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Denis's introduction: For Jan Verkade, painter, Oblat. OSB Published in L’Art et la Vie, October, 1896.

Maurice Pujo,
 then director of this magazine with Mr. G. Trarieux,
 will forgive me if I remind him that he preceded my article with the following notice:

"Our readers will readily note that the opinions expressed in this article differ on more than one point from those customarily held by L’Art et la Vie. We are nonetheless happy to publish them, as we believe they will give us material for interesting and profitable discussion; there shall be a response here in one of our forthcoming issues. N. D. L. R."

CHRISTIAN ART IN THE FIFTEENTH CENTURY

If God had granted me the grace to be born several centuries earlier, in the Florence of brother Savonarola, I should certainly have been among those defending, with childlike and vigorous ardor, the medieval aesthetic against the invasion of classical paganism. I would have been one of those pious recalcitrants, faithful to the hieratism of the past, for whom the new ideas announced a rapid decadence. A little pupil of Angelico, coming down on feast days from San Marco to the Signoria, together with the repentant painters and the crowd of believers, I would have hurled abuse against the Renaissance.

It was the agony of an age of religious art, the most beautiful, the most bountiful following centuries of humanity on the earth. It was also the end of an aesthetic tradition, essentially healthy, logical and fruitful in masterpieces.

In order to prolong it, to protect at the same time Christian beauty and the precious methods of an art which had imposed it on the world, it mattered little that one should sacrifice the pagan elegance of a Lorenzo di Credi or even the sumptuous hellenism of Botticelli - but I would not have had the courage ...

And I think also of you, Jan, who have found happiness in that German monastery,
 where you consecrate your life and your art to the cult of restoring that Christian tradition that has been forgotten since the Renaissance.

CHRISTIAN ART IN THE NINETEENTH CENTURY

Here at this end of the century which is, nonetheless, so open to belief, where one may see the little flower of Faith unfold in souls crushed by the burden of the most erudite blasphemies,
 we are a group of painters, close to conversion, as was old Botticelli during the time of Brother Savonarola. But we are not sure of our path.

There are those, nonetheless, who know that Christian Truth defines not only the goal of their art, but the means which they must employ. There are also those who have no idea of all that the good masters of the past - some of whom had mediocre minds, and some hearts without Faith - owed to the discipline of the Church.

But we are all preoccupied with God. Christ lives today. The time is ripe. There has not for a long time been an age more impassioned for religious beauty than our own, and if this has become a fashion - and that is a complaint one hears - still, in this way, something of the truth is being revealed.

Yes, it is our fondest hope that even a single one of our works might propagate and perpetuate a little bit of the Truth from on high. Painters speak of God only as beauty, purity, and logical harmony. After the Word is stilled, as the Councils teach, the spectacle of the images continues to speak to us, teaching the truth of the acts of God.

A photograph of a painting by one of the primitives is enough, amid the disorder and tumult of life, to remind us what our souls are, that its gestures are sublime, and that, unknown to us, there is a pure light that gives us consolation.

And it is also the painters who furnish God with the form of the visions which he has bestowed, across the centuries on Saints and simple folk.

The painters collect, they invent, the ideal of divine beauty scattered among the souls of their time, in order to realise it and to impose it in their turn. Those who "see" only see through forms which the painters have created. Read once more the descriptions of the apparitions of other times and of our times. Is it not the iconography of Flandrin or Signol
  that must be blamed for the poverty of recent miraculous apparitions on our French soil to this or that humble shepherdess? Painters are responsible for the visual beauty of Religion.

FUNDAMENTALS OF CHRISTIAN ART

I do not speak of the seduction of Christian subject matter; that is, properly, the material on which the masterpieces are based. Moving scenes, essential gestures, beauties of human expression that can only be found in the holy books.

The Noli me tangere and the Holy Mother will dominate the tender meditations of painters to the end of time.

There are two kinds of religious painting.

The one is sentimental, if I dare say so, restoring the beauty of the attitudes of prayer, of heads inclined in ecstasy, of kneeling; purity, naïveté of veiled young girls, the nine hours in the morning of a first communion. It is the feminine manifestation of Catholicism, the art of fashioning scenes with the memory of pious feelings, of showing the Saints, the Spirits,
 wrapped in such feelings; to picture God in the image of our sorrows, of our melancholy, of our desires.

The other is less inspired by life and, in order to realise the absolute, turns to the intimate secret of nature - to number. From the mathematical relations of lines and colours there appears a supernatural Beauty which is only slightly troubled by a hint of human suffering which runs through it, as if to add a discreet accent of life and of prayer to the expression of divine harmony. That is the prestige of the perfect chord, the splendor of immutability. Instead of evoking before the object that is being represented emotions we have experienced in the past, it is the work itself which wishes to move us. This unshakeable spiritual beauty is complemented by the beauty that surrounds it; the admirable harmonies are a representation of the truth from on high; proportions express concepts; there is an equivalence between the harmony of the figures and the logic of Dogma.

Think of the Egyptians, of the Byzantine mosaics in Italy, of Cimabue.

Note the evident similarity between those ideas and that which was once called "Symbolism".

THE REVIVAL OF 'SYMBOLISM'

I have always attached a great deal of importance to the idea of symbolism. It was truly a light for minds overwhelmed by naturalism but at the same time too much taken by painting to surrender to the daydreams of idealism. Once again, albeit a little late in the day, I insist, in this journal that is so well-suited for the purpose, on the misunderstood nature of a celebrated movement.

It was certainly not an idealist theory. An immediate consequence of the positivist philosophies then in vogue, and of the inductive methods which we held in such great esteem, it was in truth the most strictly scientific of artistic endeavors. Those who launched it were landscape painters, still-life painters, not "painters of the soul"
 at all (influence of Cézanne upon Gauguin, Bernard, etc.). They were minds passionate about truth, living in communion with nature, and, I am quite sure, without metaphysical ideas. If they were led to "deform," to compose, and finally to invent surprising formulas, it is because they wished to submit to the laws of harmony which determine the correspondence of colours, the organisation of lines (the researches of Seurat, Bernard, C. Pissarro): but also to bring a greater sincerity to the rendering of their sensations. Given the structure of the eye and its physiology, the mechanism of association and the laws of sensibility (insofar as we can yet know them), they drew from them the laws of the work of art and immediately, by conforming to them, they obtained a more intense expression. From then on, instead of searching, ever in vain, to recreate their sensations just as they are, they applied themselves to finding their equivalents.

Thus there was a close correspondence between forms and emotions. The phenomena signified states of the soul, and that is symbolism. Matter becomes expressive, and the flesh has become the word. By continuing along the path indicated by Taine and Spencer, we find ourselves fully immersed in the philosophy of the Alexandrians.

And I return to the Byzantines.

Symbolism thus relies entirely on one of those very simple truths confirmed since the most remote times, by both tradition and experience.

SYMBOLISM AND THE 'ORIENTAL TRADITION'

The ancient artistic races of India and Egypt were well acquainted with those mysterious correspondences between beautiful forms and beautiful feelings. In adopting that ancient mode of expression in order to revive it and raise it to a greater height, Christianity did nothing other than renew the oriental tradition, endowing it with a new and extraordinary vitality which can be seen, since that moment of highest achievement, in the particular development of the art of painting. From then on the history of painting was for long centuries inseparably tied to the history of the Church.

A curious example of oriental influence found at the very beginning of Christian painting is the frequent use of the halo. The halo, a circumference in which the human head is inscribed, whose centre is human thought, and which expresses so perfectly its precious splendour. The halo, visible radiance of the abstract, of the immortal, the absolute - what an aesthetic favourable to Christian dogma! what a means for enabling us to give a figure to the supernatural! How well we can understand that, in that age of refined naturalism (imagine the Antinoüs of the period of decadence, the busts of the emperors), and later in the presence of the elementary imaginations of the barbarians, the Church should have adopted that admirable oriental symbolism, a symbolism as profound as it is simple ...

And so, ever since the Byzantine era, the genius of the Christian peoples has preferred painting to the other plastic arts. The masterpieces of Christian art, all symbolist, are in large part works of painting; its great artists are painters; and from that time onwards such was the predominance of this art that, even outside of Christian inspiration, one may attribute all the marvels of painting in modern times to the same symbolist, that is to say Christian, origin.

It is not too much to affirm that if we subject a Watteau, a Delacroix, a Renoir, to a similar process of analysis, for the same reasons, they will be found to be as good as a Virgin by Cimabue. If, as Hello
 affirms, eighteen centuries of Christianity were needed to enable the discovery of the laws of universal gravity, we can equally believe that the singular correspondence established between Christian thought and symbolist art from the beginning was necessary for the emergence of great works of painting.

I note from my random reading this remark by Delacroix (Journal, 1834) : "...This confirmed me in Chenavard’s
 idea, namely, that Christianity loves the pictorial.
 Painting is better suited than sculpture to its pageantry, and more intimately allied with Christian feeling."
THE CLASSICAL IDEAL

The Greek aesthetic, on the contrary, spiritualist and classical, seems more particularly to have favoured the art of sculpture. Based upon the hypothesis that somewhere in the depths of human consciousness there exists, for each object which comes into view, a perfect, ideally beautiful, type of that object, this aesthetic, which we still call "idealist," claims that it can achieve the emotion of beauty by reproducing natural objects - but embellished, idealised according to certain rules, albeit variable. It is trompe l’oeil applied to the poetic subject. It is the particular domain both of the old allegory and of the new sort of literary painting.

On that subject, re-read the old authors of the first half of the century, and also the most recent art criticism: Winckelmann, Charles Blanc, A. Germain, C. Mauclair (superiority of form over colour, of the nude to the clothed, of drapery over modern dress: the proportions of the ideal human body, that is to say, stripped of all the "stigmata of abasement," of individual character - types, archetypes, essential principles, norms, ideas), remember the neo-Greeks of 1840, the school of Ingres, the German school of Overbeck, the English school of the P. R. B., our own "painters of the soul."

But in the classical, Greco-Roman age, the ideal of man was man himself, and the goal of all human effort was to exalt the human body. We can see straightaway how idealism was bound to express itself through sculpture. That art of the palpable, which is not at all satisfied by appearances but only by reality, and which is capable, when required, of giving the most perfect illusion of living forms, that, clearly, is the art most suitable for giving a representation of the naked human body..

Doubtless, born as it was from architecture, sculpture for a long time - precisely until the classical age - preserved a care for geometrical proportions and for the expressiveness of measure, which are oriental and symbolist in origin. It was only gradually, and at the moment when the old mythic religions were replaced by a rational conception of the world, that the suppleness of idealistic naturalist imitation took over from the old inventiveness. Instead of the hieratic colossus, a life-sized statue after a living model; instead of the aesthetic canon, the human canon. The beauty of the edifice that incorporates a sculptural ornamentation is more and more separated out from the human beauty which becomes the main concern of the plastic motif. Ideal interpretation, the expression even, if you like, of the most elemental feelings. But the necessary end of idealism is naturalism. Symbolism, idealism, naturalism are the three states of The Aesthetic. A taste for exact representations propagated, as I recognise, by thousands of masterpieces, in the end brought about, with the Greco-Romans, that perversion of the sense of art of which the legend of Pygmalion and, on the other hand, the inane story of Zeuxis’ grapes
 are but the all-too-real expression: the word 'idolatry', which the Christians applied to the cult of images, shows us the depths of the classical transgression.

THE 'BYZANTINE' IDEAL

Renouncing the all-enveloping light that caresses public places, the arcades [péristyles], the high profile of the works of pagan antiquity, Christian sculpture retired to the interior of the temple, sheltered by porches where light becomes mysterious, there to form timid bas-reliefs. It is thus that, obeying the symbolist reaction, they took up the role of the first sculptors - the decoration of monuments - and what marvels have they not drawn forth from the cathedral stones!

The age had arrived of an art more based on conventions, more favourable to the expression of mystery; painters, taken with a light other than that of the Sun, turned their attention to those interior lights that Religion revealed to them in the depths of their own being.

Byzantine painting is assuredly the most perfect type of Christian painting.

Much higher than the nature of which the Greeks had attempted such startling representations, beyond that naive admiration for trompe-l’oeil which is revealed in collections of sayings of famous men,
 the Byzantine school invented, for the expression of Christian ideas, a whole plastic language, a precise, flowering eloquence like that of the Fathers.

Man withdraws into the background in such works, both as artist and as subject: it is not to him, to his specific beauty that the painter’s homage is addressed but to the Beauty of universal life. After that, what matters if the model is ugly? A Cimabue Virgin, Rembrandt’s Bathsheba, a Renoir bather would be equally intolerable were they endowed with life: in the painted work they do what is needed in the realisation of an expressive surface.

The field is also open to the landscape, which pantheism had ignored - to freely embrace all the spectacles that can touch the human heart.

And care for exactitude? Ah! The subject is so vast, so high, so unspeakable! Nothing exists any more save the surface covered with colours assembled, composed, harmonised, enhanced with rich materials, and it is that surface which is expressive: a microcosm born of man, and as rich in possibilities for moving us as the world itself

The rational, liturgical Byzantine art to which we owe the marvellous mosaics of Rome, of Milan, of Ravenna is likewise the creator, lest we forget, of the admirable formulas which Christian iconography used, competently or not as the case may be, to give form to the mysteries and to represent sacred history. It was the Byzantines who invented those definitive interpretations of the Gospel and of Dogma that Giotto borrowed from Cimabue, Raphael from Giotto, and all painters from Raphael to Ingres and beyond, and always. It is impossible for us to conceive a Christian subject without evoking something of their symmetrical, measured compositions, truly supernatural and of such mysterious simplicity. It is the fitness of their expression that has enabled them to cross the centuries, passing through so many troubles and disturbances. Byzantine art as such may be said to have finished with Cimabue, but its influence extends throughout the Middle Ages: and the symbolist idea which it promoted is still impressed on the whole of modern art.

THE IMPULSE TOWARDS NATURALISM

It was probably St. Francis who, in assigning so much importance to outward practices (crèches, stations of the cross, etc.), giving a more concrete charm to spirituality, rendering it more accessible to the humble, but also more practical and more suitable to contemporary life (the tertiary order) - it was probably St. Francis who led Christian painters to look for more exactitude and the illusion of life, to give verisimilitude to evangelical subjects. The charm and influence of this prodigious Giotto, one of the three or four greatest painterly minds in the history of mankind, are to be explained by the tendency among the believers of that time to give a more concrete, naturalistic expression to their faith.  Those who have seen the Life of Christ by Cimabue in the upper church at Assisi, that most imposing suite of aesthetic theorems having no other goal than to demonstrate dogma, may well understand, on seeing below it Giotto’s Life of the Saint, in what direction painting and Faith were being modified in the thirteenth Century.

From that time onwards, the art of Giotto’s pupils and the whole of western painting marches forward towards the conquest of nature, just as Catholicism through various reforms, evolves in the direction of free inquiry. To the Renaissance which brought back pagan idealism, there corresponds the Reformation, whose expression in religious art is the Jesuit style, since the Jesuits with regard to the Reformation are the other side of the coin - the singular product of tired imaginations, where nothing remains of the supernatural, nor of the aesthetic: the perfect specimen of idealist decadence; the triumph of academic convention, of pathos-filled trompe-l’oeil, of a naturalism at once theatrical and pietistic.

The case of Angelico presents a mixture of an art that is, on the one hand, idealist (though not academic) and full of feeling, and, on the other, symbolist - provoking many contradictory, reasons for our admiration. Like the great painters of the Renaissance, like Rembrandt though with a lesser mastery, he has the sense of composition and of the symbol developed to such a degree that one can no longer distinguish it from the meaning of nature itself [qu'on n'en distingue plus le sens de la nature]; observation and thought, imagination and memory appear indissolubly united in his work. It is less the maturity of an art than the maturity of a man.

So full of charm, so young, so simple, he penetrated the mysteries of interior life, and restored all its poetry; he has clothed in more beautiful forms the ways in which our souls appear before God, he endowed us with a better ideal. He is the one whom we never forget, our friend in sadness, the consoler, the tutelary saint. Of Savonarola’s convent, of San Marco, he made "one of the essential places on the earth." Who would want to analyse the emotion of such a work, given that no one - not Vasari, not Taine - has been able to speak of it without turning to poetry? May he be ever blessed, loved, glorified!

He takes from Symbolism the art of his compositions, the taste for figures without a realistic shape, his draperies independent of the bodies they cover, his sumptuous backgrounds enriched with gold; the harmony of his colours is also of an incomparable purity, a true light of Paradise. At times, a conflict arises between those ever-glorious colours and the expression of lines. It is his weakness. His Descents from the cross are pure festivals. Less of a master in such things than Giotto, Poussin or Delacroix, he could not resist the idealist and naturalist influences of his time; but he put them to work for the benefit of his blessed genius. It is from the imitation of nature that he frequently draws that touching expression, that human emotion, which is still at the present time the most seductive aspect of his work. That is how he remains accessible to the copyists of the Academy, of San Marco or the Louvre, and because of his great tenderness we forgive him for all the sentimental banalities they have painted after his work, which, however, they have made known to the world.
 
He is the interpreter of Compassion, of Christian purity, the poet of our sadness consoled by Christ, the painter of Mary. As Cimabue evokes the masculine beauty of dogma, the logic of a St. Paul, Angelico expresses the tender devotion of medieval saints, the compassion of a Francis of Assisi.

THE AESTHETIC OF THE RENAISSANCE

When Angelico died, Leonardo da Vinci was already born. By means of the Last Supper (1499) the aesthetic of the Renaissance was established definitively as "expression through the subject" - hence the resounding impression made by that moreover enormous work. For the first time the naturalist dream of Giotto and his successors was fully realised. To the perfection of the trompe-l’oeil was added the interest of facial expressions, the exactitude of psychological observation. At the end of the long tables of the refectory, another table, but this time, the mystical table, seems to emerge from the wall. The real architecture was extended through the devices of perspective. And one could think that those apostles and that Christ were alive, but just belonging to a nobler race, lit so naturally by the room's own windows.

Do we have to say that if the success of the Last Supper was mostly caused by the naturalistic aspect which has been admired too much, the fact remains that Leonardo is one of the purest symbolist geniuses of the Renaissance, one of the most faithful to catholic tradition? Recall the Annunciation of the Uffizi, the St. Anne at the Louvre. Compare them with Raphael and Michelangelo, much more taken with pagan and decorative beauty.

A pleasure analogous to that which in our own day we ask of M. Munkacsy’s
 Christs, or Tissot’s Gospel. Through that work of genius, painting entered the path of perdition. Now it is the subject, only, in a painting, which impels veneration. Christ on the Cross, whose lines the Byzantine school tortured so skilfully to achieve an aesthetically pleasing ugliness
  - becomes the model hanging in a difficult pose, which is painful to look at, but which does not move. A very beautiful modern devotion, one that is addressed to the Love of God, the Sacred Heart, has undergone the most unfortunate depredations at the hands of the artists. Of the ardent and precious symbol, deliciously decadent, of divine Charity, they have made that insipid young man with his useless gesture, who seems to spring out of the canvas, showing us, with real hands, the horror of his genuine, bleeding innards.
 

THE SURVIVAL OF 'SYMBOLISM'

But how the Christian spirit has been perpetuated in all truly beautiful works! Unconsciously or not, all the great painters have shown themselves to be symbolists: they have not made a duplicate of the object they have seen, they have substituted for nature something of their own imagination, that is to say, the sign of an idea: it is not by means of the subject that they move us, it is by the work itself, just as they have painted it.

Maybe the convinced naturalist - he who looks for a trompe-l’oeil and nothing else in Rembrandt's Pilgrims of Emmaus - does not exist, is a pure hypothesis, but I well know the idealist, even one of superior intellect, for whom the Bathsheba, the still-life of Chardin, and Renoir’s women remain incomprehensible. A ray of beauty shines from them which his classical prejudice will not admit. He says: this leg is badly drawn, this nude is vulgar; or again, what do flowers dying in a vase signify, a piece of fruit far from the branch which bore it! or again: try to understand how the torso of a woman is a a jumble of decomposing flesh with green and violet brushstrokes? He does not allow himself to be carried away by the pleasure of enjoying a sumptuous but restrained harmony in which luxurious sparks of light are juxtaposed with the cumbersome drawing of warm flesh (Bathsheba). Those fruits painted by Chardin, they are strokes of colour,: he refuses to see the melodious line, the admirable tonality, the tender charm, sure signs of a harmonious soul, attentive to revealing in every sort of spectacle the intimate laws of the beauty of the world. The expansiveness of youth and light which are a canvas by Renoir passes him by. It is the beauty of the model which disturbs him. He does not see the organisation of the painting, he sees only the subject.

It is in that sense that I said, agreeing in this with all true lovers of the art, that a beautiful painting is before all else a flat surface covered with beautiful colours assembled in rhythmic forms: and that thus all masterpieces are symbolist. But symbolism is a Christian theory.

Once again, in our century so preoccupied with the Divine, a reaction of the religious spirit corresponds in painting to a recovery of the Byzantine idea. Our painters such as Puvis de Chavannes or, above all, Odilon Redon (to mention only masters inspired by Christianity) acted not only on the intelligence, but also on the conscience of their time. In restoring to painting by force of audacity and genius, the logic of its essential laws, they have reconnected with the Christian tradition. They have (as Verkade has said, speaking of the Byzantines) "imitated the Creator who has made all things according to measure, number and weight, who is Himself absolute order."
 
Shall we ever find, as several have attempted, the laws, measures and techniques of the Byzantines and, even more so, the Egyptians? Will it be by experimentation, by the science of dynamogenics,
 by calculation or by studying the Masters or by mysterious formulas preserved in the library of a cloister?

As for me, I do not doubt that a tradition is dead which maintained through sure and certain principles, the cult of the beauty of art - and that they knew it, those unknown painters of Italian frescos, as did the stonemasons and Gothic glassmakers, whose works were assuredly more beautiful than our own.

But if such was the power of that tradition, and such the certainty of its measures, it was because in them are manifest the eternal laws of aesthetic emotion, the rules of the Beautiful, which the human mind can figure out to some extent, but which only the artist of genius can know completely.

Genius, which is presented to us as an abnormal state, is only a perfect conformity to the absolute order. All "creators of art" have created according to measure, number and weight and, in doing so, have imitated God.

There is another science, a precise one, Christian morality, whose goal is also the imitation of God - not God, artist of the universe, but a God living in humanity. But we know very well the first and last word of that science: that nothing can be done without Grace. It is the same, alas! ...with aesthetics, even the Christian sort. It is sterile without genius.

� Maurice Pujo (1872 - 1955), one of the founders in 1898-9 of Action Française and founder in 1908 of its youth wing, the Camelots du roi. In 1896, however, when this article was published, Pujo still thought of himself as a Republican and his philosophy was classified as 'integral idealism' deeply influenced by German philosophy.  Denis' note is probably reminding him of past errors!


� Gabriel Trarieux (1870-1940) was the son of Ludovic Trarieux who, as Minister of Justice in 1895, was one of the first to doubt the guilt of Dreyfus and who later founded the Ligue des droits de l'homme. Gabriel was a friend of Maurice Denis at the Lycée Condorcet and became a prominent symbolist playwright prior to the 1914 war.


� The Benedictine monastery of Beuron, in Hohenzollern.


� He may have in mind particularly J.K.Huysmans whose blasphemous novel A Rebours (1884) shows a remarkably detailed knowledge of Catholic literature and philosophy. In 1895, the year before the present essay by Denis, he published En Route, the second part of a trilogy showing the process by which the protagonist, Durtal, who in the first novel, Là-bas, is showing an unhealthy interest in Satanism, converts to Catholicism.


� Hippolyte Flandrin (1809-64). Pupil of Ingres. Made an intense study of Renaissance fresco techniques and decorated many churches notably St Germain des Près.


Émile Signol (1804 - 1892). Also a pupil of Ingres. He decorated the churches of Saint Roch, Saint Sévérin, Saint Eustace, and Saint Augustin and has four paintings in the Saint Sulpice church in Paris (which also houses work by Delacroix).


In an essay also included in Théories on Ingres's pupils, written in 1902, Denis gives a more favourable impression of both Flandrin and Signol: "It is remarkable that in teaching Nature and his own ideal, he [Ingres] could form pupils who were in turn able, even when they thought they were copying, to create poems of naivety, austerity, majesty (grandeur) or high dignity (emphase) - Janmot, Flandrin, Mottez or Signol - instead of being content just to transpose the model."


� 'Esprits' - angels?


� A footnote to Dominique Jarrassé: 'Art Between Luminous Fluidity and Expressionist Shading; Defining Symbolist Sculpture Using Modeling' in Rosina Naginsky and Deborah Cibelli (ed): Light and Obscurity in Symbolism, Cambridge Scholars publishing, 2016 (fn 4,p.325) tells us that L'Art et la Vie, the journal Denis is writing for, was founded in 1892 'to defend idealistic art; it contained a series of monographic articles establishing the notion of "artists of the soul" at the same time as the use of "painters of the soul" to describe an exhibition at La Bodinière in February-March 1896 (Denis' article was published in October 1896). Fn 7 tells us that the first "Peintres de l'âme" exhibition at La Bodinière was held in December 1894. Denis is being provocative.


� Ernest Hello (1828 - 1885), Roman Catholic writer, author of Physionomie de saints (1875) and Contes Extraordinaires (1879) as well as works of literary criticism on eg Renan, Shakespeare, Hugo.


� Paul-Marc-Joseph Chenavard (1808 - 1895), French painter of very ambitious large scale allegories, including a project originally commissioned for the Pantheon which aimed to show the history of humanity through the rise and fall of civilisations. The commission was in the event cancelled with the change of government under Napoleon III.


� I think this is unproblematical as a translation of 'pittoresque'. The word -which derives from an eighteenth century school of English painting, poetry and landscape gardening that celebrated what it called the 'picturesque' - didn't origjnally have the derogatory implications it has today.


� Zeuxis, Greek painter from the fifth century known for his realism. From the Wikipedia account: According to the Naturalis Historia of Pliny the Elder Zeuxis and his contemporary Parrhasius ...  staged a contest to determine the greater artist. When Zeuxis unveiled his painting of grapes, they appeared so real that birds flew down to peck at them. But when Parrhasius, whose painting was concealed behind a curtain, asked Zeuxis to pull aside that curtain, the curtain itself turned out to be a painted illusion. Parrhasius won, and Zeuxis said, "I have deceived the birds, but Parrhasius has deceived Zeuxis."


� des recueils d'anas. The word 'ana' does exist in the Shorter Oxford Dictionary: 'A collection of the sayings or table talk of anyone.' It comes from the suffix -ana attached to the person's name. An example that comes to hand is a collection of the sayings of the eighteenth century playwright Henry Brooke - Brookiana.


� I'm interpreting ont vulgarisé  in a (relatively) positive sense of 'popularised', justified I think by the d'ailleurs.


� Mihály Munkácsy (1844-1900), Hungarian painter who started with highly realistic paintings on human poverty and misery, climaxing with his dramatic Last day of a condemned man (1870) but later painted three large canvasses on the trial and crucifixion of Jesus.


� Very difficult to make sense of Denis' original Le Christ en croix dont les Byzantins torturaient savamment les lignes pour d'esthétiques laideurs.


� Or as a friend of mine, a devout Catholic, remarked, an insipid young man with a strawberry on his T-shirt.


� Wisdom of Solomon, 11:20: 'You have ordered all things by measure, number and weight' (Orthodox Study Bible translation). See Desiderius Lenz: The Aesthetic of Beuron, p.16. Denis adds a note saying: 'I owe it to Fr. Willibrord Verkade, Benedictine of Beuron and painter, to rectify this passage. The school of Beuron has never held the opinion of the Byzantines which I, being ill-informed, attributed to them. The citation above, borrowed from the book of P. Didier, applies to the Egyptians and archaic Greeks. The Byzantines, according to the ideas of Beuron, represent only the decadence and corruption of an ancient tradition, which is itself a last reflection of the original Revelation.' 


Verkade, though, may be exaggerating. In The Aesthetic of Beuron, Lenz writes: 


'in fact no people found itself so well-prepared for the acceptance of Christian truth as the Egyptians, and no people worked harder and more earnestly for the external 'habitus' of the Church than the Greeks. For almost 1200 years it was they who preserved and prepared the visible radiance of the Holy Church, in virtually every art, and in sacred music besides. They were the artificers in ancient Christianity up until the Middle Ages ... 


'The Byzantines, the Christian Greeks, settled down, so to speak, at the gates of this lost city, at the grave of its departed art, and faithfully tended its assets, the relics that remained. They revered these fragments of method and technical tradition and made of them what they could – as they do to the present day.


'They preserved, as implicit in the very notion of religious art, a measuring, an apportioning, a division in space, which extends as far as the smallest ornament; a law of stability in rest, and of movement in grand vivacious lines; a fresh, naive effort of thought in the division of the parts – a division full of life and contrast, with everything, so to speak, determined by the space; a logical thinking; a choosing of means in true, uncontrived simplicity; a keeping at bay of everything hollow and pointless and not belonging to the subject. 'The Byzantines clung to all this and to the knowledge that for religious art naturalism means ruin. They have protected their inheritance against the latter down to the present day; at all times they realised that, from the moment when the living model should serve them directly, the soul of their art would be at an end.


'And the works themselves that the Byzantines achieved in their own way remain on such a level, that the sensus communis of the Christian community awards them the palm as relatively the best kind of religious art (see Klein and his successors). And indeed, almost all of the miracle-working images in the western world are offshoots or actual works of Byzantine art.'


The major work of Beuron art in the monastery itself is the Gnadenkapelle, done under the direction of Lenz's most distinguished follower, Paulus Krebs, in 1901-3 (Lenz was still alive) in a 'Byzantine'-influenced style.


� Charles Henry distinguished between relations of lines and colours that are dynamogène or rhythmic, in accord with our human sensibility, and those which are inhibitoire, or non-rhythmic, which grate on our human sensibility.
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