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RELIGIOUS AWARENESS IN ART
FROM PREHISTORY TO TODAY

A Course in Art Appreciation
Lectures by Dr. Francis J. GREENE, Art Historian

The Museum of Biblical Art, New York City, November 28, 2007

The Renaissance

Simmonds Good evening, and welcometa® | ect ure on fARenai"ssance,
Centuryo the third in a series of [oftheseliegsist ures b
ARel i gious Awarenessodaydranfiroef Peehsstbeyid
separate fromhie larger drama of human history, but it reflects the broader human quest for

meaning, and as such is intrinsically linked with religiosity. As it happens, the idea for this series
was inspired by a seminal WRaigioksAwafenebssngiodernL ui g i
Man, whichwas first published in English a few years ago in the international theological
magazineCommunio In this book, Fr. Giussani, whom some of you may know as the founder of

the Communion and Liberation movement in the Catt@©harch, offered a very lucid

discussion on the religious trajectory of Western civilization. We thought it would be interesting

to ask a distinguished art historian like Prof. Greene to illustrate how the developments described

by Giussani are reflected the world of artistic creation. Of course, there is a deep link between

the human need for beauty and the religious sense, and historically there has been a deep
connection between Western art and Christianity. If it is true, as Giussani says, that gw@ne o

most important Christian words have become almost incomprehensible to modern culture, this
process must be discernible also in the language of the visual arts.

Now to tell you a little bit about our speaker. Dr. Francis J. Greene has taughtran8is F

College since September 1968, serves as Chair of the Department of Foreign Languages, Fine
Arts, and International Cultural Studies where he holds the rank of Professor. Dr. Greene was
one of the cdounders of the College Honors Program, servatsdsst Director and continues

to serve on the Honors Council and to teach Honors program seminars. Dr. Greene was chosen
as Outstanding Professor in New York State for 138900 by the Carnegie Foundation for
Excellence in Teaching. He is a frequentsgrger at academic conferences throughout the

United States and has published extensively in journals suldieaSrench Review he Modern
Languages JournaMeasure andSymplokeMost recently, Dr. Greene -@ited a book entitled
Perspectives on 9/1published by Praeger. He wrote an essay for the editor on the proposed
memor i al for the site of the former World Tra

Greene Good evening everyone. |l t6s wonder ful t o
of you who have been with useveral of the weeks thatwe hdve en doi ng this ser



the third week and tonight wedre going to dev
week | hope you can join us"ai2otentsyavhicharér e goi
really whereissues become more problematic and challenging. Thiswhdle a odelf man 6 s
awareness as evidenced in art. The real <chall
very interesting next week, not that thissMe wondot be as well . So we h
will have the opportunity to meet and talk and pursue our questions more in depth at the end of

the series next week.

Each week we like to look back for a moment to the week before. If you remembesdistve

dealt with art in thé&arly Christian periodandwhat we saw is thatrom the beginning

Christians used images as a very important pfworship. A decision was made, an instine
decision, to usenages -- from the outset. WhyBecause th image is sacramental. God, in
Christian belieftook flesh in Jesus Christ; therefore, Christian belief looks intéstiudfo of

this world in order to ascend to God. Creation is good. God created good things, and indeed was
willing to come and live amwg His creation; therefore, within the Church, we use oil and

candles and light and water. The things of this earth are sacramentaarétsgns of

something beyond themselv@hese simple materials of the Creator lead us to a greater spiritual
reality, and so togpin art, with the things of this earéh clay and wood and canvass and sfbne

we plunge into them because through these images we ascend to God. Our approach is both
incarnational and sacramental.

We saw, however, that early on in the Eastdlveas a retreat from thégoproacHor a while
Beginning in Turkey, in Constantinople, the iconotfaeyiod in which some thought that no
images shoultbe used. Part of it was theologidailit, as we said, it is vegomplicated because
there were alseome purely political motivations behind it. But it was a testing after which the
Christian communities decidalefinitivelytous e i ma g e ghe image i atshe heért of
the Chistian experience. And ontlee iconoclast period was ové&thristianty (Catholicisn)
plungestself, in its art ad in its worship, into the materiads$ this world.

We saw that St. Francis of Assisi, in the 1200s, because of his own life and spirituality,

accelerated this even more. He found God in all of creattbeplants and the animals, the most
marginalized and the most abandadexthd hisplunging evedeeper into the world further
advancedChristiandd i cat i on t o t hdfthiswoddiroaftant in worshipnat t er 0

What |1 6m goi ng beaddran several $crigiureiquotatlons and fromtseveral
of the authors | recommended to you lasewon this issue. They asemmenting on what we
saw already. But wedre not just | ooking back

approachToni ght web6re not going to see a break wi:tt
with different approaches, perhaps, and different stylistitud#s, but not a break at all. In

religious arthe viewer encounters a reflection of the incarnationth®itmages also reenact the
incarnation on their own artistic level. The invisible God and Father spoke His eternal Word, the

Son, Jesus Christ, who plunged into human time and took flesh becoming the visible image of

the invisible God, thémago Dei These textual and visual images mirror the written text of

Col os s i a nisthelimagesof thefiniebledsd, thefirstb or n of al | creatur
through matter God became visible and accessible. In and through the materiality of these and



other platic images the once invisibleo@ can be seen and better grasped, as expressed in the
textof1John1l:2: A What was from the beginning, what
upon and our hands have touched, we speak of the Word of life. This kieéetsible; we

have seen it and bear witness to it, and we proclaim to you the eternal life that was present to the
Father and became visible to us.o0o Thus Saint
AYou may draw His i mwgkland sbogwakzte tupoanybab¥
drawing, word, or coloréthings which have alr
i mages. O

Following the teaching of Plato, Saint John of Damascus considered sight the most noble of the
senses and remarkedh at | mages stimul ate the eye and t he
to the | ettered, the image is to the illitera
has no body become man for you, then you will make representations of His aspeah

When the Invisible, having clothed Himself in the flesh, becomes visible, then you represent the
likeness of Him who has appeared. When He who, having been the consubstantial Image of the

Fat her, emptied Hi msel f bngtakenlon tmegarnalhmagefttten m o f
you wi || paint and make visible to everyone H

For Ouspensky, whom | recommended in the readings, the distinctive trait of the New Testament

is the direct connection between the Word tredimage. (Ouspenskyheology 55) The

multiple readings of these early images are affirmed by the analysis of Egon Sendler, whom |

also recommended to you, who sees them as works of art, but also as signs which go well beyond
the domain of art; imageshich, he says, are living proclamations of the value of matter. Just by

their existence they make reference to the Incarnation. As signs he sees in them both the signifier
and the signified, and it is the signifier, the image of itself, which participatesopening

toward the Infinite. They are concrete, but transcendent images reflecting by their very finitude
another dimension, both infinite and unspeakable, (Sendlef@83 the observation by
OQuspensky that At he pr eldwabfromthe edinnidgtcarieddutibp ni t vy
the Church through word and i mage, 0 by the du
(OuspenskyMeaning 26)

Well this is some of the material. And | have with me that suggested bibliography again, if
anybodydi dndét get it. Some good reading, Ouspenstk

But we saw something else last week. We saw that in the Middle Ages, there was a clear belief

that truth was one. That truth, God, reality, creation, knowledge and sciehey &s¢w it were

one. There was no division. And | want to repeat that. The medieval belief that truth is absolutely

one, God, truth, reality, creation, knowledge and science as they knew it were one. They are not

in any way in conflict. And thyss we eded we spoke of5t. Thomas Aquinas, the great

Medi eval t heol ogian, who in his theology creat
attempted to pull all of this into a unity.

Today, some modern philosophers feel that St. Thomas was a littleyoget e mat i ¢; he wa
open to loose ends; he had to have everything in the system. Well, maybe he overdid and maybe
he di dnddbelievethatevehything was one and could be brought together. His attempt



was to resolve apparecwntradictions. Théelief was there and the attempt was made. This

basic belief, and we see this in Biemma Theologicais basic belief inhe unity of all creation

and truth mn God and with God is reflected in the Medievaii@c cathedral where we saw that

the plan, theslevations, the stained glasise rose window, the labyrinth every element came

together to create a total unity. There were many tensions: theritafiaad the vertical, the

circularand therectangular, shadows afight, and thespires. Evernheflying buttresses

reflected this tensions or disparities, becaarse buttress would pusip against the waland

one buttress would receiteh e wal | 6s thrust in a downward di
Excellent studies have begparticularly by Préessor Mark of Princeton Universityon

directional forces in Mdieval flying buttresses. But the point is, with all of those tensions, the
cathedral was a total 8ummdTheologgca. wi t h Thomas A

Well, this week we come to the Renaissar@enerally begun around 1400 in Italy, it spreads

across all of Europt the North and therin every direction. It really begins in Itglgndsome

would saythat the Renaissance was prefiguasckarlyas he | at e 123@llys and e a
Giotto. We looked at Giottan the Bardi Chapel at Santa Croce in Florence taadeeds of the
comingRenaissance aadreadythere.

The first t loiobseve inthé Reraisspocésshgicaltperfection in painting.
Space, lighting, anatomy, drapesyby this time perfect in executioriThere is a new
presupposition about art, that the franfiehe paintings a window on a real world and one
should see absolutely real anatomy, drapery, perspective, light, and so forth. | would suggest that
that ckhim to perfection begins witBaint Francis who plunges himself in his spirituality ever
deeper into the materialofld, and when the St. Francisalster painted those scenes we looked
at in the uppr church of Assisi, the Renaissance approach was alpeefiyured and being
prepared.What the Renaissaa brings is the full force of science and mathematice&n bpon
painting. For examplenathematical works dhe architecFilippo Brunelleschiwho
constructedhe dome of the Florence Cathedral, wdnr@wvn upon in refining techniques of
perspective Sofrom this point on the expectation in painting will be technical perfedBan.

this is not a course ohehistory of technique, and | anot going to put an emphasis on that
tonight, although for somtechnical perfectiors the marvel oftie Renaissance, that most
Renaissance paintinggok as though they are windowsto a real word and that we, the
viewers couldopen the windovand walk into thatvorld.

Secondly this Re-naissance, the rebirttis a rebirth of what? O&reece and Romé&he view of

the scholar, poet, painter, architect of this period is that thgyaarefthe second Greece and

Rome. First there was Greece and Rome, the great claseilizhitons, after which can the
Medievalperiod, and now they were the inheritors and revivers of those two great Classical
civilizations.Greek and Roman philosopisyreborn Plato and Aristotléake precedence once
again.Platonic literature and poetapounds. In architecture theotBicis rejected in favor of a

return toclassicaktyle We 6 r e goi ng t od theeebirthtofilGeeece and Rome.e ap p e
But know thatrepresents no return to paganidmtis, rathera faginating mixtureof earlier

pagan elements, melded withristianity inawayt hat wor ks . ltés a fine |
walked but for the most part, it worked.



We will see the return of the nude figure and many elements borrowed from Greek and Roman
pagan mythology. Yet we are not going to look atfaat isagainst God, or Christianity, or

against the ChurchThese artists, although they imbued themselvéisepagan Greek and

Roman culture and sourgesereChristianbelievers who created art which is as devout, as

inspiring, as moving and as theologicatlymplex as anythmin the Middle Ages. And that is

very important to establish. I f there is a br
at tonight. We are going to see art by believing, devout, Christian, Catholic artists who had
enormouglevotion, angin many casegprofound insights inttheology. When we come to this

art, we will find for ourselves devotion, belief and much theology to contemplate.

| begin with Raphael 6s ThaBetrathal ofghe Yirgislary,aa | i tt | e
scene and story based on the Golden Leddmelin withan excellent example of the technical

perfection in painting of which we already spoWée observeltte extraordinarily beautiful faces

of the women, the garments as glorious as anything idariassical antiquitythe extraordinary
Renaissancéot Gothic)architecture, but most of alle marvel athe space wheraow, every

line converges to the centidint which is the doorwayve observeabsolute technical

perfection. Symbolicallyte doorwayis open, as was Mary toarriage to Joseph and eventually

to the message oftheangel f i nal |y of fering her AYeso to Go
closed.

We talk about the great &dlieval synthesis by Thomasjuinas, but there isgreat Rengssance

synthesis as well, amb painting reflect# bet t er t h a mth&®pmapahapaetrhedts f r e s
of theDisputawhich really does not depict dispute over the Eucharist, buthat a theological

discussion conducted in an atmosphere afigder and awe. At the very center of the painigng

the Ewcharist in the monstrance on an altartHe same way that Thomaguinas,in the Middle

Ages attempted to bring alknowledge together, we hatere all of Christian belief about the

Eucharis in this fresco painted just around titee when Michelangelo is paintinige Sistine

Chayel ceiling, about 1508. God the Father hdhis globe of the world attended by the angels,

His Son, Jesus Chtjswith angels around Him, His dther, Mary, and Johthe Baptist, His

cousin, Johnisdoing exactly what he did in life pointing the way to Jesus. And then the Holy
Spirit, all «cent eresuce idthe Beahdrist.\Below\Hie apos@els and st 6 s
theheavenly court. Still further dowarethe writers and thinkers dhe Eucharist from over the

centuries. It brings together all keflias they offetheir theories on the depth of the reality of the
Eucharist. There is no paintimgart historymore devout, more theologically sound, taking th
deepest belief of Chri st i atheReglPres€rte, assstsobgect.pr e s

| 6m going to show you some of the details. We
glorified Jesus Christ in heaven, His mother, John enmight pointing to Him, but the Holy

Spirit surrounded by the four books of the Gospel, angels holding each @ themway of

knowing about the Eucharist and more about Jeslistle contemporary detail: it 8508, the
beginningof the building ofthe@mew St . Peter 6s Basilica. Julius
and we see this on thight side going up. We also see a range of pajpeslogiansand

scholars, Franciscan, DominicaAugustinianall of whom wrote, thoughdnd spoke about the

Euchaist. Dante is even therBante who wrote so beautifully about faith and about Our Lady
andwhose devotion really summaeiz in a poetic way t much of the Medieval outlook. We see



SaintJerome working o his commentary of the Bible, while Saint Thomas iAgs dictates his
scholarly thoughte n t he Eucharist to the scribe whods t
attempt to bring together deep belief and affirntite Disputa

In the same papal apartments, maybe less fam®adresco calledhe Mass at Bolsenaalso

painted by Raphael. We see Pope Julius Il attendizgsiM the town of Bolsena.. hie story is

told that at Bolsena there was a priest who had lost his belief in the real preséemesof

continued to offer the Blss, but no longdrelieved that anything really happened to tread

and wine. One day he plactee host dowron the altar cloth, and when he pickedp thee was

a bloodred cross otthe altar cloth- a Eucharistic miracl® indicate a theological poidtthe

true presence of Christ. Pope Julius, who had not been there at the time of the miracle, wanted
himself painted in the scene in homage to the Eucharist. Clearly these frescoes were not created
merelyto decorate the walls, but to establish some of the most impeteament®f Christian

belief which aretoday, still examined and sometimes struggled with.

We nowgo backvard, chronologicallyto 1438,to this beautiful altariece by Gentile da
Fabriano which shows th&doration of the Magiln this magnificehtwisting procession we see
the kings and their retinue coming from a@mdnowhere in art will you see more devotion than
these tiree Kings, one of whom falls at the feet of Jewslsle the second is removing his crown,
as the third onvaits his turn Again and again in these extraordinarily beautiful paintings we
see intense devotion aneverence for Christ. This alf@ece was in the sacristy. The incredible
brocade and detar the garments of the three kings gate appropriate fos sacristythe room
where the priests would put on the vestradot mass. So thematically itvery carefully

painted to link it to the site.

If we wish to talk about Medieval devotion continuing into the Renaissahaeartist could we

choose morexemplarythan Fra Angelico, the artist who received hisna@inm&dngel i c o0
because there was somethiagen to his contemporarieso ethereal, so spiritual, that while we
had a theologian called Athe aehpel pai dbetobdb, ®

is Blessed Brother Angelico. He did a series of Annunciations of which | will show you only

one.lt is in the monastery of San Marco in Florence at the top of the staircase, and eyasy day

the monkgast it, they would follow the instructions in Latiaipted beneath the frescé: Wh e n

you see thisimags,ay a OHai I Mar y 6 . 0 thé hbeolute ineeneeof i s i mp
Mary who sits, not on a thropleut onalowly woodenstool, and just openly lisns to what the

angel says. Note thechnicéperfection of the architectudeby the way, columns that

Brunelleschi would have eated, where every line leads the eye to a small intenaow

which is openbut barred-a beaut i f ul i mage of Marybés virgin
window thatis barred, but open 1de. So the painting is beautifunoving and theabgically

complex. You see how sothe colors are, almost pastetolors almost ethereal.

We come to one of my favorite painting$ie Madonna of the Rogksy Leonardo da Vici,
1483, a woodepane| created as an altarpiecé/e saw some altpieces last time. It woulde
positionedabove the priest as he saidsdwith his back facing the congregation. First of all,
this paintingwasintendedto capture in some way the Immaate Conception and was to be



dedicated on December 8, 1483, the Feast of the Immaculate Conception, and lore says it was
delivered the evening before, December 7, 148
the storyo6s prlsepbatlabsglutety ttua sl esséngal ppinflihestory says

that when the good &hersof the parisireceived tlke painting from Leonardo, who whg now

famous, they werhorrified. They had to pay him, but they feltthatd¢ y coul dndét put i
church. Who would believe this was Mary? Where was the throne? Where was the gold
background? Where were the angels? Where were
rock garden with two little babies and another woman. Everything that had been expacted

to speak oMary was gone. What Leonardo did is to takealipheartisticthreadsefore him,

and | would say that he takes the last step suggested by the spirituality of Saint Francis of Assisi
andLeonardo plunges totalinto visible, tangiblevorld. What we see is what anyone would

have seen who met Maya beautiful woman, no wings around her, no halos, but a person. And

if we see goodness or gentility, we see it in the face. We experience, for the first time, the way

we experience people, gband evil, by just whawe see. In a senseonardo wasamongthe

first painterso say(by how they painted) il only know one thing: f1 ¢
deal with the Divine, you will have to see it the way they sawnt C h r i--entfléslsand i me

bl ood. avo®adetrtiiug | ittle story that the parish
painting,may or mg not be true, but the point of the story is that Leonardo hadlggyend all
expectations. And this is really theRaissance nowwould say that this painting represents a

final i y e sthie spirituality ofSaintFrancis who plunged himself into the things of this world

and there aw the Divine. So Mary isituated in a garden. The organization of the painting leads

us from the figue of Mary to the Christ Child. Leonardo presumes that we will start by looking

at Marybs face and then follow the tilt of he
arm down to her hand which embraces one of the two children in the paintingisBatJohn
the Baptist, not Christ. Johnds gesture of adol

Child whose hand is raised in blessing and teaching just as in a Byzantirseiatoas we saat
thevery beginning of ouseries.

Now §gdossibleghdtwead ndé6t f ol | ow teomardowarged o s tdiféll@sad s 0

we look the other way, to the riglit,h e n  Btherhgnd Bovers over her baby like a halo.

T h e r esynsbolia mlo, but rathemfenfleshed hiaMaa y 6 s Yoo haned see the

painting in the LouvreThat handeems to jump forwardff the altar panel. Itthree

dimensional qualitys amazing. And so the hand leads usthe baby anyway. But perhaps the

vi ewer doesnodét | ook atinsteadyattodbeautiiuewomanthafayur e s |,
right whom Leonardo says in his noteboskan angel. One might think the figure is Elizabeth

butit candét be Elizabet h; t hi er.Indeedthimisanangd,oo you
in the Jewish traton, intheroleofanmes enger who s agokoverberetwheze v i e we
| am pointing. And when the viewdpoks there, he/shends up looking at the Baby Jesus, no

matter how onenteedthe paintingvisually speakingpneends with Jesus. Jushithese

principles of organization alone, it is brilliant, a turning point in the history of Western Art.

And t hen, of cour se, itéds not just a tour de
the rocks can speak to us of Calvyarfythetomb. Thewaterfall speaksf Johnthe Baptist, and
thereds also a small pond i n the foreground.

tomb, the Resurrection, Baptism and new life. There is as much symlaglisriviedieval



painting, but the icoography is completelyatural. So the Renaissance reveals tthessame
devotion and the same theology in the Middle Agesut in a different way.

Another aspeabdf Renaissance painting is arplicit returnto Ancient Greece and Rom®o
Raphaehlso painted, in the papal apartmeiiise School of Athenghere,in a wonderful

Roman setting, nat Greek setting, he depid¥ato and AristotleSocratesPythagoras and all

of the Greek philosogrs together. At the center we $8ato pointing upwardto the world of
ideasand ideal forms) and Aristotlegpointing down tothe more concrete and specific, reflecting
his teachingabout substance and accidents. Of course this frescoamderful study in
perspective, techaal perfection, bt it alsoreflects this return, not only in poetry and in
literature, to Greek ideas of Plato and Aristotle, but used to further Christian belief, this
interesting amalgam of the two.

We also se¢he return of the femaleude. In hiBirth of VenusBotticelli pairts the first mgor

female nude since antiquity, then expressed most often in marble sculpture, such as the Venus
d 6 MArd m antiquity it was th&enus de MiloBotticelli draws upon the myth der being

born from the foam of theea and attended by thgmphs. We observe the stylistic linearity

which Botticelli loved. h VeniceTitian will take us fullyinto thetheme of thdemale nudeas in

the famous/enus of Urbinpperhaps the most pertdemale nude of the Italian Renaissance. As
depicted she i¥enus the goddess of love, but shelso obviously a very wetb-do Venetian
woman attended by heervants. We observit only in the nuditybut in thedrapery the

attention to the foldthatthe Greekand Romans also practiced and lovEde dogon her couch

is asymbol of fdelity, Fido,the faithful one.

Now | think it Otsesewarethgmes tmapamrinteadadd betincoaftict with
Christian belief, but are discoveries of other realms to be celebrated, and part ofdissdee
is coming back to that discovery that we sawhmDiscobolusand the Apollo Belvedere what
a glorious thing it is to be a human being! Remember we saw particularly thepeiy stood
there. All of this is a part of what we céllH u ma n and mone ®f it is intended be against
Godor Christianity but it is an approachr @ directiondifferent from the Mdieval approach.
Thereds something else that needs to be said.
w e O6sean since the biping of our survey, ifaken too far one way or tlegher, could be
destructive, as in all of life. Even Medieval asceticism could be takefar; one could destroy
o n e 6 sh ard ¢haréfdre be of use to owe in the Church or anywhere else. Mantheke
ideas that are emerging orgeerging in the Renaissance are squfrigept in balanceSo what
a grand and glorious thing it is to be a lambeing, yes, if one understandsere the sourcefo

oneds | i fe comes f r owhnichbdskd itself dtaacrertGreeceanaedesl c ul t u
very much to remember t herati@mthemk dohbtet cpuidkel Ot
ideologies and spiritualities can be taken too far in certain directionsd s very i mport ai

that these paintings wen®t created to subve@hristian belief, but rather they reveal

rediscovery of a culture which had been forgotten and which is glorious to them and not at odds
with ther Christian belief. Such a synthessiot impossible, but it had be carried ot

cautiously and judiciously.



Amongthe most famous sculptwef the Renaissance and certainly one of the grelayest
Michelangelo iDavid (of the Old Testament). The subjeeschosenin part, so he coultteat

the nuddigure. It is obviously in tle tradition ofthe Discobolos or Apollo Belvedere We 6 v e
seen thid the idealized young man with a deep coni@ion in the face, contrapposto position,
perfected and idealized(et it is religious-- David who slew Goliath, and so we have this
interesing mixture of what was pagan and is now Ju@éoistian, and it works. Rememlibiat

all the athletic events iancientGreece wergerformed inthe nude, so the athletesrae

depicted in the nud&Vell, this was ert of an athletic evenavid slew hegiant, so the subject
permitstheif gur e t o b e n wsdtance allihe expression Drahis face 6Once
again, What a glorious thing it is to be a human beifdis is rot intended to banti-Christian.

Il f one doesndt h adwofdhe glorysoktime seatiorofrom God, eheneohefcannoa n
hawe a sense of the gift that one has received as a human being.

But there is another element thatenfers her e . I't really isnbét a re!
it was commissioned by thegit of FIl or ence and wharencevEBhér e supp
city fathers hacdsked Michelangelo to creaesculpture that embodied Florendde could have

chosen any image, but his decision was to sculpt Daviglpasgenting the cityrhe reason is

that Florence which was certainly aépublic and somewhat democrati@s menaced by

enemies on every side, primarily Milaand felt that it had nothing going for i terms of

military strength and yet it hadithe righb going forit 6 t h e oniitgskléDavidw a s

winning over the giant against allds became a perfect image of the often beleaguered city.

Thusfor centuriest stood in front of the Palazzo Vecchio, representing the city of Florence, and

was only moved into thAcademiaa little over a century ago.

In this iconic sculpture there exists an interesting mixture of the pagan,adiéheation of the
beauty of the human body, a little bit of the religious, and an enormous tafdhe political,
all coming togeter in a strangmixture that holdsogether. When thRenaissance Florentines
looked at the David t h e yhinkdof God, éadr of the Old Testametiipythought of their
political situation and how they had survived. Remember the first week,iimtve Parthenon
frieze,the Battleof the Lapithsand Centaursevealed how the Atheniasawthemselvesas a
civilizing and fully human presence in a largélya n iomavio r | d .

In Michelangel@ Sistine Chapeteiing, his God the Father is an idealized Greek older man.

Look at the power of the body! And where look at Adam, what do we see? We belzold

Greek god, a perfectednidealized body lacking only one thiédife. All of this is based on

Greek prototypg and yet it is profoundly religious. | would say it is onehe most brilliant
paintings in the history of t&showthiseoncdptdnd | | t el
belief, common to Jude&hristianfaith thata Supreme Being who was complete in Himself

chose freely to share His existence and createrla &od people to share His life and love,

creating them from nothing. How can that be expressedms i mage ? |t 6yet i| mpos si
Michelangelo succeeded. The artist cannot show creation taking place, so hetliefifets

force, which is God, powatf, as revealed by thesGreek athleticarms, and a lifeless form,

Adam, propped up like a puppet. Ifopau | | e d A d a mowholefigueewould falltoyer t h e
like alifeless doll or gpuppet The eyes are not focusdhe figure idifele s s .  uBoreatédt 6 s

but it isabout to be created, and the moment that spark goes over, Adam will stand up and be

like unto GodWhen he stands up, once he recelifedrom the Creator with that body, hellw
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be like his CreatorAnd thatist ot al | y sBnlliant! Shova Adam undreated, but about to
be created. However, af it is ancient Greek in its visual inspiratiso he was able to take
these pagan Greek forms and make the most profoymctide of creation that has ever been
show, in my opinion

By the way, a little detat-inanera hat wasnoét femioistsensibilitieas havi n
Michelangelorefused to depic@n allmal e cr eati on. He ipshetwer&av e |
concept in His mind.So Eve was there from the beginning. Hedln 6 t \Weaf maleitt t o
wa s nhé treation of Adam, but rathiére creation of Adam and Eve. Right now Eve is in
Godds ar ms, b uttfocused endtte FathgreThaseaivetedbmAaam her

intended partner and spoul&y point here $ that the visual sources of this frescotaahnically

and in some ways ideologicalpagandirectly out of ancientGreece, and yet the paintinguld

not be more devout or more movimgJudeeChristian religious terms.

g
n

We know that Michelangelacuallybss e d Adamdés body lecausavhi®r eek sc
he was painting the ceilinthey found in Rome an ancient Greek torsehich is now called’he

Belvedere Torso Michelangelo left his work and went to look atHie paints hi s fAcurrent ¢
archeological discoveryight into the ceilingn the twisting figure of Adam. So we see this

Christian arhas thesguite specifiaunderpinnings fron ancient Greece.

In the final analysié all comes dow to the meeting of the hands, the-litgce, the engy

going forth from the finger of God the FathBre t ween t he Father-6s finger
energy, and Adamés | ifeless finger there is a
spanned between the human and the Divine.

Called back years tr the completion of the ceiling in 1512, Michelangelo was asked to depict
the Last Judgment over the papal alfdre artist createthis very complex painting of Christ
judgingthe world at the end of time. At the center is a beardless Christ modgbed@mimages

of the god Apollo, executed with idealized, athletic body. The Popeowmatriable with this
because he was rooted in this classicism. Again, th@@thing in thisntended to be anti
Christian. Rather, the artist is drawing upon a dghural heritage from Antiquity. We know

also thatmany of the figures were nude, right over the papal altar, and it was only after the
Reformation that somebody was sent up to paint over them to make therfinmodiest

Obviously,that the hell at thbottom of the fresco is the Greek Hades where one crossed the
River Styxin a boat. Once again Michelangelo has borrowed ancient Greek mythology for this
Christian scene.

In terms of architecture we ageing to look at a most inconspicuous exteriorf thfahe Church

of San Lorenzo in Florence, a Medici church commissioned by and for the Medici. It was never
finished on the outsidén Italy architects would add the facades after the church had been
completed, and often these facades had absoluteblatomnship to the interior. By contrast,

France the exteriasf a church or cathedral, such as that at Chasrasintimately related to the

design of the interior. In the case of San Lorenzo they never got around to completing the facade.
But inside we have perfect examplef Renaissance architecture, a to&irn to Greek and

Roman architectureThe Gothic has been rejected with gsinted archs, stained glasflying
butressesgargoylesandthe sculptural program on the exterj@nd wereturn to theRoman
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basilica with dlat ceiling and the roundg@Roman) archesPietra Serenathegreystone,

stands out against the whitalls. Each arclplays off the other from a visual point of view, and

there is an almost dizzying interplafarcuatedand trdbeated forms, all dhem in careful
mathematicalelations to the other decorative and structural elemewésybnit of spaces

measured mathematically to perfection. For example, the distance of the side aisl®istbne

the distaceof the middle aisle, and sudmathematical proportiongo on and on. Amentioned,

al the interior elements are executed in contrasting colors of what and grey to create a cold,

logical, and precisely rational impéctjuite different from the mysticisnf the Gothic interior.

In theMedieval Gothiccathedralwhen there were mathematical proportions the numbers were,
typically, 3, 12 or 4@ numbersspoke symbolicallpf God andhe Bible. Here the math is used

the sheer enjoymenf what my mind can darhe numbers do not have mystical association.

| t O sereat agprodch to God. Itnseant to be devout alsbhere was a dedyelief among the
Renaissance Platonic philosophansl poetshatthe intricacies of mathematicsuld lead one to
Godassuley as any mystical experience. So thereod:c
ability to do something. ltés simply a differ

Another aspect of &aissance thought is the importantéhe individual. In this wonderful
Botticelli panting of the Adoration of the Magi, we have the entire Medici family, Cosimo ,
Piero,Giovanni,Giuiliano,and Lorenzo the Magnificent, standing there with such assslfird
stanceWhen we look at this painting, do we end up looking at Christ or rem@rghhe
Medici?

One of my favorite paintings by Piero della Francesad the Virgin and the Christ Child,
positionedoddly in the apse of a churchh@ perfection of the perspective is such that by
measurements we can tell what kind of anisggu@ended from the ceiling of the apsn
odrich egg.

Depicted among the supplicants is one ofdhtstanding figuresf the RenaissancEgederico da

Montefeltrg one @ the great knights and swordsmen. He kneels in fsbhts patron Saint John

the Evangelistput onthe opposite side the spaodront of Saint Johthe Bapist is vacant to
signifythate der i cobés wi fe, Battista Sf othmreeaafterhad r ec
giving birth to her ninth child. So once again, is it a pding about the Virgirand the Christ

Child? Do we remember the Virgin or do we remember the empty spa&attisda Sforzand

her husband, éderic®

| amgoing to end with this portrait éfedericodaMontefeltroand his wife Battista Sforza, who
was commemated in the earlier paintingeBerico wasery proud of the fact that he lost a fair
amount of his nose in a sword fighh this portrait you can see how much of the bridge of the
nose is missing. It is depicted as if it were a badge ofthdwe see him in his uniform; behind
him areall the lands he owns. Opposite his image is th&atfista.On the back of thislouble
panel painting/portrait a scene oFederico da Montefeltro being crownedthg goddess
Fortune. Today we mght say hat he is being favordaly Success.

| want to end this evening with a quote by lEigi Giussani fronReligious Awarenesa
Modern Man
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Humanism substituted the ideal of human success for the medieval ideal of

sanctity: all thingso longer flow harmomiusly togethem God,[as in the

medi eval sy ntheluecdstal mdily whom is Rederico being

crowned? By§ccess or Fort unaevhogdigsenhsuccessf ul ma
own forces. Man is to place his hope in his own strength; he is to bank on

hisown energyWhat mattergin life] is to makdyour] life a "successé' .

And what if a man has not enjoyed favorable circumstances? Where will he

find his worth? If the value of his life is no longer founded upon this

objective relationship with God, bigt instead cosigned to the mercy of

fortune,what then? And is a small and weak man worth nothing?

With that question in mind, we end tonight and we look forward, next week, to addressieg i
raised by art in the nineteenth and twentieth centuries.



