



































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































362 LESSONS OF LITERATURE AND ART

another : that is the truth which underlles all Christian
Morality.

However quiet or obscure the part may be which we
play, it is a part in a great drama and not an isolated
fragment.

From the first book of the Bible to the last; in the
book of Genesis no less than in the book of Revelation,
man is seen in direct communion with God. How-
ever different the idea of God may be which is presented
in the different books of Scripture, varying from the rude
and limited conception of the patriarchs to the perfect
revelation in the Person of the Lord, in this apprehension
of it there is no variation.




THE RELATION

OF CHRISTIANITY TO ART

Does Christianity leabe Jcope for Avt?

NO student of the apostolic writings can fail to find
himself sometimes confronted by the question, Does
the teaching of the New Testament cover all the interests
of human life? and more particularly, Does the New
Testament, does Christianity as laid down there in its
broad outlines, leave scope for the free development of
Art?

There can be no doubt that truth, sympathy, rever-
ence, will characterise all effort which deserves the name
of Christian; but it is not at once obvious that in the
face of the overwhelming moral problems of life Christian
effort can be properly directed to the pursuit of Art.

Thus there is the suggestion if not the distinct ap-
pearance of a conflict between man’s constitution and
the Gospel. He is born with artistic instincts and
powers ; and these, it may be alleged, are not directly
taken into account by the records of the Faith.

Man g0 Constituted ag to seck Beauty

ON the one side it is certain that Art corresponds with
essential parts of our nature. Men universally seek
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particular combinations of form, colour, sound, and the
pleasure which these give can be deepened and extended
through the study of the principles by which they are
ruled. Men can be trained to a keener and finer per-
ception of beauty.

There is then here a force of influence which cannot
be overlooked in the discipline of life.

Extevnal Rature needs Enterpretation

AND more than this, the complex scene in which we
are placed requires to be revealed tous. We are at once
able to enter into the manifold aspects of Nature which
we can recognise when they are pointed out. There is
something of disorder and disproportion in the impression
which we first receive from the world about us. The
“form” of things needs some interpretation; and the
particular interpretation which we adopt has helped and
will help to make us what we are and what we shall

The Enterpretation of Rature by Art has a Potoer-
ful moral Effect

FOR the physical effects which Art produces exercise
a profound and spiritual influence upon character.

It is unnecessary to attempt to make any comparison
of the relative power of external nature and society upon
the education of the soul. It is enough that both have
their due office in moulding the ideal man. Remove
the discipline of one or the other, and the man is weaker
and poorer, however successfully he cultivates the self-
centred virtues on which he has concentrated himself.
It may be necessary to “cut off the right hand,” or to
“pluck out the right eye,” but he who is forced to do so
enters into life “maimed.”
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Benge specially needs Discipline

THIS expressive image seems to carry with it a full
recognition of the manifold activities of eye and hand,
of the power of seeing beauty and setting it forth, as
belonging to the completeness of man.

And if under the actual conditions of life it is through
sense, which Art uses as its organ, that the most obvious
and universal dangers ‘come to men, the natural conclusion
seems to be that this fact shews convincingly the
paramount importance of the study of Art. In this
region we need peculiarly to be trained in order that
we may enjoy rightly; and not be called upon to
sacrifice that which was capable of ministering to a richer
service.

Art not divectly vecognised in the Nets Lestament

SUCH reflections, indicated in the briefest summary,
serve to shew that Art justly claims a permanent place
in the highest training of men; but on the other hand
it may be urged that, with the exception of music, there
is no recognition of the office of Art in the New Testa-
ment. One or two illustrations from engraving (Heb.
i. 3) or painting (Heb. viii. §; x. 1) are all that it
contains. The imagery of the Apocalypse—as the cubic
city (Apoc. xxi. 16)—is symbolic and not pictorial.

And not only so, but it seems as if representative Art
were distinctly condemned. It is difficult to give any
sense to “the desire of the eyes,” which St. John declares
to be “not of the Father but of the world” (1 John ii.
16), which shall not include works of sculpture and
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painting ; and at first sight the revelation of the transitori-
-ness of that out of which they spring appears to carry
- with it the sentence of their rejection.

The use of Art in the Ol Lestament not a
gufficient Recognition

NOR can any stress be laid upon the partial recogni-
tion of the service of Art in the Old Testament. The
system of the old Covenant was essentially external. It
spoke through symbols. But it might be argued, not
unreasonably, that, as Christianity is essentially spiritual,
it is likely that it would be independent of all illustra-
tions from Art.

The Principle of Veconcliation

HESE are the elements of the contrast which have
to be reconciled. The reconciliation lies in the central
message of Christianity, 7% Word became flesh.

By that fact the harmony between the seen and the
unseen which had been interrupted was potentially
restored. Creation in all its parts was made known as
a revelation of Him through whom it was called into
being.

But the reconciliation here as elsewhere lies in
transfiguration. The passage to life is through death.
The old had to pass away that the new might find its
proper place.

This truth has even now not been fully mastered ;
but it will be seen more clearly if we consider the position
of Art in relation to Christianity in the apostolic age,
and the character of Christian Art in the first four
centuries, and the attempt to determine the relation
of Christianity to Art, and the peculiar office of
Art.
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Contragt of Shemitic any Kellenic Tenvencies

THE position of the early Christian teachers towards
Art was determined under two powerful and conflicting
influences. In no other region of human activity were
the Shemitic and Hellenic tendencies more directly
at variance. Each bore witness to a partial truth; and
in the apostolic age each had reached its complete
development.

Art Tongecrated among the Jetos

THE Jew learnt from the records of the Old Testa-
ment that it was the divine will that in the unapproach-
able darkness of the Holy of Holies the costliest works
of Art should render service before the revealed Presence
of the Lord.

No human eye could rightfully ever again trace the
lineaments of those cherubim and palm trees and open
flowers when they were once placed in the oracle, but it
was enough to know that they were there.

In no other way could the Truth be more eloquently
or more solemnly enforced that the end of Art is to
witness to the inner life of Nature and to minister to
God. The repetition of the forms in the Holy place
kept the memory of them fresh in the minds of the
priests.

Their significance could not be mistaken. By that
offering of the best which he could command simply for
the divine glory, Solomon declared to his people for
all time the consecration of Art, and he declared not
obscurely that it is the office of Art to reveal the meaning
of that which is the object of sense.

Circumstances delayed for ages the fruitfulness of the
idea ; but it remained and remains still; and few can
think of all that was implied by the adornment of that
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august chamber, lighted only by the splendour of a
manifested Presence of God or the glow of the kindled
incense (Apoc. v. 8), without feeling that it has a lesson
for those to whom Art is appointed work. Philosophers
and poets have dwelt often upon the veiled statue at
Sais : there is an open secret in the sacred gloom of the
Holy of Holies more sublime and more inspiring.

Emitatibe At treated as Absolute by the Grecks

THE Jewish repression of imitative Art, which the
law still hallowed for the highest service, corresponded
with the spiritual conception of God, which was the
endowment of His “people.” Spiritual Religion could
not at this stage of its development admit the habitual
use of painting or sculpture.

With the Greeks, on the other hand, imitative Art
was the characteristic embodiment of the Nature worship
which underlay their life. The form of beauty was for
them not the symbol but the direct representation of the
godlike. The statue was the final expression of the
artist’s thought, and his consummate skill enabled the
spectator to rest in it. Humanity was made the measure
of the divine; and under these conditions anthropo-
morphism became a fatal temptation.

At the same time Greek Art, if premature and perilous
in regard to the complete spiritual training of man,
witnessed to a part of the truth affirmed in the record of
Creation which is most commonly forgotten. The form
of man, the visible expression of what he is essentially
embodied under the conditions of time, answers to “the
image of God,” in which he was made.

So far the Greek was right in seeking for traits of
divinity in human beauty. The source of error, from
which flowed the stream of later corruption, was that he
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regarded these as fixed and final. He failed, necessarily
failed in the way of nature, to claim recognition for the
fulness of the truth that man made in the image of God
has to grow into His likeness : that all that is noblest in
form or present embodiment is preparatory to something
yet unseen and higher: that Art in its greatest achieve-
ments must be prophetic, must not rest in a victory, but
reveal that which is unattained.

The necesgary Decline of Greck Ant

I'T would be difficult to overrate the skill with which
Greek sculpture of the best period represents strength in
majestic repose, and feeling under sovereign control ;
but all, so to speak, lies within the figure before us.
“The Gods have come down to us in the likeness of
men ;” and we look no farther.

At first the spiritual, religious, element is supreme, as
in all living Art; but with the decay of faith that which
is sensuous usurps the place of the spiritual, and Art
which takes man as the standard of the divine cannot
but fall

A single illustration will be sufficient to indicate my
meaning. This is given in a crucial shape by the treat-
ment of Aphrodite in the earlier and later schools. The
physical beauty of the Medicean Venus has lost all the
pure sovereign majesty of the Aphrodite of Melos, which
is worthy to be an ideal of “woman before the Fall.”

It is unnecessary to trace the decay of Greek Art. It
retained to the last the gifts of physical beauty, but in
the apostolic age it had become the servant of the
luxury of the Empire. Starting from a human ideal it
became enslaved to man. So far as it had a place in
popular worship it brought down the divine to the level
of a corrupt life.
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Christianity essentially antagonistic to Art as it was

THIS being so the antagonism of early Christians to
contemporary Art was necessarily essential and absolute.
Before Art could be placed in its true position there was
need of a complete change of centre. For this the stern
discipline of Judaism had made provision. The lesson
of consecration which had been kept in silent witness for
long ages could be applied now that ‘“the Word had
become flesh.” By that fact a new meaning was given
to the beauty which the Greek artist had felt for, and an
immeasurable scope was opened for the ministry of
nature to God, which the Jewish legislator had declared
in symbols. But death is the condition of resurrection.
There is indeed a continuity through death; but a
formal severance from the past was the prelude to the
new birth of Christian Art.

Charactevistics of Thristian Act

CHRISTIAN Art was fashioned on classical models ;
it inherited the use of classical methods ; it incorporated
some of the familiar subjects of classical use ; but at the
same time it embodied, even if only in an elementary form,
the power of a new life. It was conventional and it was
symbolic. By these characteristics it claimed effectually
the office of interpreting the invisible through the visible,
of giving predominance to the spiritual idea over the
external appearance, of advancing from within outwards,
from the thought to the expression.

The means adopted for securing these ends belong,
no doubt, to the infancy of Christian Art. Efforts which
were arrived at directly and simply in the first stage of
the new artistic life, can be secured now without any
sacrifice of the freedom or of the fulness of the artist’s
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labours. But this fact does not deprive the earliest
works of their distinctive meaning and importance.

Jogtulness of Christian Art

In spite of appearances the Christian believed that
the victory over sin and death was already won ; and he
gave expression to his conviction. The characteristic
words “in pace,” which marked the “rest” of the
believer, were reflected in all the associations of death.

- The painful literalism which deforms many of the
monuments of the fifteenth and sixteenth centuries
found no place in the fifth and sixth, and still less in
earlier times. The terrible pictures which Tertullian
drew of the sufferings of persecutors, and the scarcely
less terrible descriptions by Augustine of the sufferings
of the wicked, were not as yet embodied by Art.

No attempt was made to give distinctness to the
unseen world. It is doubtful whether there are any
representations of angels earlier than the latter half of
the fourth century, and it seems certain that there are
no representations of powers of evil, other than the
natural serpent, till a later date. By that time the work
of early Christian Art was ended.

General Velation of Christianity to Art

THE relation of Christianity to Art is that which it
holds generally to life. It answers to a fresh birth, a trans-
figuration of all human powers, by the revelation of their
divine connections and destiny. The pregnant words of
St. Paul, “old things (ré dpxaia) passed away: behold,
they have become new,” have an application here.
There is no loss, no abandonment of the past triumphs
of thought and insight and labour, but they are
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quickened by a new power, and disclosed in a new
position with regard to the whole discipline of man..

Christian Art is the interpretation of beauty in life
under the light of the Incarnation. The mmistry of the
beautiful in every shape, in sound, in form, in colour is
claimed for God through man.

The Belation slotoly WRealised

THE realisation of this idea must necessarily be slow,
but it is impossible that the facts of the Incarnation and
Resurrection can leave Art in the same position as before.
The interpretation of Nature, and the embodiment
of thought and feeling through outward things, must
assume a new character when it is known not only that
Creation is the expression of the will of God, and in its
essence “very good,” but also that in humanity it has
been taken into personal fellowship with the Word,
through whom it was called into being.

Such a revelation enables the student to see.in the
phenomena of the visible order Sacraments, so to speak,
of the spiritual and unseen, and frees him from bondage
to “the world,” while he devotes himself with devout
enthusiasm to the representation of the mysterious
beauty which it contains. The Old Testament teaches
us to regard Creation as an embodiment of a Divine
thought, marred by the self-assertion and fall of its
temporal sovereign: the New Testament teaches us to
see it brought again potentially to harmony with God
through the Blood of Him who is its Eternal Author and
Head (Col. i. 14-23).

The Gospel therefore seeks the service of Art in the
sensible proclamation of its message. The spirit must
clothe itself in some way, and the dress may help to
emphasise salient features in that which it partly veils.
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No doubt it is true that the spirit can in any case
illuminate that in which it is confined ; but it is no less
true that it has a necessary tendency to fashion its own
shrine, even as the soul “doth the body make.”

Conflicting Vietos as to the Lord’s Appearance

THE early controversy as to the outward appearance
of the Lord, illustrates this twofold truth. Some argued
from the description of ‘“the servant of the Lord,” that
the Son of man had “no form or comeliness,” “no
beauty that we should desire Him.” And others replied
that it could not but be that perfect holiness should
become visible in perfect beauty. To the spiritual eye,
we feel, there would be no final antagonism in the two
statements. And Art by spiritual sympathy is able to
guide the spectator to a right vision of that which is not
naturally discerned.

Art tefieals the Mibine Env

OR, to present the same thought from the opposite
side, as all Art brings the ideal, in some sense, before us
in a material form, and preserves for earth a definite place
in the present order, so Christian Art is characterised by
the endeavour to present “in many parts and in many
fashions ” that view of Creation wherein it is shewn in
‘“ earnest expectation,” *“waiting for the revelation of the
sons of God” (Rom. viii. 19). In other words Christian
Art treats its subject as that which has partly lost and is
partly striving towards a divine type, not self-complete
and not an end, and seeks to make clear the signs of the
true character and the true goal of all with which it deals.
It is directed not to humanity and nature in themselves,
but to humanity and nature as revelations of the Divine.
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Christianity Yoes not alter the vange of Art

SUCH an effort is obviously of universal application.
Christian Art, like Christianity itself, embraces all life.
The inspiration of the new birth extends to every human
interest and faculty. Christian Art, as Christian, does
not differ from classical Art in range of subject, but in its
prevailing treatment. It will indeed happen again and
again that ‘“‘the soul naturally Christian” unconsciously
fulfils its high office of spiritual interpretation in classical
works, but Christian Art exists by and for this. And
there is nothing to which the office does not apply,
nothing in which it does not find scope for exercise.
The joys and sorrows and energies of men, the mani-
fold forms and varying moods of nature, all have their
“religious ” aspect, if religion be, as it assuredly is, the
striving towards the unity of man, the world and God.

Music which is, as it were, the voice of the society,
and architecture which is as its vestment, have in all their
applications a religious power.

This Christianity affirms as its postulate, and by
affirming determines its relation to Art.

Opposing Influences

THE fulfilment of this universal claim, as has been
already said, will be necessarily slow. The conquest of
life for Christ is gradual and not without reverses.
New forces are not subdued without a struggle, and old
forces, which have been subdued, not unfrequently rise
up again in dangerous rebellion. More than once the
fanatical iconoclasm of a false Judaism and the sensual
Nature worship of a false Hellenism have troubled the
development of Christian Art.

No struggle indeed has been fruitless ; but even now
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we cannot dare to say that the office of Art is frankly
acknowledged, or the exercise of Art spiritually dis-
ciplined.

WUnequal Avhances of Chrigtian Art

HE development of Christian Art has been gradual,
and it has been unequal in different branches. The
social Arts, if I may so describe them, Music and
Architecture, were soon welcomed by the Church and
pursued in characteristic forms.

It is not too much to say that modern Music is a
creation of the Church; and the continuous and rich
growth of Christian architecture up to the Renaissance
in types of varied beauty is in itself a sufficient proof of
the power of the Faith to call out and train the highest
genius in Art.

The advance of painting and sculpture was checked
perhaps in a great degree by the influence of Eastern
asceticism. Both were treated as subsidiary to architec-
ture, which was pre-eminently the Art of the Middle Ages;
but some of the single statues of the thirteenth century
contain a promise, not yet fulfilled, of a Christian Art
worthy to crown that of Greece.

Meanwhile a new style of painting was being pre-
pared by the illumination of manuscripts, in which not
only scenes and persons but small natural objects, flowers
and insects, were treated with the utmost tenderness
and care. Here again the Renaissance checked the
direct development of the twofold promise over which
the student lingers in admiration and hope as he regards
at Bruges side by side the works of Van Eyck and
Memling.

Disturbing Effect of the Wenaisgance

HE forces of the Renaissance have not yet been
completely assimilated. The wealth of ancient material
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then poured at once before Christian Artists, hindered
their normal progress ; but they have moved since along
their proper lines, and the Past contains the assurance
that “all things” are theirs.

So much at least the history of Christianity fairly
shews, that nothing which is human lies beyond its
range. '

It lays the greatest stress upon practical duties,"upon
‘““the good part” of moral discipline, but none the less it
finds place for the satisfaction of what we regard as less
noble instincts.

The single incident recorded in the Gospels in which
the Lord received a costly offering, seems to illustrate
the principles which hallow even the simplest gratifica-
tions of sense. =~ When Mary lavished the precious
spikenard over the Head and Feet of her Master, “the
house,” St. John tells us, “was filled with the odour of
the ointment.”

It was natural that the thought of the apostles should
find expression by the lips of Judas. “Why was not
this ointment sold for three hundred pence and given to
the poor?” “To what purpose was this waste ?” And
the judgment was given: “Verily I say unto you,
wheresoever this gospel shall be preached in the whole
world, there shall also this, which this woman hath done,
be told for a memorial of her.”

The fragrance was most transitory, but it was diffusive ;
the waste was most complete, but it gave clear witness
of love, of that highest love of which the chief reward is
that it should be known that its object inspired the
devotion of perfect sacrifice.

So it is with every work of Christian Art. It aims
not at a solitary but at a common enjoyment: it seeks
to make it clear that all to which it is directed has
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a spiritual value able to command the completest
service.

Lobe the Guive of Art

CHRISTIANITY, it has been seen, claims the

_ministry of Art in the whole field of life. What then is
the peculiar office of Art? It is in a word to present the
truth of things under the aspect of beauty, to bring before
us the “world as God has made it” where “all is beauty.”
The fulfilment of this office involves the exercise not
only of insight but of self-control. Man and nature are
evidently disordered. The representation of all the
phenomena of life would not be the representation of
their divine truth. Love therefore, a looking for the
highest good of the whole, will guide and limit the search
after beauty to which Art is directed.

The peculiar Office of Art gseen most clearly in the
Emitatife Avts

IN the imitative arts, painting and sculpture, the effort
to make visible the truth of God in man and in nature, is
immediate and direct. In the creative arts, music and
architecture, the effort is to find an expression, an
embodiment, harmonious with the truth of things for
clementary emotions and wants.

Men in society seek a common voice, a common
home: the hymn and the temple belong to the first
stage of the state.

But in these arts there is necessarily more freedom
and variety than in those which are directly imitative.

Brofoning’s Webelation of Failure in Art

IN three most suggestive studies of painters of the
Renaissance, Browning has marked with decisive power
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the mission of Art, and the grounds of its failure. He
has not crowned the series by a portraiture of the ideal
artist, but it is not difficult to gather his lineaments from
the sketches of the other three.

In Fra Lippo Lippi the poet vindicates the uni-
versality of Art answering to the fulness of life, and yet
plainly indicates the peril which lies in this frank recog-
nition of “the value and significance of flesh.” In
Andrea del Sarfo he shews the power of faultless execu-
tion neutralised by the deliberate acceptance of a poor
and selfish motive. In Pictor ignotus, the loftiest ideal
and the fullest power of imagination and execution are
supposed to be combined, but the artist shrinks from
facing a world, sordid, proud, and unsympathising, and
buries his work in obscurity.

Fea Lippo Lippi

IT would not be possible to describe the artist’s feeling
more truly than in Lippi’s words :

This world’s no blot for us
Nor blank : it means intensely, and means good :
70 find its meaning is my meat and drink.

So it is that for him to see the world is to see

The beauty and the wonder and the power,

The shapes of things, their colours, lights and shades,

Changes, surprises—and God made them all . . .
.« paint any one, and count it crime

10 let a truth skip.

If it be said that nature is before us, and that the
artist can neither surpass nor reproduce it, the answer

15 complete : we're made so that we love

First when we see them painted, things we’have passed
Perkaps a hundred times nor caved tosee; . . .
. Art was given for that :
God wuses us to lwlp eack other so,
Lending our minds out.
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It is therefore faithless disloyalty to the Creator to -
seek to “paint the souls of men” by disparaging their
bodies. Even if such a thing as soulless beauty were
possible, the devout spectator would “find the soul he
wants within himself, when he returns God thanks.”

These pregnant words describe the manifold field of
Art, its peculiar interpretative power, and its moral
effect, but in connection with a perfect, an unfallen
world. They take no account of the sorrows and failures
which come from what “man has made of men ;” and
the circumstances under which they are spoken give
powerful emphasis to the reality of that disorder in life
which imposes on Art the necessity of discipline.

There must, indeed, be no violent suppression of any
part of true nature in the endeavour to gain the highest
lesson of earth, but the divine meaning must be sought
through the traces of the divine ideal, so that the artist
“makes new hopes shine through the flesh they fray.”

Anvrea Vel Sarto

THE failure of Lippi springs from a reaction against
conventionality. In the assertion of the divine glory of
Nature he overlooks the reality of corruption. The
failure and the success of Andrea del Sarto are of a
different kind.  There is in him no sense of an illimitable
progress of Art as it “interprets God to men.” “I can
do,” he says, “do easily,
what I know,

What I see, what at bottom of my heart,
I wish for, if I ever wisk so deep.

The last words give the clue to his position. He has
deliberately, irrevocably, limited his ideal by an unworthy
passion. In earth and in heaven, as he looks forward,
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he accepts defeat as the consequence: so he chooses.
He has fettered himself and strives to think that “ God
laid the fetter.”

But none the less he is conscious that his matchless
power was given him for something nobler. He recog-
nises truer greatness in pictures less perfect than his
own. The complete fulfilment of his design is his
condemnation :

A man's reack should exceed his grasp,

Or what's a heaven for ? all is silver-grey,
Placid and perfect with my art—the curse!

He has said of the Madonna, which was but the image
of his wife,

1t is the thing, Love! so such things should be—

but yet looking back to the early and unsullied days he
thinks, addressing Lucrezia, how he
could paint
One picture, just one more—the Virgin's face,
Not yours this time !

Pictor ignotus

THE artist has need of discipline: he has need of
devotion to an unattainable ideal: he has need also of
un-selfregarding courage. The pathos of earthly passion
in the confession of Andrea is less touching than the
self-effacement of “the unknown painter,” who, conscious
of power and purpose, keenly alive to the joy of triumphs
which he might secure, yet shrinks from the cold, hard
criticism of the crowd, “as from the soldiery a nun,”
and chooses for his works silent unnoticed decay.

He has failed to acknowledge the reality of his
mission. The question for him was not how men
would judge him, whether “their praise would hold its
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worth,” but whether he had a trust to discharge, different
from that monotonous task which he took to himself,
painting

.« . the same series, Virgin, Babe, and Saint,

With the same cold, calm, beautiful regard.

It might have been that ‘merchants would have
trafficked in his heart;” but they could not have dis-
guised the heart’s teaching. It might have been that
his pictures would have lived with those who

count them for garniture and household-stuff,

but no dull eye could have extinguished the light of his
interpretation of life,

The work of the artist is a battle, not without loss
and suffering, and he must bear its sorrows, just as he
must exercise the patient self-control of one who has to
recover an image partly marred and defaced, and to
keep in vigorous activity his loftiest aspiration,

Beauty anstoering to a Dibine Eveal the Object of Art

ALL nature, all life, so far as it can be presented
under the form of beauty, is the field of Art. But the
beauty which is the aim of Christian Art is referred to
a divine ideal. It is not “of the world,” as finding its
source or its final measure there, but “of the Father”
as corresponding to an unseen truth. The visible to
the Christian eye is in every part a revelation of the
invisible. The artist, like the poet, sees the infinite
in things, and, under the conditions of his works,
suggests it.

Positive Palue of Artistic DMiscipline

SO far the artist’s pursuit of beauty is limited. The
boundaries within which he ‘is confined will not always
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be the same, but they will always have the same relation
to moral discipline. They will correspond with the
circumstances of the time. And the discipline of sense
has a positive and not only a negative value. It brings
into healthy action a power of goodness which a rigid
asceticism keeps unused and tends to destroy.

In this way Christianity is able to give back what
was lost by the corruption of the old Aryan passion for
Nature. All that was at first referred to limited divinities
is shewn to be essentially an expression of one Divine
will.

The spiritual signs may be greatly obscured: they
may not be in every case distinctly discoverable ; but the
assurance of the significance and purpose of the whole
cannot but illuminate the study of every part.

And while the field of Christian Art is in one sense
limited by the recognition of a spiritual destiny of all its.
fruits, it is, in another sense, unlimited. The under-
standing of Nature is deepened and enlarged with the
progress of life. Every discovery as to the history of
creation, sooner or later, places new forces in the artist’s
hands.

It may be some detail as to the formation of rocks,
some law as to the arrangement of leaves and branches,
some phenomenon of light or vapour, which has been
more firmly seized ; and shortly the painter’s interpreta-
tion of the landscape will offer a fuller truth. The
instructed eye will discern the importance of some
minute effect, and the artistic instinct will know how to
convey it to the ordinary spectator.

The Actist Interprets any Embodies

FOR the artist has both to interpret and to embody.
He has to gain the ideal of his subject and then he has
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to present it in an intelligible shape. He has to give
the right effect and to call out the right feeling. He
has, as it were, to enter within the veil, and coming
forth again to declare his heavenly visions to men.

He is not a mirror but a prophet.

The work of the photographer may help him, but it
in no sense expresses his aim, which is not reproduction
but translation.

He has abdicated the office of an artist who simply
repeats for the mass of men what they see themselves.
The artist bids them behold the ideal as it is his
privilege to realise it.

He strives to make clear to others what his keener
sensibility and penetrating insight have made visible to
him.

There is, as in every true poem, an element of
infinity in his works. They suggest something beyond
that which they directly present : something to be looked
for, and felt after, thoughts which they quicken but do
not satisfy. So it is that:

Art may tell a truth
Obliguely, so the thing shall breed the thought,
Nor wrong the thought.

Peril of Wealigtic Art

THIS consideration places in a true light the danger of
the popular realism in Art. There is a charm, no doubt,
in being enabled to see some scene far removed from us
in time or place as it would have presented itself to an
ordinary observer; but exactly in proportion to the
grandeur of the subject such a superficial portraiture is
likely to be misleading.

The spectator is tempted to rest in that which he
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understands at once ; and the loftier though vague im-
pression which he had before is lost and not assisted by
the external details which profess to give the literal
truth.

Or, to put the truth in another light: the divine act
was fitted to convey the divine meaning at the time of
its occurrence, in relation to those who witnessed it, but
a realistic representation could not give the same impres-
sion to a different age.

In Scriptural subjects especially

THIS is signally the case with scenes in the Gospel
History. The early Church by a right instinct refrained
from seeking any direct representation of the Lord. It
was felt that the realistic treatment of His Person could
not but endanger the living sense of the Majesty which
the Church had learnt to recognise. By no effort could
the spectator in a later age place himself in the position
of the disciples before the Passion and the Ascension.
The exact reproduction, if it were possible, of what met
their eyes, would not produce on him the effect which
they experienced. The scene would require artistic in-
terpretation in order that the idea might be preserved.

Hlustrations from the Treatment of the Madvonna

A GREAT artist can alone determine what the law of in-
terpretation must be, and even then he will not himself
always obey it. Two illustrations taken from the com-
monest of sacred subjects, the Madonna and the Cruci-
fixion, may serve to bring out the thought which I wish
to emphasise.

In the “Madonna della Seggiola” Raffaelle has given
an exquisite natural group of a Mother and Child,
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overflowing with human tenderness, affection, and proud
joy, and we look no farther: in the “ Madonna di San
Sisto” he has rendered the idea of divine motherhood
and divine Sonship in intelligible forms.

No one can rest in the individual figures. The
tremulous fulness of emotion in the face of the Mother,
the intense far-reaching gaze of the Child, constrain the
beholder to look beyond.

For him too the curtain is drawn aside : he feels that
there is a fellowship of earth with heaven and of heaven
with earth, and understands the meaning of the attendant
Saints who express the different aspects of this double
communion.

The Crucifivion

IT may well be doubted whether the Crucifixion is in
any immediate shape a proper subject for Art. The
image of the Dead Christ is foreign to Scripture. Even
in the record of the Passion Death is swallowed up in
Victory. And the material representation of the super-
ficial appearance of that which St. John shews to have
been life through death defines and perpetuates thoughts
foreign to the Gospel.

The Crucifixion by Velasquez, with its overwhelm-
ing pathos and darkness of desolation, will shew what I
mean. In every trait it presents the thought of hope-
less defeat. No early Christian would have dared to
look upon it. Very different is one of the earliest
examples of the treatment of the Crucifixion on the
Sigmaringen Crucifix. In that life, vigour, beauty, grace,
the open eye, and the freely outstretched arm, suggest
the idea of loving and victorious sacrifice crowned with
its reward. This is an embodiment of the idea: the
picture of Velasquez is a realisation of the appearance
of the Passion.
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Art Ministerial, and not an End

IF the view of Art which has been given is correct, its
primary destination is.public and not private, and it
culminates in worship. Neither a great picture nor a
great poem can be for a single possessor. So it has
been at all times when Art has risen to its highest
triumphs.

But as an element of worship, Art must be seen to
be distinctly ministerial. In every form, music, painting,
sculpture, it must point beyond the immediate effect.

As long as it suggests the aspiration “to Thy great
glory, O Lord,” it is not only an offering, but a guide
and a support.

When it appears to be an end idolatry has begun.

The Antist a Teacher

THE artist, we have seen, must use every fresh help
and discovery : he must make evident new thoughts, or
illuminate thoughts which are imperfectly understood.
It is clear, therefore, that he cannot follow one constant
method in the fulfilment of his office. His work will be
accomplished according to the conditions of his time.
He will choose that mode of presenting the truth that he
sees which is on the whole likely to be most effective.
As a teacher with a limited and yet most noble range of
subjects, he will consider how he can best serve his age.
Nothing short of this conviction can overcome the
influence of fashion, or sustain that resolute purpose which
bears temporary failure.

Pecovative Art

I HAVE touched only upon the highest forms of creative
Art.  The principles by which these are animated apply
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also with necessary modifications to the humbler types
of decorative art. The problems which these raise are
in many respects more difficult and of wider application
than those connected with the artistic interpretation of
nature and life.

It is no affectation to speak of the moral influence of
colours and shapes in the instruments and accessories of
everyday life. Here also there is room for a manifold
apprehension and embodiment of truth.

If once thoughtfulness of workmanship could be
placed in general estimation before richness of material,
a legitimate and fruitful field would be opened for
domestic art. When Greek Art was greatest, it was con-
secrated to public use, and the chief danger of modern
society is lest the growth of private wealth should lead to
the diversion of the highest artistic power from the com-
mon service, and at the same time leave the appropriate
labours of domestic art unencouraged.

Summary

THIS, however, is not the place to pursue the questions
which are thus opened for inquiry. It is enough to have
shewn that Christian Art is a necessary expression of the
Christian Faith : that the early antagonism of Christianity
to ancient Art was an antagonism to the idolatry, the
limited earthliness, of which it was the most complete
cxpression ; that from the first beginnings of the Faith
there were strivings after an Art which should interpret
nature and life as a revelation of God, leading the student
through the most patient and reverent regard of pheno-
mena to the contemplation of the eternal ; that the con-
secration of Art, involved in the facts of the Christian
Creed, limits the artist only in the sense that a clear
exhibition of the ideal saves the beholder from following
wayward and selfish fancies.
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The works of the greatest masters of the Middle Ages,
of the greatest masters of the Renaissance, and the state-
ment holds good still, shew how constantly foreign ele-
ments, fragments of the old life, not wholly transfigured,
intrude themselves in that which as a whole belongs to a
new order. Here, perhaps, traces of sensuousness, there
traces of unlicensed satire, reveal disturbing forces in the
artist’s soul which are yet powerful enough to make
themselves felt. But it is true, I believe, without excep-
tion, that the noblest works, those on which we look with
the deepest gratitude, drawing from them new powers of
spiritual vision, new convictions of a spiritual world about
us, are those which are most Christian.






