in Christ reconciling the 
world to himse1f, not eouating 
their trespasses against th•, 
and entrusting to us the message 
of reconcili·ation. 

II Cor. 5:17-19 

By the power of Christ's resurrection the creation is 

now moving in, by and through Christ. It is a •renovated 

creation1
•
16 already in the present time, because the person 

who is 11in Christ" is already being transformed (II Cor. 3:18). 

To be "in Christ .. ■eans to die and rise with Him. II Cor. S: 

17-19 combines the --two needful elements in redemption--the 

cosmic act of deliverance, and the inner anthropo1,gica1 

rectification of man's existence in the sight of God.•17 

Patll. can be jubilant over this fact as he sees the b1essinga 

and :immense potentialities for mankind. Preedom is unlimited-­

nothing can hinder us .. in Christ• because the -.ery essence 

of the new creation is that it is mora1 and spiritua1, not, 

as is often pictured in prophetic and apocalyptic literature, 

an actua1 new heaven and new earth. nl8 Reconciliation will 

16 

17 

Louis H. Taylor, :!1!! l!!!!, Creation, P• 10. 

Barrett, p. 117. 

l8 Alfred Plummer, Second Bpist1e of st. Pau1 !!. .!l!!, 
Corinthians, .!,g2, p. 181. 
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not cane through the cosmos alone, for man in his sinful 

state must be reconciled to God, not God (through the co•os) 

to man. 

The act of deliverance has been cc:111pleted with refer-

ence to the cosmos, but this does not necessarily provide the 

certitude that inner rectification will be the destiny of every 

single man. While resurrection and life arettkemmark of the 

new age, those who continue to life in the old continue to 

live in death. "The renewed cosmos no more guarantees their 

faith and obedience than the as yet unfallen COSIN>S guaranteed 

Adam's. ,al.9 Bven the Christian, insofar as he must still liYe 

in the finite world, is an inhabitant of two worlds at the 

same time~- But he has the pranise and seal that he has been 

incorporated by Christ in the resurrected huaanity. Jesus 

Christ 

ia clearly the representative of an undetermined 
multitude of other men. In Bis life and destiny 
He represents and anticipa~es their life and 
their destiny so that they, without ceasing to 
be distinct indiYiduals, must make their life an 
image and reflection of His life and mu1Jt work 
out the destiny that overtook them in Ilia. 'lhey 
have to identify themselves with Blll, because He 
has a1ready identified Himself with them. 'lbere 
is no question of any merging or any confusion 
between Him and them, but neither can there be 
any question of any abstraction or separation. 
He in His individuality is theirs, and so they 
in their indiYiduality can only be His. 'lbe 
ineffaceable distinction betweea Him and thell 
is the guarantee of their indissoluble unity 
with Him. 'Dley as receivers are subordinated 
and yet indissolubly related to Him as GiTer;­
they as ■embers are subordinated and yet indis­
solubly united to Hilll as Head.20 

19 

20 

Barrett, p. 117. 

Barth, • 41. 
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On1y rain Christ0 are men integrated into the eschato1ogica1 

process. What this means is that the facts of Christ are re­

enacted in the life of the Christian. Christ was bound in death 

in the old aeon only to rise to the light of the new. ''Man" 

(fig. 58), a wood engraving by Hans Or1oaiski, is going through 

this process of release from the bondage of darkness to enter 

into a life of new possibility. l1le figure could nry easily 

have been tit led '-cbr is t. n 

If Christ died to this world, so haTe the members 
of His body; if He has risen into newness of llife, 
so have they; if He being risen fran the dead 
dieth no more, neither do they; if God has glori­
fied Him, He has also glorified them. 'l'hey are 
righteous, holt, glorious, immortal, according 
to the prophec1es, with the righteousness, holi­
ness, glory and imlllortality which are His in fu11 
rea11tyt and are theirs in the comaunion of His 
Body--"1n Christ". 1his means that Christians 
are already partakers in the .Age to Ccae "in 
Christ" and that future events can on1y make this 
fact explicit.21 

There is no need to resurrect those who haTe already died 

with Christ. Instead, Paul speaks a.bout the "revealing of the 

sons of God" (Rom. 8:19). When Christians are dead, they are 

"dead in Christ" (I Thess. 4:16). lhis, and other passages, 

show that Paul conceives of the Christian life not just as 

one religious possibility among others, but a life that finds 

its existence only in Christ. The Christian already 1iTes in 

the ''kingdom of Christ" (Col. 1:12-13). 

21 DaTies, p. 318-319. 
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The individual process of incorporating the Christian 

"in Christ" involYes grace. Paul does not know of a grace 

which enhances or strengthens man's moral capability. This 

concept is reserved for 11Spirit." Rather, Paul Yiews God's 

grace as inextricably bound together with God's judgeship, 

with His dealing with man precisely as the Judge. God's 

wrath continues to be at work. Grace is tied to the sing1e 

act of Christ for men, a precise deed through whicla grace 

now becomes an eschatological deed. 22 Paul Yiewa Christ's 

death not so much as the propitiatory sacrifice for the sins 

of men, but as an obedience whereby Christ acccaplished what 

Adam and the sons of Adam could not. For this reason God 

exalted Hill, and recognized in His death the ground for ill­

parting righteousness to men. Righteousness inirolves man in 

a relationship with God. It is a forensic term that does 

~ mean the ethical quality of the person. ~-Diltaiosyne is 

not something a person has as his own; rather it is soaething 

he bas in the verdictcof the ~fortm' ••• to which he is 

accountable."23 "Therefore, the righteousness which God 

adjudicates to man (the man of faith) is not 'sin1essness• 

in the sense of ethical perfection, but is •sin1essness' iD 

the sense that God does not •count• man•s sin against hia 

(II Cor. 5:19) ... 24 Modern man's search for authenticity can 

22 

23 

24 

Bal:tmann, lheology I, p. 289. 
Ibid., p. 272. 

Ibid., P• 276. 
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only be met in this "righteousness frm God." Man wants to 

be righteous, for on1y as righteous can he stand before God. 

God does not just pretend "as if" man were righteous--He 

actually takes him to be a different person than he is. 

"If Christ is not sufficient throughout, then Christ is 

completely inefficient •••• Jesus is either the SaTior 

of the tota1 man, totally, or He is not the Cbrist."2.5 

Only when man knows that he has been accepted bf God can be 

possibly accept himself. 

'lb.e Christian man is sti11 sarx. He knows that trfl.esh 

and blood cannot inherit the IC.ingdom of God." But be sees 

in himself a transformation going on that will be completed 

at the Parousia, the coming of Christ in glory. 'lb.e scma, 

which in itself is not inherently evil, wil1 then be trans­

formed into a spiritual body. nPaul did not think of a 

resurrection of the flesh. For him, resurrection aeant the 

transformation of the person and the reaeation of the body, 

for life on a spiritual plane."26 While the outward ■an of 

flesh decays, the inward man is daily renewed. ''1.be Christian 

does not desire, like such Gnostics, to be •unclothed,' but 

he desires to be •further clothed' (€1TEvcf&'c:r0tcrth,, II Cor. 5:4); 

he yearns for the heaTenly garment, •for we wi11 not be found 

naked when we have diTested ourselYes (of our present physic&1 

25 

26 

Frederick w. Danker, !!!;!l i,!! Confl.ict, p. 4. 

w. Darid Stacey, 1l!.!_ Pauline Yiew 9i,_ Man, p. 189. 
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body)'."27 'Ibis transformation is gradua1 and progressiTe, 

and as such it inY01ves the Christian in the process of 

becoaing.· .. Arise" (fig. 59) by Henry Rox is the dai1y call 

issued the Christian. The bonds of the o1d are still with 

the Christian, but on his face registers the assurance that 

the grave c1othes of sarx wil.1 not prevent the spiritual. 

soma from finding its authentic heme. 

"I aa seeking for the bridge which 1eads frma the visible 

to the invisible, .. ~s wrote Max Becmann, a ".transcendental. 

rea1ist" who was persecuted by the Nazis. "•I assume,' he 

said, 'that there are two worlds: the world of spiritua.t. life 

and the world of politica1 reaJ.ity. Both are manifestations 

of life which may sanetimes coincide but are very different 

in princip1e. 0 •
29 In his 1ife, Max Beclmann sought peace 

and spiritual transcendence, but it was a life subject to the 

specter of mankind violated in the blind nationa1ism of the 

Third Reich. In order to portray what he saw and felt, 

Beckmann reverted to the use of Gothic altarpieces: the trip­

tt9h-;_. Into the three joined canTases Beclmann presaed the 

entire dramatis personae of his vivid imagination. 1be fona 

of the triptych itself speaks of sacred and moral inc:lignaticm: 

"cynicism and fatalism on the one hand, a seuch for bal.ance 

and order on the other; heroic vitalisaa and a fascination lltlth 

27 Bu1tmann, Theology I, P• 202. 
28 Alfred Werner, •'Max Becl::mamu l'he Life,•• Arta Myyine, 

39 (December 1964), G~. 
29 Charl.es Kess1er1 ''Max Beckaann's Triptychs," MS• 

Magazine, 39 (December 1~64), 46. 
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brute force, and then again a 1ongillg for peace and spiritual 

transcendence. 1130 

In his famous triptych, 11Departure11 (center pane1, fig. 60), 

BeclJDann painted the opposition of worldly bondage to meta­

physica1 release. 'lbe center pane1 is a picture of peace. 

In the boat f1oating on the blue sea of eternity stands the 

Fisher ling (ac.:Christ-f igure) who confers peace on the group. 

symbo1ized by his right hand ha1f-raised in the sign of 

b1essing. Beckmann referred to the wcaan as "the Queen," 

who carries the greatest treasure, a child. She is the 

symbol. of Preedca• which itself is the departure, the new 

start. The wings of "Departure" present the tragic al terna­

tives: woman .bound to man as her inverted and negated mate, 

and woman as the sadistic sacrifice of man. 'lb.ere is nothing 

to suggest that their re1ationship is natural.. Here too, 

space is an important factor. In the wings the space is 

overcrowded and constricting, while in the middle panel the 

space opens up. Prom this daily tension man can never be 

free --While Life plays the drum." 'lbe pattern is repeated 

in ... 111e Temptation of St. Anthony" (fig. 61). In the center 

we have a seene of relief, while lust and death continue 

their inevitable dialectic in the wings. Beckllann's triP-

tychs have been removed from the altar ta become public 

billboards. 

30 Ibid., p. 52 • 
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The tension between the two aeons can best be seen in 

the compsrison of "B1indman's Buff,. (center panel, fig. 62) 

with the center panel of "'l'he Argonauts" (fig. 63). hocati,re 

colors portray the sensuality of sarx in .. Blindaan's Buff." 

While the beast looms in the background, ■an contents him­

self with reveling. Time and the drummer are the sy■bols 

of finite existence. 'Ibe forlorn harpist plucks the strings 

of the aesthetic life in resignation. 'lbe ladder is the 

central symbol in "The Argonauts.u It has associations both 

with the crucifixion and the painter's easel, but here we 

must see in it evidence of Beckmann's own spiritual striYiag. 

In this final painting he has arrived. Less than twenty-four 

hours after completing the triptych, be was dead of a heart 

attack. 

What, then, is the significance of this art for the 

Christian? 'lbe first thing one notices wen searching for 

art work to illustrate the Paul!hcYiew of the new man, is 

that there isn't much work to draw on. An airtist mu.st be 

honest about the world he experiences, but beyond the state­

ment that possibilitJes of a new sort do exist for ■an, there 

■ust be a description of what tilose possibilities are. 'l'he 

greatness of a Max Beckmann is shown by the very fact ·that 

he could resolve the many paradoxes of life and give us a 

glimpse of the spiritual rea1i ty behind the dark curtains 

of conjested space. If artists are unaware of lf'bat the bi81Jer 

possibilities are, then the Church ■uat bare the burden of 

responsibility. In the put we ha-ve a1waya dalanded that 
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a painting have an ••other-world1y,. character if it waa to be 

religious. This is not the Pauline tradition but a pietistic 

delusion. The resurrection of Christ has opened up the dark 

regions of time and space ~ this world. We ''Wait for adoption 

as sons", but we don't wait in a vacuum. No type of ascetiei• 

will deliYer us from living in the tension between the aeona. 

Christian art must proclaim the release of Christ and the new 

day He brings, but it must do this in terms and foms that 

the secular world understands. 

M,!!!, !!!, lli_ Spirit If we live by the Spirit, let 
us wa1k by the Spirit. 

Gal. S:25 

With an energetic boldness which was characteristic of 

his attitude toward life, Georges Rouault stated: "Drawing 

is a gush of the spirit on the alert. rr31 When artists talk 

of the "spirit," they usually mean some ■use or vague source 

of inspiration. When Paul speaks of the ••Spirit" he means 

God Himself working in and through the man of faith. Rouault 

was that rare combination of artist and Christian an.:baated 

by the Spirit in the Pauline sense. 

"Spirit," for Paul, is not, as it is for ■any artists, 

the counterpart of the Stoic anima mundi, a vague fluid force 

in the universe. Rather, Paul thinks in personal ter■s, and 

"in the Spiritn al.ways presupposes an I-1'hou relationship. 

31 Maritain, p. 10. 
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The pneuma is the controlling directive power in ■an, but in 

116 cases out of 146, pnetma signifies supernatural influences 

or a divine invasion.32 The uspirit within" as is always tbe 

gift of God. 

This highlights the dilemma for art in our time. Man is 

fallen, and his art can both manifest and analyze his sin. Bait 

man cannot make redemptive art. All he can do is ccmaunicate 

what he experiences and hope for a catharsis. There is no 

room for "supernatural influences" or "divine invasiona • .r• 

Bven in theology, the tendency today is to stand "over the 

word," not au.nder the word. 11 

Society has lost much of its feeling for the 
sacred ••• If in our time we find a renewed 
awareness of the sacred, this is not to be attJli­
buted simply to a rebellion of the irrational in­
stincts against the ~ranny of reason. It cor­
responds to what Andrl Ma1raux calls •the awaken­
ing of fata1ity"--the unleashing of forces which 
can be neither controlled nor judged at their 
true worth, and which have increased in the same 
measure as has the tyranny of reason. It is pre­
cisely the development of a civilization deToid 
of anything sacred that gives rise to a ~imithe 
passion for the sacred in many men today.33 

The crushing weight of destiny should not be turned into 

an answer itself, nor should a primitive passion caused by fear 

be mistaken for anything sacred. 'lbe sense of the sacred which 

is born of despair and disgust can on1y lead to ateri1e soli­

tude. Despair deaands the genuine, and in this sense it is 

32 Davies, p. 182. 

33 Pie-Raymond a,gamey, Religious 4£!_ !!! .!h!, TWen'tieth 
Century. P• 106. 
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hea1thy. But the problem today is to determine nether the 

sacred or passion for the sacred in a given work of art is 

a co1D11union with the living God, or with primeva1 chaos. 

In Pauline terms, the problem boils down to a confusion 

of man's spirit and the Spirit fran God. Pne,aa seeas to 

mean the se1f regarded as conscious or aware. But man's 

spirit is not pneuma in its fu11 potential.. It needs the 

canpldmentary activity of God's Spirit. In a.cm. 8:16 the 

divine Spirit •'bears wi tnessu to our spirit that we are 

God's chi1dren; th~ Spirit confers knowledge of itself upon 

us. A Christian has received the Spirit in order to under­

stand the gifts of God (I Cor. 2:12). To be "led by the 

Spirit" means to have one's wi.11 orientated in a particul.ar 

direction (Rom. 8:14; Gal. 5:18). 

Again Christ is the crux of the matter. After Bis 

resurrection and ascension, Christ became a "life-giving 

Spirit .. (I Cor. 15:45), and the 11phere of His activity is 

sti11 humanity. when God meets with men, He is described 

as pneuma. 'lb.e "spiritual man" (pneuaatikos) is inspired 

by intimate caamanion with God, receiving from God the spirit 

of wisdom to understand Bis ways. !9Physical. man" (psych!kos), 

though living, is limited to the earthly. ·nie Bo1y Spirit 

prevails in the soma pneumatikon while sin preT~s in the 

~ psychikon. Man is constantly faced by these tNo a1ter­

natives: to live "according to the f1esh• or to live "accord-
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ing to the Spiri t '. ·11 Translated, this meam to liYe 'to and 

for one 1 s se1f, or to 1ive to and for God in Christ.34 

The human pnewaa is not a force added to ■an at the 

time of his regeneration, but it is a factor already in man 

Which is developed and assumes dominence in the Christian 

life. To be "in Christ" means dying and rising with Hha-­

dying to sin and living to righteousness. To be nin the 

Spirit" is not to be in an ecstatic trance, but to bear good 

fruit: love, joy, peace, long-suffering, graciousness, good­

ness, faithfulness, meekness, self-restraint (Gal. 5:22). 

"The believer's existence, being eschatological, is an 

existence in joy·~n35 Love is poured into the bel.iever •s 

heart by the power of the Spirit. Man is affected in a11 

his parts. The presence of the Spirit ill the inward nan 

means that man has both fJC)Wer in the ethical life and Tision 

to understand ethica1 truths and spiritua1 realities (Bph. 3:16). 

Man can now find direction in the ethical. life, and gi-.e 

evidence of ethical sensitivity like that to which Jacob 

Epstein points in "Social Consciousness" (fig. 64). Posses-

sion of the Spirit renews man's nous and gi...es hill under­

standing of the nous of Christ. lhe heart is enlightened 

and becaaes the meeting pl.ace for God and man. 

Whil.e in his conscience the believer is free, he is 

paradoxically pledged to an atteapted ethica1 confondty 

34 Stacey, p. 149. 

35 Bultmann, Theology I, P• 339. 
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to Christ~ He doesn't confom as an isolated individual., 

but as a member of the ttboe:t,, of Christ," the fellowship 

created by the Spirit. lbe "New Israe1," the Church, aa the 

New Covenant conmunity, is the ''milieu suitab1e of the Spirit.n36 

In this communion the Christian life is neTer completed but 

is a constant striving forward, marked by a determination 

that is free fran the past and open for the future (Phil. 

3:12-14)~ Freedom for the future is received when man has 

turned over his anxiety a.bout himself and his future to God 

in obedience. 1he Christian man is not "condelmed to be 

free1137 but is freed from conde111J1ation to be open to the 

future. 

What we have intended to say in the above examination 

of Paul. 1 s view of the Spirit at work in man, is that such 

activity may provide the answer to the dilea.a of art in our 

time. Many of the artists whan we have met in this study 

are self-reliant indi vidua1s, which in many cases can be 

their strength. But they also run the risk of painting an 

egocentric universe~· inforaed only by their solitary isolation. 

The Christian answer would be to seek the conmunity of believers, 

for the normal organ of perception through which the Holy 

Spirit may be expected to speak with moral guidance is the 

"Christian worshipping community listening critica11y."38 

36 Davie•, P• 208. 

37 Jean PauJ. Sartre, as quoted by Arturo Pal.l.ico, 
~ ~ .BxistentialiD, P• S7. 

38 John A.T. Robinson, QJria;ti,e Harela Ted•x, P• 33. 
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'lhis Christian community must be marked by a sensiti-ri.ty to 

what God is doing in the worl.d 11to make and tc, keep huaan 
39 life human ••• •" 

Jim Crane, a sensitive artist-cartoonist, has written 

about the artist•s need for a community fu11y celebrating the 

presence of the Spirit. tty doubt if any artist can e,rer 

come to his full power, can ever gain the strength and courage 

to go beyond himself without a conmunity of ca,ern and accept­

ance (even if it is a CODDnunity of only one other).•r40 'lbe 

self can never become the focal point--it must be transparent. 

Only if it is understood in this way can the artist re~poDd 

with joy to the life around him. Once the self ceases to 

grow, as it did with Jackson Pollock, life itself atrophies. 

To die to life is nothing less than spiritual death. 

If the German Expressionists "offered up ■an's auffering 

in the chalice of their art,..41 then ~aethe 1Collwitz1 s cup 

ran over.· Probably the greatest woaan artist, Kaethe tcollwitz' 

life with her doctor husband in the Aluas of Berlin spanned 

two World Wars. Encouraged to leave Germany when the fight­

ing got too fierce, she replied: uy want to stay with the 

condemned and I must. ,.42 Her whole life was ccapletely 

39 Paul Lehmann, llthics !!! .!. Christian Context, p. 117. 

40 Jim Crane, "New Observations and Reflections," 
Motive Magazine, XXIII (Pebruary 1963) 16. . 

41 Neumeyer, P• 7S. 

42 Robert Maillard, ed., DictioDUY of Medena 91:111ptgre, 
p. 1s2. 
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identified with Germany's humble poor. Ber sculpture, 

"Piet~" (fig. 65), is an expression of profound emotion, not 

just religious sentiment, eYOked by ·the death of her son in 

World War I. Because she had the courage to live with the 

people she drew, a courage strengthened by faith, she was 

witnessing to the openness to life that is only a gift of 

the Spirit~ Denounced by the Nazis even though she was near­

ing the age of 70, she lived like a 0 gueen in exile," and to 

her death was "a great mother with a still greater heart for 

all the oppressed and humiliated, a woman •of sorrow and 

acquainted with grief.•. ,-43 

Being led by the Spirit will resu1t in the celebration 

of God's presence. Kaethe Kollwitz' ~ontemporary, Brnst 

Barlach, achieved this gol~ in his ''Hovering God the Father" 

(fig. 66). A powerful figure suspended in space, the 

sculpture, with hands extended toward the -earth, speaks of 

God's love toward men. Reviving the gold of Byzantine mosaica, 

William Congdon celebrates God's presence through the use 

of light"., His ••Eucharist" (fig. 67) is •a gush of the spirit 

on the a1ert' ... Congdon•s strength lies in the fact that he 

can c0111bine the best elements of both Impressionism and 

.Bxpressionism. Fran Impressionism he lnherits his aesthetic 

sense of color and harmony, al.ong with the attitude that 

nature is worth depicting. Fran Bxpressionism he inherits 

a fluidity of form and the emotional. sense of color. Prm 

43 Herbert Bittnes, Kaetbe Kollwitz Drawings, P• 15. 
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his Christian faith he inherits the need to CCJllllllunicate a 

reverance for life, a sense of the joy and aystery of creation, 

both combined with an appeeciation of the Gospel content. 

Maybe abstraction in art is like speaking in tongues. 

It can be an expression of thd witness to the Spirit, but 

it doesn't necessarily edify the brother. The abstract work 

of a Japanese Christian, Isutomu Yoshida, is a visual speaking 

in tongues. Un1ike Alfred Manessier44 who is disciplined 

by line and space, Yoshida seeks to experience the Spirit 

in the moment of creation. Obviously moved by the Logos 

theology of John, his forms speak of a persona1 confrontation 

of artist with paint and faith with space. In ''Xairoa No. 11" 

(fig. 68) Isutomu portrays his coming to faith and the birth 

of new life out of the void of nihiliS11. B-ven though the 

paintings are abstract, they remain a personal diary of faith 

being born. •'Crucifixian No.- 2n (fig. 69) was evoked by 

the thoughts of personal sins causing the death of Christ. 

Made powerful by the very impact of ink on paper, the drawing 

seems to resolve itself in its own form-a visual symbol of 

forgiveness. The problem with such art is that one has to 

know something of the artist's life to be able to appreciate 

his artistic statements. Isutomu's art has meaning within 

the redeemed COIIJJllUnity that knows him personally, and even 

promotes contemplation for those who don't know him, but it 

44 Supra, p. 6; fig. 3. 
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can hardly be an aid in the guidance of understanding. 

There is also a moYement in art today that takes its 

inspiration primari1y from the simplicity of children's art. 

Remembering what Christ said about a child's faith, Kenneth 

Patchen has constructed a child-world tbat is full of mystery 

and awe. His method achieves that rare answer in art, where 

life can be examined in a11 its hardship and tragedy, but the 

bridge is built for the spirit-filled imagination. 0 Patchen 

erases the careful line between the rational and irrationall, 

between the serious world of man and the child•s 110rld of 

p1ay •• ,45 Bverw picture is a hymn to life, sometimes sad, 

other times joyous. They are a wierd ca11bination of creatures 

from another world, and poetic words that cannot but help to 

set our minds free from the past and open them up for the 

future. "Oh come nowl There is a beautiful plaeel What 

do you think we're all looking out of?n (fig. 70) challenges 

pessimism. "Now is then's only tomorrow'' (fig. 71) encourages 

joyful service of the neighbor. U'J.'he one who comes to question 

himself has cared for mankind" (fig. 72) speaks of the "inner 

man11 who must know his own self in order to serve others. 

And "Now when I get back here • • ••• (fig. 73) might have been 

the very words our Lord used before His ascension. Our 

cramped and near-sighted world is enlarged and transfo.Dled. 

This is art animated by the Spirit. 

45 Margaret Rigg, "lCenneth Patchen," Motive Kac!:!ine, 
XXIV (Jan·.-Peb. 1964) 61. 
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Marc Chagall's floating figures proceed from the a•e 

view of life as Patchen has. These people are creatures of 

inspiration and witnesses to miracles. Chagall emigrated 

from a Russia in the midst of revolution. But he brought 

with him a dynamic world of pure color, the rich color known 

only in the ritual of the Russian Church. nlis P&2:adise 

of color was a new vision. •'Colour should be so deep that 

you feel you are wal.king on a thick carpet, r1
46 Chagall once 

wrote. The inner 1ife was, for Chagall, a diamond that the 

sun must shine on. He called this inner life "cheaistry," 

and what he meant to say was that free and spontaneous vision 

comes from the engagement of the heart. Love and marriage 

become a symbol, as in ~•Bride with a Double Face" (fig. 74) 

and nlbe Fiances at the Biffel Tower" (fig. 75), for the 

inner life of transcendence. These votive figures demonstrate 

that art can provide an noptica1 transparence" which becomes 

a "spiritual transparence.n47 

Paul K1ee is another artist captured by the vision of 

inner being. His art requires that we join the community 

of those who see life as ''Merrily dancing tears•--wich is 

an analogy of the marriage of heaven and al.so parallel to 

the myth of creation and the fact of redemption.n48 Life 

46 

47 

48 

Francois Mathey, Chagall, p. 8. 

Neumeyer, p. 107. 

Roger ortmayer, M,1 beyond Celebration in Christian 
Faith ~!!!!,Contemporary Arts, p. 193. 
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is transformed, and art can be an instrument to ■ake thia 

visible. "Art does not reproduce the Yisible; rather it 

makes visible, ,,49 nee stated. In ''Tllllzerin" (The Dancer, 

fig. 76) he celebrates the joy of free expression. If tile 

painting seems chi1dish1y naive, it is because this is the 

style that, for Klee, best portr,-ys the unsophisticated inner 

being~ 

If I wanted to show a person •as he is,'· then 
I wou1d have to produce such• confusion of 
lines that a purely straightforward reproduc­
tion would be impossible; the result wou.1d 
instead be such diffusion that nothing would 
be recognizable. Moreover, I do not wish to 
show Jgan as he is, but as he might also have 
been·.·.50 

·l'he "outer shell" of man would have to be drawn like 

a chart in a group dynamics textbook, and the lines of de­

pendence would be nothing more than an abstraction of inter­

personal relations. 11le human organism is created from with.in, 

out of its very being. Such is the "Pneumatic" reality of 

man--an element already within man that is enlivened by the 

presence of the Spirit~ 

What, then, is the relevance of this art of "inner 

reality" for the Christian? In his stirring description 

of the Christi.an life (Bph. 3-S), Pau1 tells the worshiP­

ping community at Bphesus to be "imitators of God'' (S:1). 

With the reality of the new age, all things have becaae 

new. hnil.e an empirica1 view of this world -,uld scieatifica11y 

49 

so 
Ibid., p. 196. 

JUrg Spiller, IClee, P• 74. 
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prove the opposite, Christians are to be aware of the 

transcendent reality in their midst. ifllat thia •ounta 

to is a chi1dish trust that God wi11 not deceive the fait._ 

f ul. The art we have just surveyed witnesses to this trans­

cendent reality. But among the artists mentioned, on1y 

Jim Crane and Kenneth Patchen are living in the United 

States. Pragmatic in orientation, _.Americans usuaJ.1y 1ook 

with scorn on anything outside their objective experience. 

The Church must reflect upon what God is doing to 

"make and to keep human life human in the worid.nS1 What 

it takes are the "unsearchable riches of Qirist" that make 

known nthe plan ofrthe mystery hidden for ages in God who 

created all things; that through the church the ■anifold 

wisdom of God might now be made known ••• n (Gal. 3:8-10). 

Desacralized and secularized man can see no transcendent 

dimension in the world, and Pau1 wou1d tell us that this 

modern man is the Church's :responsibility. To this end, 

the art we have studied can be an aid to miable man to see 

that the Spirit is at work~-

51 Lehmann, p. 85. f.' 



POSTSCRIPT 

~ ~ of ~ ~ ~ ll.!. Spiritual Influence 

On the road to Daaascus Paul first realized how deeply 

the entire creation is imp1icated in a great escbatologieal 

drama. By its very finitude, the world is bound up in a 

cosmic catastrophy. But "We know• that the •groaning crea­

tion0 is headed for deliverance in Christ. Apart from faith 

it is absura to affirm this, and the groaning creation itself 

is unaware of its own historic release. 

Groaning • • • there is no better term to indicate the 

state of art today. The creation longs to be delivered fr0111 

its corruption. 'Through its own view of this corruption, 

modern art is the spiritua1 alarm clock of our day. aJnasmuch 

as man th·e creature shares the life of creation as a whole, 

he too must sigh and groan with the latter; and the belieTer 

who still lives "in the flesh" (Ga_l. 2: 20) can share in the 

same way the characteristic longing of creation.ul. 

Modern art goes a long way in expurgating the inner tur­

moil of creation's anguish. "Art is essentia1 to a true sense 

of the CODIDOD good; it discloses •a vision of reality-beyond-­

reality, an experience of the secret meanings of things, an 

obscure insight into the universe of beauty, without 'Nhich 

men could neither live nor live mora11y.'"2 Art can provide 

1 Franz J. Leenhardt, !'!!!, Bpistle ,!!?. !!!!, Romans, P• 227. 

2 Celia Hubbard, :!l!!, Ga.tho1ic Iayination !!!SI. !J!!. Paint­
~ !f ~ Time in Christian Paith and the Con't•porary M'ta 
p. 189. -------- - - ------ __ , 
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a purification in the depth of the creative sou1 and point 

to a fundamental order in the world. Its criterion is honesty 

and by this very honesty it brings the Ti.ewer into an act of 

confrontation with the self anct with the world. It can drive 

the viewer to his knees with the words: "'lhou art the manl" 

But whi1e it necessitates a true encounter, it does not pro­

vide the absolution. 'Ibis is the imp~sse of art today. 

Current experi.lmtils with "Pop Art" grow out of this stale­

mate. It is a reaction against American Abstract Bxpression­

ism which has altogether lost the image of man and even the 

rational. order in its abstraction. Pop Art puts things back 

together again in eclectic fashion, but the result is all too 
' 

often a mechanical, duplicated image that is pn&uthentic. 

110p Art:r, or art that paints optical illusion with clashing 

color and form, has sought after a new vitality that Abstract 

.Expressionism lost, in the cesspool of nihilisa. But Op Art 

too, is only mechanistic. 'lbe solution is still a far way off. 

If the artist makes reality visible, he usually does not 

issue a call to action. 'lbe aesthetic mood may be one of 

contemplation rather than service. But this is no reason for 

the Christian man to turn away. To the extent that he lives 

yet in the old aeon, he is implicated too. But the Christian 

has been freed fran cripling neurosis throug~ his attitude 

toward the creation. 
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What is Christian is secretly but fundamenta11y 
identical. with what is universaJ.ly huaan. Nothing 
in true hmnan na.ture can eyer be alien or irrele­
vant to the Christian; nothing in true htaan nature 
can eYer attack or surpass or annu.1 the objectin 
reality of the Christian's union with Christ. Much 
in true human nature is unrelated to •religion•, 
but nothing in true human nature is unrelated to 
the Christian faith.3 

The New Search for Artistic Symbols 

Because of the constant change in creation itself, syabola 

that once communicated a meaningful relationship to man are 

steadily losing their value. It is a good thing that this 

change has banished the sentimental realism in religious art, 

for one mark of a vital faith is its ability to permit itself 

to be represented in abstract symbols. Symbols, according to 

Paul Tillich, can open up new levels of reality that other­

wise remain hidden. Symbols are not identica1 with the thing 

symbolized, but they participate in its meaning and power.4 · 

Because the task of the Church is evangelism, it must speak 

to modern man 'inith. symbols that answer his search for meaning. 

"Because the Christian message is the message of salvation 

and because sAlvation means healing, the message of healing 

in every sense of the word is appropriate •o our situation.,.S 

'Ibis challenge to the Church to foster meaningful symbols 

in art is complicated by the fact that there is no sacred 

3 

4 

5 

Karl Barth, Christ~ Adam, p. 43. 

Pau1 Ti1lich, Theology sf_ Cu1ture, P• 54ff. 

Ibid., P• 49. 
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artistic style in Protestantism. While this is a benefit in 

that it doesn't chain the Church to tradition, it is a burdea 

because it doesn't provide any foundation to buil.d 011. Rouault, 

as a Roman Catholic, could be inspired by ■edieval stained 

glass work. But the history of iconot:lam is still too rea1 

in Protestantism to give us a wholescae sense of the Church's 

cultural heritage. 

It is also doubtful whether the Church ca.a "sponsor•• 

art at all. Most assuredly, it cannot afford to al,{ign itself 

with one specific style, as Tillich sugjests it do with 

Expressionism. But it can provide the ·comaunity which we 

spoke of in Chapter III. This doesn't mean that the community 

will in any wa.y dictate what or how the artist must paint. 

What it means is that it will provide personal encouragement 

for the artist's sensitive vision and give voice to the rea1ity 

of healing in its midst, so that the artist ■ay find ways 

of expressing this also. Then the revelatory work of art ■ay 

also become a transforming work while new "symbols of glory" 

are found, calling to mind the new work God has already begun 

in the created -world. 

'lb.is suggestion is not impossible. It is aided by the 

need for dialogue be~een Church and artist. Both have a 

prophetic function to perform. Max Beclallann's t1Self-Portrait 

with Horn" (fig·. 77) revives a prophetic symbol the Church 

has long lost. 11Blow the trua~t in Zion; proclaim the day 

of the Lordi .. 'lhe Church must listen as well as proc1aJ.m. 
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On1y then will it truly be aware of the contradiction implied 

when it confronts the suffering of creation: this is not the 

way God intends it to be. 1be Spirit within us is ~ready 

the anticipation of the new age in which we will be adopted 

as sons with redeemed bodies. The Church waits in expectancy, 

knowing that the reality of newness has begun to work in the 

present age. 
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Pig. 1 Jackson Pollock: asearch" (1955) 
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Fig. 2 \'tillem de Kooning: ncomposi tion" (1955) 
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Fig. 3 Alfred Manessier: ••aesurrectionn 





Fig . 4 Mark Tobey: ~>-:rundra0 (1944) 



84 

Fig. 5 Franz Kline: :•Probst I" (1961) 
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Fig. 6 Francis Bacon: n.Man Dressed in l<.ed on a Dais" 
( 1962) 
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Fig. 7 Francis Bacon: tt.rteclining woman" (1960-61) 
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Fig. 8 Ivan A1bright: •'Three Love Birds11 (1930) 
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Fig. 9 Wi11em de Kooning: n,tanan" (1964) 



Fig. 10 vii11em de Kooning: 
:1iioman II" (1952) 

89 

Fig. 11 A1berto Giacometti: 
''Man Wa1kingu (1960) 
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Fig. 12 Al.berto Giacometti 
".i..arge Nude" 
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Fig. 1 3 Graham Sutherland: stTorsou 



92 

Fig. 14 John Paul Jones: "Nobleman·• 



Fig. 15 Pablo 
Picasso: ~•Three 
Musicians" ( 1921) 

Fig. 16 Pablo 
Picasso: "l'hree 
Dancers" (1925) 
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Fig. 17 Pab1o Picasso: nNight Fishing at Antibesa 
(1939) 
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Fig. 18 Pablo Picasso: nseated noman° (19S3) 



Pig. 19 

Fig. 20 
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Ben Shn.hn.: t1Handba11u (1939) 

Andrew ifyeth: "Day at the Pair" 
(1947) 
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Fig. 2 2 Kandinsky: ·"Movement Ju (193SJ 
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Fig. 23. Chaim Sou tine: "Seated Choir Boy" · 
(.1930) 





Fig. 26 Oskar Kokoschlca: ui'he CJ.own with a Dog:r 
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Fig. 28 .Edvard Munch: uJealousy:1 
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Fig. 30 Pablo Picasso: 
~Head of the Acrobat's \'l'ife~= 

Pig. 29 n.blo Picasso: 
1•.rhe Old Guitarist 11 
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Fig. 31 Pablo Picasso: :'}.iaternity :' 
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r i g . 32 P·a olo Picasso: ,t.Seated Cir.cus Pe.rf on,er a.nd Bc,y" 
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1◄ig: . 3,..:, Pablo i'icasso: 71Minotwromachy·' 

Pig. 34 Pablo P.:icasso: •Gue.rnica" 
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Fig. 35 Lyonel Feininger: ,.Dunes with .Ray of Light" 



Fig. 36 ~eginald Butler: 
r 1•.r11e Manipulator" (1954) 

Fig. 37 Harrison 
Covington: ·'Man 
against Landscape'' 

(1962) 
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Fig. ::S8 Sidney Nolan: 0 Explorer, Rocky Landscape•• 
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Fig. :i9 .Balcomb Greene: 11Composition 1958" 









Fig. 45 Henry Moore: 
~tReclining Figure'' 
(1938) 

Fig. 46 Henry Moore: 
·'Family Group' 
(1945-49) 
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Pie. 47 Jean Dubuffet: "Blue Short Circuit \-:oman's Body" 
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Fig. 48 .Ernst Barlach: ..,Das 1'iiederseben" 
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Fig. 49 Ernst Barlach: -~The Believer'' (19~4) 
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Fig. 50 Ernst Ba.rlach: •1Prierende Alte" 
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Fig. Sl Ernst Barlach: ·"'l'he Beggaru 
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Fig. 52 Marc Chagall: "White Crucifixion" 
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Fie. 53 Georges ttoua.ult: ;'Christ's Head" 
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Fig. 55 iJ~bert 
Hodgell: "Ch.rist 
Scourged" 



1::.ig. 56 Otis Huband: ·•Descent frcn the Cross" (1962) 
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Pig. 58 Hans Orloaiski: "Man" 
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Fig. 60 Max Beclanann: "Departure" (center panel) 
(1932-35) 
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Fig. 62 Max Beckmann: 0 l:31indman's Buff" (center panel) 
(1945) 
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Fi~ . 63 Max Beckmann: ·'The Argonauts" (center panel, 1950) 
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Fig. 64 Jacob .Epstein: "Social Consciousness" 
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Fig. 67 William Congdon: ".Buc~.r·ist·• 
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Fig. 68 Isutomu Yoshida: "Kairos No. 11•' '-1962) 
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Fig. 69 Isutomu Yoshida: i-crucifixion No. 2" 
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Fig. 70 Kenneth Patchen: ·'Oh ccae nowl •• 



Fig. 72 Kenneth Patchen.: 
"Tbte one who comes ••• 11 
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Pig. 71 :Kenneth Patchen: . 
"Now is then• s only tcaorrOW'' 
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Fig. 74 Marc Ch.aga.11: ·'Bride 
with a Double Face·' 1927) 

Fig. 75 Marc Chagall: 
HFiances a.t the .E!iff el 
'I'ower" (1938-.,9) 
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Fig. 77 Max Beck:ma.11n: "Self-Portrait with Horn" 
(1938) 



BIBLIOGRAPHY 

Art Since 1945. New York: dashington Square P.r:ess, 1961 • 

.Barrett, Char1es K. Rrca First Adam to Last. New York: 
Scribner's, 1962. 

Barth, Kari·. Christ and Adam. .Edinburgh: Oliver and Boyd, 
1956. 

Berkouwer, G.c. Man: 'lbe Image of God. Grand Rapids: 
.Berdmans, 1962. 

Bittner, Herbert. Kaethe Kollwitz Drawings. New York: 
Thomas Yoseloff, 1959. 

Bultmann, Rudolf. .Bxistence and Pai th. Translated from the 
German by Schu6ert M. Ogden. New York: Meridian, 1960. 

-----. Theology of the New Testament. I. Translated fran 
the German 6y Kendrick Grobe1. New York: Scribner's, 1951. 

Congdon, Wil.liam. In My Disc of Gold. New York: R.eynal, n.d. 

Crane1 __ Jim. "New Observations and Refle*tions," Motive, 
XXIII (February 1963) 16. 

Danker, Frederick w. , Man in Conflict. Reprinted fram Concordia 
Theological Monthly, :ftVil (July 1956). 

Davies, kt.D. Paul and Rabbinic Judaism. London: SPCZ, 1962 • 

.Eversole, Fin1ey. "'.!'he Brave New ft'Orld of the Modern Artist" 
in Qiristian Faith and the Cont~rary Arts. Jklited 
by Finley Bversole. New York: ingdon, 1957. 

Fallico, Arturo B. Art and Existential.ism • .BnglellOOd Cliffs, 
N.J.: Prentice-Hall, 1962. 

Getlein, FranK and Dorothy• Christianity in Modern Art. 
Mil.waukee: Bruce, l.961. 

------• Georges lu>uault's Miserere. Milwaukee: Bruce, 1964. 

Hall, Cal.vin s. and Lindzey, Gardner. Theories of Personality. 
New York: John Wiley & Sons, 1957. 

Hammacher, A.M. Jacques Lipchitz. New York: Abrams, n.d. 



146 

Hess, Thomas B, Wil.lem de Kooning. New York: Bruiller, 1959. 

Hubbard, Cel.ia. '•.rhe Cathol.ic Im~ination and the Painting 
of Our Time," in Christian Paith and the ConteaPnrary 
Arts. Edited by .Pinley .Bverso1e. New York: Ab ngdon, 19S7. 

Hunter, Sam. Modern .American Painting and Sculpture. New 
York: Dell, 1959. 

------~ Modern French Painting. New York: Dell, 1956. 

Jung, Carl G. Modern Man in Search of a Soul. New York: 
Narcourt, Brace and Co., 1933. 

Kessl.er, Char l.es. ''Max Beckmann' s Triptychs, n Arts Magazine, 
39 (December 1964), 45-53. 

Kramer, lli.1 ton. r~1'he Pl.ace of Max Beckmann,' " Arts Magazine• 
39 (December 1964), 31-44. 

KUmmel, Werner Georg. Man in the New Testament. Philadelphia: 
Westminster, 1963. 

Lanqui, Bm.iie. 50 Years of Modern Art. New York: Praeger, 1959. 

Leenhardt, Franz J. The ftistle to the R<aans. 
Lutterworth Press, 1 I. 

London: 

Lehmann, Paul L. Bthics in a Christian Context. 
Harper and aow, 1963. 

New York: 

Maillard, Robert, editor. Dictionary of Modern Sculpture. 
New York: Tudor, 1960. 

Maritain, Jacques. Rouau~t. New York: Abrams, 1954. 

Mathey, Francois. Chagall: 1918-1939. New York: Tudor, 19S9. 

McCasland, s.v. ••Nature of Man in the New Testament," DlB. 
Vol. III. Edited by George A. Buttrick. New York=-­
Abingdon Press, 1962. 

McCord, James I. "Know Thyself: 'lhe Bib1ica1 Doctrine of 
Human Depravity, 11 'lhe Nature of ■an. Bdited by Simon 
Doniger. New York: Harper, 1962. 

Moulin, Raoul-Jean. Giacometti. New York: Tudor, 1964. 



147 

Neumann, Brich. The ArchetYDal World of Hem Moore. 'l'ranslated 
by R.F.C. Hull. New York: Pantheon, 1 9. 

Neumeyer, A1fred. lbe Search for Me~H in Modern Art. 
Englewood Cliffs, H.J.: Prentice Hai, 1964. 

Nygren, Anders. Romans. Translated by Carl c. Ra•ussen. 
Philadelphia: Muhlenberg, 1949. 

O'Hara, Frank. Jackson Pollock. New York: Brazil1er, 19S9. 

Ortmayer, Roger. "Art beyond Celebration, 0 Christian Paith 
and the Contemporary Arts, .Bdited by Pin1ey l1Terso1e, 
New York: Abingdon, 195'1. 

Plummer, Alfred. lbe Second Epistle of S:ti Paul to the 
Corinthians, id!. Bdinburgh: T & tr C ark, 1960. 

Read, Herbert. A Concise History of Modern Painting. New 
York: Praeger, 1959. 

------. A Concise History of Modern Sculpture. New York: 
Praeger, 1964. 

/ 
.Regamey, Pie-Raymond. Religious Art in the Twentieth Century. 

New York: Herder ~nd Herder, 1963. 

Rigg, Margaret. •'Kenneth Patchen," Mot:i ve Magazine. 
XXIV (Jan.·-Feb. 1964) 53-61. 

------. '-Otis Huband, Jr.: Graphics," Motive Magazine. 
XXIII (November 1962) 25-27. 

Robinson, John A. T. Christian Mora1s Today~ Philadelphia: 
Westminster Press, 1964. 

Rodman, Seldon. Conversations with Artists. New York: 
Capricorn, 1961. 

Sanday, William and Hea.<llam, Arthur. lbe .Epistle to the .ttomans, 
.!£.£:. Edinburgh: T & T Clark, 1960. 

Scott! Nathan A. ,.Art and the .Renewa1 of HmHn Sensibility 
1n Mass Society," Chris ti an Pai th and the Contemporary 
~- Edited by Finley Bversoie. New York: Abingdon, 19S7. 

Selz, Jean. Modern Sculpture: Oirigins and BYolution. New York: 
Braziller, 1963. 

Selz, Peter. New Images of Man. New York: Doubleday, 1959. 



148 

Souchere, Dor De L•~ Picasso: Antibes. New York: Tudor, 1962. 

Spiller, Jttrg. nee. New York: Barnes and Noble, 1962. 

Stacey, w.· David. The Pauline View of Man. London: 
Mcmillan, 1956. 

Taylor, Louis H. 'lbe New Creation. New York: Pageant, 19S8. 

Tillich, Paul. Theology of Culture. New York: oxford University 
Press, 1964. 

van der Leeuw, Gerardus. Sacred and Profane Beauty. 'l'ranslated 
by ·David .B. Green. New York: Holt, Rinebarf and Winston, 
1963. 

Volboudt, Pierre. Kandinsky: 1922-1944. New York: Tudor, 1963. 

,vahlstrom, Bric H. lbe New Life in Christ. Philadelphia: 
Muhlenberg, 1950. 

~\lerner, Alf red. 1'Max Beclanann: lbe Life, u Arts Magazine• 
39 (December 1964) 26-29. 


	The Groaning Creation : A Study of Man in St. Paul and Modern Art
	Recommended Citation

	tmp.1657047963.pdf.NuD1Q

